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ABSTRACT

This study is an investigation of the performarice practice observed by organists when recording
the organ works of César Franck against the critena of score, instrurment ard tradition. Based on
these findings, a more informed reconstruction of the interpretations and manners of

performaiice employed by the composer and his contemporaries is oblained.

To this end, within the cantext of a hew staga of organbuilding in France established by Cavaiiié-
Col in the 19th centwry, the predominant elements of Franck’s range of sound are ideriified
through an examination of the autograph menuscripts (registered for a variety of instruments) as
well as of the earliest printed editions. Franck's consistent approach to registration is
corroborated by the accounts of his critics and pupils. Furthermore, these sources clarfy
Franck's position within the two prevafling styles of interpretation with regard {o other parameters
such as rubato, tempo and articufation. On the basis of documentation and oral tradition the
formation and development of the subsequent intemretations are fraced, and their legiimacy
discussed.

Within this framework, recorded performancas by thirleen organists - spanning six dacades - are
sompared and discussed, using three representative works, namely the Fantaisie Op.16, the
Cantabile and Choral no 3. These recordings reveal an exiraordinary range of interpretations
which are categorised either as ‘objective/ geoinietrical’ or as ‘subjective/ sdtalist’.

The conclusion shows that a strict adherence to the ragistrations sgecified by the composer or

the closest approximations thereof are necessary conditior.s for a performance fo be regarded

as ‘authentic’. By contrast, the quest for an authoiitative interpretation with regard to other

ii



parameters pumts to the need for a flexible rather than an objectxve approach. Specific instances
where the necessa;y legato articutation would be inappropnaie are identified.

Thase findings could provide for both musicologists and perfonniars a more structured and

authentic approach to the three works discussed in detall, and possibly o all thineen major

pieces that constitute Franck's ceuvre.
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PREFACE

My interest, developed over several years, in organs, organ music and performaice practice
has led me to investigate this fascinating fopic in more detall. Many organists, being unaware of
the characteristics of the organs for which Franck composed, arid being also unaware of the )
performarnics practices of his time, fall into the trap of basing thelr interpretations on the editions
of the music that are most readily available. These interpretaﬁoné are often no more than
persona! franscriptions of the composer’s intenfions. it become apparent that there was a need

to find a definitive approact. « interpretation which would serve as a pragmatic quide.

The diversiiy of instrurients ant interpretations displayed in the mdordings suggested the need | .
to investigate the composer's context, style and intention. Unforiunately, the ‘Franck fradifion’ has not
been docurnented in any detall, However, all.:' reconstruction of the historical and oonte:duai
parameters through an examination of the recondings is possible. Since the documertation of even
the eamestiﬁerpretaﬁmrevea!avaﬁetyc-fhprpraﬁvestyles. it was necessary fo colobish the
accuracy with which the composer’s style and intenfions were received by .his pupils and also by
subsequent generations. The growth of the historically-informed performance practice
movement and its infiuence on interpretation necessitated an examination of the leca:ﬂlrngs and
statements made by performers of iater generations who claimed to have inherted and
researched the composer’s styie. Although there are numerous recordings of individual Franck
woiks and frequent live perfomances, it seemed logical to discuss only intégrale (ie.
‘complete’) recordings in which the perfomwet’é choice of instrurment and overall approach fo the
repertoire could be more accurately assessed. However, one exception has of necessity beeﬁ

made in the case of Charles Toumemire, Franck’s pupil and successor at Sainte-Clofiide.

Aufiithrungsprexis as evidenced in the recordings was, however, only one aspect which had to



be considerad. A brief mview of the critical reception awarded to the recordings was alse
uriertaken. A more detailad investigation into this particular aspact was, unfortunately, beyond
the scope :;f this study. There was a need also {o obtain copies of the autograph manuscripts
and recordings. This necessitated an intensive study tour of Eurcpe. It was at this point that |
managed to contact the performers and relevant musicoiogists and present them with long lists
of questions. Almost avery respondent replied. To these cutstandingly helpful and patient

people | owe a debt of gratitude for thelr encouragement and willingness to help.

I wish fo acknowledge with gratetut thanks the kind assistance of the following persons without
whom this siudy would not have been possibie:

Dr R B Watton, my supervisor, for many hours of patient guidance

- Profassor S C Zondagh, a pupit of both Dupré and Litaize, whose expert
knowiedge in this field was conveyed to me during organ lessons

- Mrs Charlotte van der Merwe

- Mr Sidney Place

- Mr R Langiey of the Royal College of Organists

- Dr Guido Peeters

- Daniel Roth

“ Dr Marie-Louise Jaquet-Langlais

- Maric-Claire Alain

- Dr David Sanger

- Michael Murray

- Jennifer Bate

- Wolfgang Ribsam

- Gordon Stewart

- Dr Karen Hastings
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Unless otherwise indicated, all the French franstations have been made by either the author or
my colleague, Vicky Short. When certain passages of the original French are cited, the Engfish
banslation appears in pa_renmesis, When, as fd:-j_example in Chapters 6, 7 and 8, axplanaﬁori_jgs_
of the French registraiion instructions are subplled. these appear within square brackets.
Reference to a range of sources on the subject has revezled a number of different speliings
with: regard to stop-names and organ divisions; original spellings have purpoecaly baen retained
in this texd. Since the English termn ‘reeds’ is not the full translation of the French tens anches,

the original French tenm has been refained.

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

Franck’s first major organ work and forms pait of the Six Piéces. It is frequently referred toas

‘Opus 16’ or accorded the suffix ‘en Ut (i C}. In this study, however, the composer’s original
published title is retained. The later work, of 1878, is the first of the collecton entitied Trois Pigces.
i is most frequently referred to as the Fantaisie en La, a title that is adopted in this study.

Appendix A contains the specifications of the organs associated with César Franck: those
discussed in Chapter 3. The specifications of organs referred to in Chapters 5 - 8 are listed in
Append™ B. These are the instruments upon which the racorded performances were played, A
chronological catalogue of the composer's brgan works is supplied in Appendix C.

The 'Harvard’ system of reference has been adopted. All sources supplied with page references
are fisted in the Bibliography. However, any sources lacking citations generally indicaie recorded
material and are therefore listed under ‘Discography’. The details of all porsonal
comespondence 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 orgén is, of course, a mechanical instrument and therefore lacks touch-sensitive
characteristics, uniike most other musical instruments. Furthermore, each organ is uniqué‘ and
few organs have remained unattered during their periods of existence. Consequently the
techniques of registration, touch, arliculation, rubato and fempo assume increased importance.
Since these parameters aie definable to some extent, i is possible for performarce practices to

be reconstructed, provided that adequate relevant documentation has survived.

The purpese of this study is twofold. Firstly, it is a comparative smdy - using the above
~ parameters - of selecied recorded performam:;es of some - not all - of the organ works of César
2 Franck. Secondly, it sets out to reconstuct, as far as Is possible and by means of the
examination of the recordings, the perfomance practice that should be applied 1o the organ
‘works of this famous Belgian-French onganist-composer.

Since an examination of this kind is necessarily complex and detailed, this study is Iimitz‘ﬂ to
three characteristic orgén works, the Fantaisie Op.16 (1863) from the collection Six Pigces, the
Cantabile (1878) from Trols Pigces and Choral no 5 (1890) from Trois Chorals. Contrasting in
nature and material, they represént the three creative periods of Franck’s composition for the

organ.

A reconstruction of César Franck’s sfyle and intentions, kke most studies of i9th-century
composers, is compiicated by the concept of improvisation’ in which the performer would not be
absolutely bound to the score. It is enqually difficult fo provide documentation for other

parameters, such as tempo rubato.



Unforiunately, Franck left no published wﬁﬁhgfs other than the preface he supplied tolhis organ
accompaniment of Louis Lambilotte’s Chant Grégoren (1858). Consequently there is
insufficient firsthand 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 16 consuit as many of the available sources as was possible to unearth the
sparse information. These includad histerical treatises, descriptions of historical nstruments and
instrumental techniques, evidence extracted from the autograph and pﬁntac_i versions, as well 2s
the historical background of the composer with accounts of his playing style by his
contemporaries. In addition to this, the recorded performances were th_en examined in an
attempt to isolate those performance practices which correlated:with the historical evidence and
therefore most applicable to the works of César Franck. |

Until the growth of the historical performance issue - a much favoured sub-discipline of 20th-
century musicology - it was moon'ectly assumed by eary 20th-century scholars that the
performance practices of the Romantic era had continued unaftered into tie present centiry. It
had been thus felt that close examination and documentation thereof were unnegcessary. Grout
opined in 1957 that ‘Historical Musicology. like Onginal 8in, has given everybody a bad
conscience.” He continued fo talk of ‘the -, of the days of innocence ... when people did not
bother about the ongina! tradition, but sitply assumed that the practice of their own nineteenth

century was the universal rule and proceed to aply it accordingly’ (1857:2 12).

As a result, the study of performance practice in the 18th century is_ still in its infancy. Since the
1980¢, fortunately for the present study, most research into the field of 19th-century organ
music has developed around César Franck. Since Franck’s death in 1890, disagreements have
arisen between pupils, scholars and performers of his works, each daiming to have inherited

and conserved the authentic style of Franck performance. The performer’s lineage as student is



now fous, five or more generations re:ﬁcvegl froro e composer's; as Mane-Claire Alain has
written; ‘the vastly differing interpretations fead ane - reflact on the fallibifty of human
memory’(1969). Consequéntly, original and consistent ﬁa&menlaﬁon of the peﬁo&nent:e
practices most suitable for":'use in the organ wortks of Franck does not exist. We are therefore
left with a prirary problem on the interpretive level. in casus such as this, performers have fittie
choice but to rush in' where cauiious musicologists have feared to wread. Taruskin has w;'itten:

While generations of scholars chew over Mendel's seven pages of problems,

what is the performer who wants 1o sing some Josquin des Prez o do? Wait

until alf the evidence is in and all the articles ara published? He will probably

niever open his mouth (1988:202).
The perfonmer interested in recapturing the spiit of Fravick interpretation can perfonn only
according to the knowledge available at the fime, hiowever »canty and inconciusive it may be.
This probiem is compournded by the knowledge that even if documentary evidence detsiling the '_
‘Franck tradition’ did exist, all its cornplexities and nuanceé would be impossible to record
comprehensively on paper. Although any study can be onily an atfempt to document the

inexpressible, it is deserving of serious atfention,

Apart from joumal articles by various authers and a paper presented in 1990 by Dr Marie-Louise
Jaquet-Langlais in which a comparafive study of the French edilions was made, the only
‘fextbook’ guide to Franck interprefation published to date is that of Rollin Smith; this appeared
as recently as 1983, in this pioneering study of Franck, Smith examined the extant references fo
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-Clotilde.
in an attempt to establish the performance practice of Franck it would be difficult to attempt to
supersede Smith's work. Far from challenging =y part of his research, this study acknowledges
& greai debt fo his compilation of valuable refersnces and quotations. On “ha subject of

interpretation, Smith concluded that the recordings and detailed performance instructions left by



Charles Toumemire, ‘provide an inestimable milestone on the path toward an authentic
interpretation of the organ works of César Franck' (1983:104). Tournemire, however, never
recorded all of Franck's works; fhose which he did record were veganded as being ‘more
Toumemire than Franck’ (Jaquet-Langlais, Commespondencs:01/08/1994). Jaquet concludes that
Toumemire's recordings rarely agree with other performances which may also be considered as
being in the Franck fradition’. The aim of both studies is therefore the same, but the parameters
of this study embrace other extant recordings beisved fo be iri the Franck ‘traditiort’. its purpose
is aiso to distiguish the surviving genuine practices from those affected or even conupted by
changing tastes and current fashion.

it is unfortunate that recording iechniques were not sufﬁcienﬂy advanced by the end of the 19th
century to enable recordings of Franck’s works fo be made at that time. MHowever, 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 muaeﬁm’
(Neumann,1882.vil). There is a sense of colleclive sharing between performer and audience
which is impossibie to recreate. The process of recording can also not replace the sheer
spontaneity of a live recital. The additional nervous strain involved in creating an immutabie
chronicle through recording means that much vitality is lost in the transfarence of reality to
recording. The recording of Franck’s works by Langlsls, for example, is less ‘emotional’ and
more straightforward than usual becauze he found the exercise uncongenial (Jaquetk
Langlais,ibid). Even the recordings by Tournemire represent only a sample of his style because
he, like Chopin, never played the same way twice. |n addition, Madame Tournemire recalled her
husband's dissatisfaction with his recording (Lord,1975:3). In this sense, &l 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.



Despite its drawbacks, the ability to record has been of calculable value to-both the pei:fonm'.-r
and the scholar as, of course, would be the case with other genres of music. The existence of

momﬂings on pianola rolls and 78 r.p.m. records provide the only remaining detailed afiefacts

which preserve the various surviving traditions of arists of the past and, with the tatter techinique, |
also the sounds of the instruments on which they recorded. For example, the sound of Franck’s -

organ at Sainfe-Clotilde is preserved on the recordings by Langlais and Taurnermire, mads in
1890, just one year before it was ieversibly altered and fis sound tragically lost. Thisse historical

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

FRANCK ANI:‘# HISTORICALLY-INFORMED PERFORMANCE PRACTICE

César Franck's musical slyle ssems to embrace at once both the progressive and the
conservative. On the one hand he has become the acknowledged father of the Fre'nch organ
symphony and, with Lisat, the forerunner of the technique of thematic fransformation. Yet, at the
same time, the qualitivs of moderation and hatance usually associated with Classical cOMposers
are evident in his work, inviing comparison with Beethoven, Brahms and: Saini-Sadns
(Bermnstein, 1952:379). Franck’s music also demonsirgtes a love for the complex pari-iting
techriques of fugue and counterpoint not usually associated with the French composers of this
period. His admiration for the music of Bach has even caused him {o be referrsd {0 as a
‘German Kapelimeisier mistakenly strayed into the age of Edison’ {Davies,1970:2). Franck's

music often looks hacic even further in that it reflects bis preference for the miodal harmonies of -

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

at Sainte-Clotilde, the first neo-Gothic church in Paris; nor that his teaching was to sustain the
great educational enterprise of the Schola Cantorum, which originally concentrated on the
revival of traditionaf church m=ic, Sumner obiserved:

it is particularly apt that Franck served at a church dadicated to the Queen of the

Francks, who converted her husband to Chrigtianity in the fifth century. It is
equally salisfying fo note that the church of Sainte-Clotilde is in the

S
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Archdeaconate [sic] of Sainte-Géneviéve, the saint and socialworker who
. championed the coming of Clovis and his queen (1834:240).

In his admiration for the music of the early masters, Franck played a considerable role in the
overall nasurgence of ‘interesi iﬁ the music of the past. This, in its tum, ied to the publication of
sevaral scholarly edtions. Composers such as Brahms, Tchaikoveky, Saint-Sagns and dlindy

gdited early music. Such retrpspection was characteristic also of other aits in the Romantic e

in its wake the spirit of neo-Classicism thiived; the newly-found respect for the works of the early
masters, foreshadowed in the 18th century, led eventually to an increased consciousness of

performance practice.

During the lzst two decades of music-malking the development of the ‘authenticity’ movement
has becoma a powerful feature of the intemational musical scene. The search for original
methods and siyles of pérfonnanca has brought about a momentous upheaval and changs in
ihe history of musical pefformance. in our listening habits and in our approach to music and
tradition in performance. Never before has there been such concemn to reach beyond the score
in search of the lost traditions of performance. It is only in the iast twenty years that the attitude
expreszed 50 holdly by Wanda Landowska, herself a teacher at the Schola Cantorum: “You
play Bach yourway, Il play Bach his way’, has gained general acceptance (Haskeli,1988:175).

The performance practice movement, of course, found its original focus in the early musics of
the Middie Ages, Renzaissance and Barogue. Until 1989 ‘performance practice’ was defined in
the Hanvard Dictionary of Music as being:

the study of how early music, from the Middle Ages to Bach, was perform=d and
the many problems connected with attempts to restore its original sound in
modem performance ... in the period after Bach the problems of performance
prastice largely disappear, owing to the more specific directions of composers for
clearly indicating their intentions (Apel:658-8).



This now outdated deﬁl}lmon has been t'ep!aced in the New Hanram‘ Qfeaa..ary by Ihe more

general observation: 'Ii

e mnventlon'b and knawledge that enable a pe;fcnner o c:eata a
performance.

This definition alsu.acﬁpaﬁedges the need for an examination of the, difrerenees belﬁveen
|

_notation et indehtion. li also recognises the need for an examination of repertories ever closer

to the present day (Rande{ 1986:624). The definition expanded to enmmpass Mozart and

Haydn and soon also mc!uded the runeiaeenm oantury., starting with Beemoven Schubert and

~ Schurmann, Owverall, hmyever. there has been litle reflection or discussion on the motives

behind the 20th-century revwa! of earlier nepertories, instruments and pracices. Dreyfuss refers
to this as & ‘conspiméy of silence’, naming The New Grove Dictionary of Music amd Musicians
(1980) as one of the offenders.

Hl

itis uu!sideﬂnesoopeofhié.shxdytoargueﬂweﬁcs and merits of the movement associated

" with the concept of Auffihmingspraxis. This debate has raged with increasing vigour since

Nikolaus Hamoncourt wrote & statement of his views in 1654 (%ur inerpretation Historischer

- Musik). It gained momenium with the recordings made in the late 1960s by Hamoncourt, David

Munrow, (_‘_Bustav {eonhardt and other picheers of early music; it sfill continues unabated. A
deeper insight into this contentious issue, which is more often concemned with what authenticity
is not, than what it is, can be gained from the witings of Landowska, Do!me!s&. Dart,.
Donington, Kenyon, Hamﬁncou;t. Lo Huray, Dent and others.

‘The aim of this study, in seeking 1o establish the authentic sounds of the music, stems from the
sincere belief that these sounds Jead the listener closer to authentic meanings, namely, the

original meaning its creator invested in the music and the composer's real intention. Meaning, as



Tomlirson has writien, is contextual: ‘the meaning of any on2 act deepens as we broaden and
envich the context in which we pebeiw it (1988:118). Hiﬁdem_ith wrote in A Composer's Woild:
All the traits that made the music of the past lovable fo s contemporary
performers and listenars were inextricably associated with 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 counterfeiting the musical
message the original sound was supposed to fransmit. Consequently, all mugic
ought to be performed with the means of production that were in use when the
composer gave it to his contemporaries (1953:157).
Of muré;e;t, the d_'i??ﬁwllies invoived in obtaining the original instruments or constructing replicas
are obvioé};, but they have never been beyond owr reach. The neo-classical movement was
particularly ﬁuiﬁul when applied to the organ. Several new instruments were buiit which provided
the tonal paletie and balance among divisions witich were at Bach's disposal when he wrote his
great orpan works, thereby allowing his rnusical intentions fo be properly realized. The
performance pra;tice movement has informed vs that it is perfectiy possible, nay necessary, to
respect the Ba:ﬁque repertoire played within a historical and instrumental context. As Robert
White noted: ‘we have come to fee! that anything less than this is an insult to genius' (1962:8).
~ Similady, it Is obvious that the privilege should then also be extended to all composers,
aspecially those of the French Romantic era whose works ane inextricably intertwined with the
masterpieces of Cavailié-Coll. In aitempting to reconstruct the petformance practice of César
Franck it is vital that one thus exdends fo this composer the privilege of genius and aflow him io
determine his own orchestration, Part of the answer thus lies in the use of old instruments,
through which the expressive possibilities foneign to them, and therefore to the coimposer, are
*hereby renounced. The empioyment of ‘original instruments’ is, however, only an outward sign
of authenticity. The determining parameters in a performance ara those of articulation, phrasing,
terrpo and rhythm, These, as Dreyfuss has described, ‘do hot remain metaphysical universals
beyond the grasp of hislory but emerge as weapons that force Mainstream culture to confront

its own historicity’ (1983:304).



But in what ways should, and how can this study attempt to unrave! the purpose of this historical
investigation? Contaxct with the past is obvitusly impossible. Historical truth is an elusive concept
which is relafive in nature and cannot be objectively described in terms of the absolute. if these
facts of history defy authentic definition, how much more so is the temporal -aﬁpf music which is,
of its essance, empirically unascertainable. Peter le Huray has written: 'Vaughén Williams once
compared & page of musicto a rallway timetable. This page, he said, tells us no more about the
fiving experience of the music than the imetable tells us aboui the sights to be enjoyed during
the joumey' {1990:1). While trapped within the present musical system of nofation, cornposers
will never succeed in giving definitive form fo a piece, however precisely i is realised, because
the notation of music is visually communicated’ it is judged aurally. in a petformance ait
such as music, the notes In the score are only symbols for living musical sounds, they remain an
cutward 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 2l we need to know the exact
symbols the composer used; then we must find out what these signified at the time they were

written; and lastly we must express our conclusions in ferms of our own age’ (1954:14),

Thus the authenticity of the actual score is of less importance than the manner in which it is
interpreted by the performer and presented to the listener, This fact is especizlly important in this
study of interpratation of Franck’s work. The minimum requiremert of an authentic Franck
perfomance ig mote than the simple use of the most r.ccurate score and thereby getling the
notes right’. To scholars of the authenticity movement, the establishinent of an aceurate musical
text is only the first step. it is then necessary to discover and implement those details of
interpratation which the composer thought oo vague, or too obvious o write down. That these
detafls of interpretation play a vitally important role in Franck interpratation is confirmed in this

study, through the examination of recorded performances. It is aiso apparent that, with regard {o



cerigin specific parametsis, stict adherence to the score rmesults in an ‘unauthenfic’

performance.

it is an ackriowledged assumption that onte compozers have written thelr music, they have no
real aternative but o let go' of it, and it is then up o posterity to do what it wants with &. It is the
founding principle and assumption of this study that posterity is more likely to understand the
composers meaning and infention if ik knows, is appreciative of and respects the composer's
original intentions. The issue of authodal intention is not an easy one. Is it necessarily true that

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

Any afternpt at reconstruction through the composers 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 abifity to dissociate tuo
meaningful contexts that he himself has created: his own and his subject’s’ (Kenyon,1988:120}.
This seamé an impractical reguirement for any historian or performer. Kenyon has explained the
difficulty:

How convincingly, to borrow Wil Crutchfield’s tefling phrase, can a histotical

performer assume a floppy-disk mentality in which various style complexes stand

ready for use in the brain? (1988:16)
Koopran continues;

Interpretation is the weakest part of ‘authenticly’ - 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 obvicusly 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 Brandenburg Concerios: If one strives only to be authentic, it
will never ke convincing. If one is convincing, what is offered will leave an authentic impression’
(Kenyon,1988:6). It is always naive to assume that ithe use of hisicfical instruments and a
supposedly historically faithful manner of perdormance will ensure an authentic musical
performance. A historically interesting performance which is technically comect might no_t be
musically satisfving. It does, however, seem that an approach which respecis the coraposer’s
intentions and attempts to re-create the sound-wordd which he had in mind is mors Ekedy to result

in a ‘good’ performance than one which does not.

It is also vital fo have a strong infuitive feeling about the music ifself, as well as real insight, taste
and stylistic feeling. ‘Taste’ and ‘stylistic feeling' are only attainable through a profound
understanding of the composer's contexd, so that the ‘intended’ music is reflected without undue
self-consciousness. If all these critetia are met we may have a grealer assurance that an
authentic style is present and that the performer’s individuality is not negated. After follewing this
path, in the end one can only hoge 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 . This
approach is shared by Landowska who, when asked on what she based her interpretations,
answersd:

By living intimately with the works of the composer | endeavour to penetrate his

spirit, to move with an increasing ease in the wotld of his thoughts ... the goal is

to attain such an identification with the composer that no more effort has to be

made to understand ‘he slightest of his intentions to follow the subtiest

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 tha conflict of these two principles - execution and interpretation - that is at

the roat of ali the errors, all the sins, all the misunderstandings that interpose

themssives between the musical work and the listener and prevent a faithful
transmission of its message (Kenyon, 1988:181).
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The idea of faithful transmission represented in the ferm ‘authenticity’ has resulied in endless
acrimony over its moral &::d ethical overtones; it has become less of a description than a starap
of approval Ifor commercial propaganda. Unfortunately, despite the misleading impression that it
implies the ‘wisdom of Jehovan [sic], there is no sa!isfactnry substitute (Koopman,1990:681).
Even the more acceptable fenms: ‘historicaly-accurate’, ‘historically-aware' or ‘historically-
informed’ are reasonably accurate, but they all cany offending antonyms, implying comparison

and a concluding value judgement.

CONCLUSION
it is obvious, thersfore, that any interpretation of a musical score is in a sense ‘subjective’ and
that the question of interpretation, subjective or otherwise, varies from age to age depending on
the prevailing musical thought, practice and faste and on cerain inherited traditions. Wilfred
Mellers reflacts: "All wa can meaningfully know is what music means to us in our current fime and
place’ (1895:93). The performers under review beidng to several generations of organists whose
approach o performance and the ‘ideal' interpretation ofien varj considerably. The present
historicafy-informed gerformance movement may be only part of a passing fixation with ‘ideal’
products and processes. Many authars, notably Richard Taruskin, befieve that the success of
the movement is based more on its noveliy value than on any adthenticated and firm
foundational evidence:

A multiplicity of styles is always available in the present, of which some are alfied

more with the past and others with the future ... only when the present becomes

the past and the future becomes the present can we seg which was which

{Taruskin,1988:156).
Howaver, without denying modern performers their freedom of choice, #t ¢an be cunvincingly
argued that there is litie 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

12



methods, organ specifications, a recording by his pupil Chaﬁas Taunpmifa and even some .
photographs - a veritable gold mine in comparison with' the slender evidence surviving from
earfiereras. ' |

Understanding the elhos of 19th-century music, in wh_ich style and sonority are as indispensable
1o it pmper-undarstandmg as the ;mies themselves, Is just as pertinent as would be the case

for tiie Middie Ages (Brown, 1989:339).
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CHAPTER TWO |
HISTORICAL BACKGROUND (ij: THE ORGAN IN 19th-CENTURY FRANCE

2.1 THE ORGAN IN FRANCE AFTER THE REVOLUT!ON

The golden era of the Classical organ builders, which culminated in the work of Frangols Henri
Cliouot {1728-1720), ended with the French Rewolution of 1788 For the ne'd ﬁalf-cenwy the
standard of organ bullding and performance in France dedined. The revolision jissif had much fo do
with this lack of interest since many excellent organs were destroyed during the uprising, and
because music, in the form of patriolic hymngs and march tunes, had become focused upon the
expression of nationat pride. From 1792 some churches were ciosed to Christian use and their
organs, if lucky enougn to escape being vandalised, lefi to rot or broken up to make bullets for guns,
i,-,e;e just as useful for ‘awakering and inspiring & holy love of the Fatherland’ (Wiliams,1980:13 /
W&i). Organ music had become iivial, often consisting of improvisations on popular arrs. with
depictions of batties and thunderstors played at the most solemn moments of the mass
. (Murray, 1885:48). Widor wrote that the organs of this period possessed ‘incompiete keyboards,
anaemic wind supply, voiceless foundation stops, and screaming reeds’, and that tiie organists who
played them seemed, with few exceplions, ‘musicans without brains, perfomers without
fingers'(ibid). As a result, the French organ and organ music in the period between the Revoiution
and the early nineteenth century were unremarkable. Composers were more interested in composing
for the concert hall and the salon.

The revival of organ playing in the micnineteenth cenfury coincided with a greater interest in the
syimphony orchestra, Most of the musical world began 1o revolve around the orchestral medium that,
according to Charlton (1989:413-19), would have included saxhorns, violas d'amore, ophicieides,
comets, & basset-hoem and ‘any nurrber of other insturnients that even tiw most avid concert-goer of
foday would fail o recognise’ (Holoman, 1980:330), Just as Liszt franslated syrvphanic onchestral miusis
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info both the pianistic & ogan media, so the new French romantic composers began fo do the
same, espedally in tems of the organ. Even as early as 1765 in fact, J.H. Knscitt propounded the
idea of the organ as a kind of one-man orchestra, and slowly the ogan underwent its own
metamorphosis. The classical organ vielded to the demands of the rorinaniis composer-orgenists and
was succeeded by the symphonic cargan. This new organ, karge in volure and soundd, had expanded in
proportion to the new rioise of industialised uban ¥e’ (Holoman, 1983:324). Many historical instruments
underwent renovation and rebuilding due to this prevaiiing sentiment; instruments were revoiced and
new manuals added in the alfempt to increase the wolume of sound, Several contracts were
sponsored by the govemment in a poliical move 1o win back the favours of the Church (Davies, 1870:73n).

2.2 ARISTIDE CAVAILLE-COLL AND CESAR FRANCK

it was the inveritive genius of Aristide Cavailé-Coll who, by his skill in voicing and adroitness in’
recognising the value of e Barkerdever, raised the standard of French organbuikding and
transformed it during this period of transiion, Cavallié-Col preserved aﬁd expanded certain features
of the late 18th-century organs while introducing characteristic modifications. Within thirty years of his
compietion of his first major instrument, at Saint-Denis in 1841, he achieved an amost unnvalled
posttion as the riaion’s most eminent organ bilder. Mariin Neary has writien:

The more 1 play Franck’s organ music, the more | realise how dependent it is on the

instruments for which it was written - the organs petfected in the second half of the
nineteenth century by Aristide Cavaills-Coil (1983:18)

Aristide Cavaillé-Colf (1811-18399) was the most celebrated member of an established family of organ
buiiders and musicians famous for their work in Languedoc and Barcelona, Spain. He commericed
his formal training in the classical fradition of bullding and voicing derived from the fechiniques of the
former master builders of Gemnany, Holland, France, Scandinavia, Spain and Haly, and was to
evolve and devalop this tadition with the ereation of some five hundred instruments, all displaying the
unique Cavzills-Coll qualities (Howard,1886,17). In 1834, at the age of twenty-two, Aristide was
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granted his first major coniract for the Abbey Church of Saint-Denls in Paris. This instrument was
mmpletééd in 1841, The suceess of the Saint-Denis mgan caused Napoleon Hl to commission fhe
young Cavailié-Coll to rebuld many of the most important instruments in France. The exceflent
crafismanship and materials as well as the spacious de..lghs, careful planning of the several mest
levels and complicated actions of his instruments bacarne famous, not only mmughwt Erance, but
also in many ofhier countiies (Goodrich,1917:6). By the time of his death in 1899, he had bt or
rebuilt most of the important organs of France and several in other parts of the world. The resutt, as
Ruth Sisson observed, was a standardisation of organ design urparallefied in the history of the
instrumant (1989:59),

Ninelventh-century organists frained on French Classical instruments had fo adjust to-the new
instrumenits during this period. Benoist, Franck’s organ teacher at the Pars Conservatoire, bridged
both periods of organ playing without sxemplifying etther. He remained, uﬁmm'sdggmma’?a,

e-5entially a conservaiive, ciassicaliy-oriented organist. By the ime the innovations in m'gan playing,
infroduced by Lemmens and Hesse, made themselves felt in the 1850s, Franck, had aready
completed his formal training on the cider instruments. When he took up his third organ post, at
Sainte-Clotilde, he found that he had much io leam w. " regara 1 effective pedaling and registration
on the Cavaifie-Coll organs.

Ona of the first organists o come to terms with the new organs was the widely respected Belgian,
Nicolas-Jacques Lemmens. He contributed to the creation of a new schoo! of organ-playing through
his skilfiudl registration and pedal technicue. Lernmens was o persuade Cavaillé-Coll to equip his
keyboards with fifty-four notes and pedal boards with thiy notes, and to also encourage him to
incorporate more mixure stops for the better performance of Bath's organ weiks.



Sl

Franck was twenty-three when he et Cavaillé-Coll, but it was only in 1848, three years after Franck
had been appointed assistant organist at Mens-Dame-de-Lorelie; ihat their corespondence
conceming oreans began, Franck's working association with ﬂ'seICavaiIIé-Con organs began at the
end of 1854, The Abbé Danoel, vicar of Notre-Dame de-Lorelis, was fransferred o Saini-Jean-Saink
Frangois and ook Franck with him as organist. Cavaillé-Coll had installed his 1844 Expositicn organ
there five years previously. "

Franck’s appointmert to Sainte-Clotiide in 1857 was probably due to Cavaillé-Coll himself, who had
already approved Lefébure-Weély's appointment to La Madeleine in the 1840's, possibly Cavallo's to
StVincent-de-Paul and Widor's to Saint-Sulpice in 1870 (Douglass, 1980:108). The new Cavallé-Coll
instrument in Saint-Clofilde was dedicated just before Christmas in 1859. Franck retained fie organ
post at Sainte-Clotilde for over thitty years, composing the Six Pigces and the Trois Chomls with this
particufar organ in mind; in fact he remained there uni2 his death in 1890, During this time he also
parficipated in tha ina:u;wrai Ré&tal of almost every Enportant organ in Paris, induding the inaugural
rasital of the Cavaili-Col organ in the Palais du Trocadéro, forwhich he compased the Trols Piéces. -

2.3 THE STANDARD CAVAILLE.COLL ORGAN |

The Frenchf  antic organ began to develop in the 1840's largely through the efforts of Cavailié-
Coll. Sorna mporiant work was, however, done in the preceding decades. In the 1820's and 1830s
the Englishrman, John Abbay, rebuilt several organs ficia Rheims to Caen, incomporating the
improved English bellows with-magazine, Venetian Swell and refined voicing. At the same time the
French builders, Doublaine and Calinet, came under the Walker influence with their free reeds,
double pedal-boards and general specification. But it was Cavaillé-Coll who was the trus creator of
the French Romantic organ, and his influence on English, Geman and other French organ-builders

was considerable,
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One of the most important aspecis of Cavails Colfs work was the high degres of standardisaton in
terms of layour, aciion specification and timbre. The impo'tant:a of this degree of staﬁdardiéaﬁm and
its wxdespread implementation can scarcely be ovar—esiimateu since its effect on the F'enm sthool
of organ composition, orgar-playing and improvisation was c:onsaderable The Cavai!!&-éaﬂﬁ console
was copied with only sligit variation by other builders and thus became pradmily the 'Fr_ench
standasd console’ (Whitworth, 16228:18). in carefully registering thel: compositions for pmhng organ
composers were assured of the desired effect on almost any Cavailié-Coll or simiiar instrument.
Each of Cavaile-Coll's instruments was orginally frackeraclion. The larger mshuq;uems wefe
equipped with a Barker pneumatic machine which 'assasted e mechanice! key action. Thus when
several manuals were coupled fogether, the touch was easily manageahlg, maldngarrmwhmsa
stle possible. Whitworh wrote of he mechanism: ' -

Many possibiliies were 0pened up, bath in the maﬁerofcombmahonal device, and

also in the development of a mone perfect manual and pedal technique. The old

fouble of heavy fouch in a large organ passed away for ever, and now it was

possible fo couple three, four, or even five keyboards together withowt increasing the

weight of touch (ibid). 2 ,
The order of the keyboards differed from those offureagn builders, Atypml instrument included -
some or all of the following deparimeris, inthe order from lowest to highest manual position: ‘Grand-

Choeur, ‘Grang-Orgue'(l), Bombarde', "Positif(ll), ‘Récit-expressif i), and ‘Pédale’,

18



ILLUSTRATION 1.
SAINTE-CLOTILDE,
PEDALBOARD




Thie range of each manual was extended fo fifty-six notes, and, for the feet, the impractical row of
pegs was replaced by the long keys of the German pedalboard, facilifating a new virtuosity and the
use of the heal (Dufourcy in Smith, 1983:48). This pedalboard was straight, flat and was not
armanged radially, not even in the length of the short shamp-keys (Hiustration 1). Several iron levers
were piaced immediately above the pedalboard. They were usually divided info four groups, namely,
Tirasse (Pedal couplers), Anches (Reed and mutation ventis), Cepma (Couplers), and Tremolo
(Tremulants) (Hustration 2).

Above the pedalboard were located - zt the far rght— the axpressif pedals which contiolled the
encioset Reédt division, Occasionally one or more of the secondary divisions were glso under.
expression. “Mhese divisions were enclosed wiinin walls and shutters which were considarably thicker
than those made by other builders, Of the proposed shutter system which he designed for fhe chunch
of Saint-Roch, Paris, Cavalié-Coll wrote: '
* “The new swell box ... would have one set of shiutters placed in front of the other, on

order fo better bleck sound transmission whern the box was completely closed.

These two shitier systems would open progressively with the same expression

pedal, however, the inner shutters would open & littie before the other shutiers so

that the volume would increase gradually and evenly, This would be accomplished

by means of a single lever am without any additional mechanism ({Cavaifié-Coll in

the ISQ Yearhook,1992:124).
The lever or pecal, on the righthand sideof the pedalboard, was held by the organist's foot. This
fever could be hooked into position thus pemmitting enly open, closed or hall-open positions. it was
from the 1870 that Cavalllé-Coll began fo introduce a balanced expression-pedal. The balanced
expression-pedal of Franck's original console visible in lilustration 2 w4s instafled before the console
was replaced in 1933. A dose examination reveals the gioove and three slots of the original lever

system {Brirk and Peeters,1983:38).
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. The ab;i'lity to control the Swel shuttersnplayad a vital role in éhaping not only the expressiveness
of an individual melodic line but also in balancing the dynamic between whole divisions. It is
important to remember that in late 19th- andIZOih-century French organ music, traditional italian
markings werejused most often to indicate the position of the expression-pedal on French
organs, For example, pp wouid mean that the box was closed; mf, that it was open halfway; and
i that it was fully epen. Within this system, #F was the only dynamic symbol which indicated a
change in fegistration, It denoted a tut registration with the swell boxopen,

in each division, &vaiﬂé-call grouped various ranks on o one of two different chests: the
foundations (jeux de fonds) which included the Hautbais and the Voix humaine on one, and the
" reeds, mixtures and mutations and some 4' and 2' stops (jaux des anches) on the other. Each
chest wollid, have fts own wind supply and each could be controlled by a valve (véntil) that
admﬂfgd wind only when required, thus aﬂomng a ragistration to be prepared and. added very
speedily This resulted in a ‘hlock-reglshahun technique. Effingford descnbes this lechmqu& as
- ‘the use of blodcs or combinations of stops, for whole sections at a time’ (1929:152). These
registration changes were usuz by only effected at péints of rest or punctuation in the text. Since
the ventils, coupiers and swall koxes were controlled by the feet, the organist could produce a
general crescendo without removing his hands from the keyboard, thereby efiminating the need
for an assistant. The ventil system of Sainte-Clotitde, for example, is"gwen in Table 1. The ranks
printed in the bold face are printed in red on the console. They all belong to the jeux des anches,
and are brought info play by the indication appel des anches, for each manual and pedal

separately.
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TABLE 1 : SAINTE-CLOTILDE VENTIL SYSTEM

. | PEDALE | Cuiintaton 32, Confrabasse 168", Flite 8', Octave 4,
Hombarde 16', Basson 16", Trompetie 16°, Clairon 4.

GRAND GRGUE Monire 16", Bourdon 16', Monire 8, Fiiite harmonique &,
Gambs 8, Prestant ', Octave 4%, Quinte 3°, Doubletts 2°,
Plein Jey, Bombarde 16°, Trompetic 8/, Glalron 4

POSITIF Bowdon 16", Monire 8', Bourdon &, Fltte harmontgue §',
Gambe B, Sallcional 8', Prestant €, Flate octaviante 47,
Quinte 3', Doublette 2', Plein jen haymanique, Trompette ¥,

Cromoma &', Clairen 4",

RECIT Fidtte harmonigue 8, Bourdon 8, Viole de gambe &, Vobx
célesta 8, Fidie octaviante &', Octavin2', Yrompeite tr-
fnonique 8, Basson-hautbois 8, Vol humaine §', Clairon 4,

“The fonal aspects of the Cavaillé-Coff instrumeﬁts were of equal imporiance to their mechanical
irinovations. for it was in his concepts of tona' design that the 'symphonic organ’ \;vas bom. Cne
of Cavailld-Coll's greatest achievements was the organ's ability fo express ,gr@dations‘ in volume
from soft to full organ without compromising tone quality. This was 'parﬁally achieved by the

'!coupling mechanism which aflowed the entire organ to be played from one keyboand, 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 resultant
basic timbre was therefore preserved at each dynamic level, and unwanted abrupt changes of
fone-colour were circumvented. Thus, with the underlying principle aimed at achieving blend

rather #-n 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, atthough based on 8' pitch as opposed io the Greaf's 16' pitch. The
Récit 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 Rornantic registrations, Cavalllé-Cofl offered at least the minimum of a Montre 8/, |
Gambe &', Flite hamonique 8', and Bourdon 8. The foundation sting ranks, bomned from
Germar organs, such as the Quintaton, Viols de garhbe. Salicional and Violoncelle gave an 'edge’ io
the sound. These sting stops were of a larger scale and doser in characier to a quiet diapason
{Goodrich,1917:53). These 8 foundation stops eventually replaced most of the classical mutation
stops such as the Nasard, Larigot and Tierce that did not confoirn {0 the Romarttic aesthetic.

The oid Fournitures and Cymbaies were also gradually rediced in number, and those thet remained
were of lower pitch.

The Barker system also allowed the bullder to increase both the pallet size emd the wind pressure
without aﬁedﬁng the key action. The large pipe-scaling typical of Cavailé-Coll organs {especially in
comparison with the scale of the French Classical instruments) could thus be supported.To the
French Classical tradition of building, Cavaills-Coll was able to add overblowing stops, both fiue and
reed, an innovation that he had first applied to the organ at Saint-Denis in 1841. The overblowing
stops included Fi{des such as the Fiite hamonique 8', the Filite octaviante 4' and the Octavin 2.
These hammonic flutes lent themselves satisfactorily to combination in ensembile, were vividly Imitative
of their orchestral counterparts and produced a foundation sonotity quite full in tone.

The individually mbred reeds of the Classical organ were replaced by the aggressively bright
Cavaillé-Coll reeds which blended fogether to increase the power of the tutti. The strength of the
reexis and the treble stops was increased above the 80 - 95mm wind pressure common for the
foundations and bass stops. They were, however, much less powsrful than the reeds of present-day
organs. Few of the originally voiced Cavailé-Coll seeds exist today, since many were revoiced early
this century. Cavaillé-Coll often applied three different wind pressures to the pipes of a single rank.
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This was achieved by dividing the soundboard info three sections, each with its own wind smply
Since treble pipes tended to be weaker than those lower in the compass, they were put on higher
pressure wind to compensate. On some instruments Cavailé-Col even doubled the number of
pipes, i.e. two per note in the top nm

Besidesmedld reeds such as the Cromome, and the Trompetie, some ne-.rdy-invantedfme—reed
ranks, including the Voix humaine, Clarinet and English hom, were introduced with the intention: of
imitating orchestral instruments. The new stops which were added also included the ‘sensitive’ Voix
céleste and Unda maris.

Finally, this innovative buider also enriched and enlarged the pedal division with several 16°
foundation stops, a feature that became a part of standard organbuiding practice.

CONCLUSION

The Cawvzillé-Coll organ, of standardized design and distinclive sonority, inspired and made possible
the music of the greatest French organ composers. Franck, Widor, Dubois, Guilmant, Bonnet, Dupré,
MuletamVBmemmdlsﬁnedmmmposﬁmalgmhmsbyﬁmhmmwhimm in fum,
miade farnous by the masterpieces they inspired. |

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

inaccurate transmission of the musical message, frequently to the point of impeding and obscuring
the origina! vision and intentions of both composer and buslder.
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Cavailié-Coll's colossat achievement is best summed up by the following quotation:

Cavailié-Coll was able to sense so accurately the direction in which music of every
nature would be likely to evoive in the course of the romantic era. In s0 perceiving, and
through scholzrship, scrupulous labour, unremitting tenacily of purpose, and with a fins
disregard for material reward, he was able to become the salvation of a musical gene
which had been ail but strangled in France by revolution and vicious antidericalism
(Howard, 1987).
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CHAPTER THREE
THE HISTORICAL BACKGROUND TO AND DOCUMENTATION

OF FRANCK'S PLAYING

3.1. REGISTRATION PRACTICE

The documented press-releases and reviews of Franck's organ petformances, extensively
quoted in Smith (1883), all draw atiention to the compuoser’s ability to exploit the tonal resources
of the organ. They rot only provide a clue o Franci’s approach to registration in his own works
but also bring into promiinc nce the influence of registration on his improvisations. Saint-Saéns
maintained that improvisation was the only reai way to expiolt the timbral resources of an organ

(Smith,1983:5n).

In Chapter Two the various standardised features of a fypical Cavailie-Coll organ were
described. However, because no two organs are the same, FrancK’s registrations naturally
disclose the idiosyncracies of the organs on which he peifoied, 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-Frangois du Marais, Saint-Michel, Sainte-Clofiide, Saint-Sulpice and

the Trocadéro. The specifications of these organs are to be found in Appendix A.

NOTRE-DAME-DE-LORETTE

In 1846, at the age of iwenty-four, Franck was appointed organist at Nolre-Dame-de-Lorette.
The organ comprised forty-seven stops, three manuals and pedal. Buit between 1833 and
1838 it was one of the earfiest Cavailié-Coll organs; its character, more in accordance with the
eighteenth-century aesthetic, was refiected in a spacification which contained several mutations

and mixtures {Jaquet,1978:24). it was for this instrument that Franck wrote his Piéce en si
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bmol maieur. Athough there are only a few indications for registration in this work, those that
exist anticipate the registrations that Franck v.uald designate for the later symphonic ergars.
Dufourcq wrote that ‘Franck seemed unaware of the pleinjeu. ihe comet, the special resds: he

seemed only to knéw_g_bout the oboe, trumipet, vox humana and dlarinet’ {in Jaquet, 1978:29).
SAINTLJEAN-SAINTE-FRANGOIS DU MARAIS ” N

Cavaillé-Coli's reinstalied 15844 Expos\j.lj\on organ was a modest instrument; it possessed only
eighteen stops, two manuals and pe.dal.w it was, howaver, built along more orchestral lines.
Fre. "k was s0 enchanted with the sonorities of this instrument that, when asked for his vpinion,
he exciaimed ‘My new orgaﬁ? it is an orchestral’ (Davies,1970:73).

SAINT-MICHEL, CARCASSONE |
This four-manual instrument was exceptional in that it boasted a Grand-Récit as well asa Petit- ‘
Récit amonyg its divisions. In 1856 Franck demonstrated the organ, which was destined for the
Cathedral of Saint-Michel, Carcassone, but which was still on show in the Cavaillé-Coll organ .
factory. The autograph manuscript of the Faniaisie, parformed at the demonstration, bears two

registrations: that written at the top of the first page of music which comesponds fo the organ of
Salnt-Michel, and that written for a three-manual instrument. Tnis latter is preserved on a small
piece of paper which was pirined to cover the previous registation when the work went to the

publishers. These two autograph registrations are reprod iced below:
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ILLUSTRATION 3. AUTOGRA®H REGISTRATION OF THE FANTAISIE Opaié FOR A FOUR-
MANUAL ORGAN

JLLUSTRATION 4 AUTOGRAPH REGISTRATION OF THE FANTAISIE Op.1& FOR A

¥

THREE-MANUAL ORGAN

P‘“‘:""“‘H 28 i s —
G;D_.”J wd Vo Jﬁ_‘i"_ P .
P it Sud L 1b I Sl *

6ﬁ" T T E——— .F!‘;t' - - = h. oo

VAN O hd

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

Petit-Récit:  Flite hammonique 8

{expressif)  Fl(te douce &

Viole d'amour &
Voix humaine 8'
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Grand-Récit:  Flite harmonique 8
{express) Salicional 8’
Gambe §
Bourdon &'
Dukiane 8
Trompette 8'
Clasion 4
Hauthois &'

Crand-Orgue: Fonds de 8' et fous les jeux d'anches

Positif: Tous les fonds de &

Pédale: Fonds et anches de 8' et 16’

in his published registration for the final version, Franck preferred a “standard’ organ of three
ranuals whose specification reminds one of Sainte-Clotide. The prinied registration is as

follows:

Récit: Fonds de 8 pieds et Hautbois
Positit: Forids de 8 pieds
Grand-Orgue; Fonds de 8 pieds

Pédale: Fonds de 8 et 16 pieds
Claviers accouplés

Tirasses

Smith, assuming that the lafter specification was intended for Sainte-Clotide, has listed the

actual stops rer; asted above as:

Récit: FlGte harmonique 8°, Bourdon &, Viole de gambe 8, Basson-Hauthois 8
Positif: Monire &', Flitte harmonique &', Bourdon &', Gambe &', Saficional 8
CGrand-Orgue: Montre 8', Flite harmonique 8°, Bourdon 8°, Gambe &

Fédale: Contrebasre 18', Filite 8'

Couplers: Récit io Pusitif, Positif to Grand-Orgue

Pédale couplers: Grand-Orgue to Pédale, Positif to Pédale

All three specifications are essentially the same though the specification for the four-manual
instrument has a slightly fuller comiplemerit of 8 joundations and reeds on the Récit. in all the
registrations Franck retained the combination of the Hautbois with the Trompette and fiue stops
of the Récit. Athough it may have been necessary to bolster the Récit division of Sainte-Clotiide |
with the ‘edge’ of the Hautbeis, its incorporation into the registration of the large Trocadéro
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inskument is merely evidence ¢f Franck’s fondness for this specific ‘orchiestral’ timbre which is
specified in fen of his thirleen major organ works. it is one of the sonorities immediztely
assotiated with Franck and its imporiance is expressed by Roth in the notes supplied with his
recording:

Franck is one of fiose composers whose works you identity the moment you

hear the first metres {sid], because he created a very individual idiom by using

highly characteristic melodic and harmenic tums of phiases. Congidering that the

compinenis which are essential for registration possess a very specific

character as well, you can rightly talic about a tonal universe’ (1891).
Along with the registrations of the Trois Pigces discussed later, the Fantaisie provides us with
one of the few examples whersin we may examinja the extent to which tha composer madified
his own registrations for petformance on different instuments. In this way it is possible to
determine to what exient we can re-register his pieces in order to approximate the composer's

red timbre. Smith has advised: ‘should performers wish fo modily the registration, they

should inodify it only so far as Franck himself did' (19904:55,56).

SAINTE-CLOTILDE

The Cavaillé-Coll organ at Sainte-Clotilde was relatively small in comparison with its larger
brothers at Saint-Sulpice, Saimmﬁuslache, Notre-Dame, Saint-Denis and the Trocadér.

The congole had three manuals of 54 keys each and a pedal board of 27 notes. The
arrangement of the stop-knobs followed the traditional layout: horizontal rows of terraced jambs
on either side of the keyboards. Likewiss, the pedalboard was fiat and parallel. On the console,
the keyboards were dloser together. However, rapid manual changes and the technique of
‘thumbing’ were difficult on this console because the ovethang between the keyboards was less
than on foday's organs. This console was replaced when the organ underwent a rebuild in

1932. Originally owned by Toumenmire, it was later donated to Flor Preters and now resides in
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the Vieeshuis Museurn in Antwerp. Brink and Pesters publisﬁed a detailed report on the

measurements of the console in 1983,

In Franck’s time the ¢, Elln at Sainte-Clotiide had no Récit to Grand-Orgue coupler. However,
becauss of the action, if the Récit to Positif was coupled and the Positif to Grand-Crgue coupler
drawn, then the Récit to Grand-Orgue sound would have resulted. This explains why Franck

never mentions the Récit to Grand-Orgle coupler in his registrations.

According to Marchal.

The Grand-Oigue and Posilif, in addition to having aimost identical

specifications, ware almost the same degres &f loudness and were on the same

level inside the organ. The Positif's function was as a kind of secondary Grand-

Orgue and this explaing in pat, some of Franckz registrations

(Baldwyn,1973:15).
The Positif division was situated at the front of the cae in the centre. The Grand-Crgue, divided
on either side of the Positlf, was aiso at the front. As rioted by Marchal, the two divisions wera
alike in timbre &nd in volume. In the recordings of Franck’s organ oeuvre - primarily in those by
Sanger and Stewart - the effect the lack of a Positif division equal to the Grand-Orgue had on
the interpretations on ceitain foreign instruments was considerable. it is sometimas possible to
make up for the loss of power on the Positif division by incorporafing the stronger reeds of

another manual, usuafly the Bombarde.

The Récit division was situated behind the Positif, it was pa-ly because of its position and
spedification - it had neither Mixture, 18’ pitch nor Principal 8' - that Franck consistertly used the
Hautbois with the & fiues in order fo establish some clarity and to heighten the effect of the swell
pedal when the Reécit was coupled to the other manugls, allowing the dynamic nuances fo be
followed. Adding the Hautbois to the fonds is an essential part of Franck’s orchestration. David

Sanger has reminded us that en present-day organs, where the Récit division is situated further

31



forward and lower in the organ case, the sound is more direct. On organs such as these the
addition of the Hautbols in combination for solo purposes, for example in the Andantino,

Pastorale, Prélude, fugue et varation and the closing section of the Cantabilg, should be

carefully considered whan sttempting an approximation of the Saint-Clofilde sound (1992:113), If
its timbre is any stranger than that of g strong Gambe its addition may be i~appropriate. The

strong neo-Baroque Oboe stops should niot e drawn, Similardy, care should be taken In such

piaces as the Cantabile where the Hauthols and Trompette are initially drawn together with the
foundation stops. |

The quiet and smooth quality of the Récit Trompette harmonique 8' at Sainte-Clofilde is well
documented and its strength is eaid to approximate only that of a Hautkois on any other organ.
When the combination of Hautbois with Trompetle is requested, the substitution of the latter with
a Gambe might more accurately compare in timbre fo the effect of the Trompette/iautbois
combination at Saime-Clotilde. Marchal recalled:
The Récit on Franck’s instrument was very small, sounding very well when the
box was open, but when closed the reeds woukl disappear behind the
foundation stops of the othar manuals. The Trompette of the Récit was almost a
Hauthois, of very great finesse and flexibility (Baldwyn,1973:13).
However, after taking these considerations into account, it should be remembered that Franck
rarely sfered the combination of Mautbois with Trompette even when he performed on other
organs. He never allowed a stop fo sing out alona, One should, therefore, attempt to maintain

the timbres that the composer himself so consistently favoured.
During Franick's fenure as organist of Sainte-Clotilde the pedal division was small in cnmparison

to the manual division. However, the Contrabacse 16' and Basse &' provided a sufficiently

strong foundation. The quaiity of these stops can be obsetved in the Toumemiire and Langlais
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racordings on thizs oman. In order to approximate this strength of timbre perfonmers 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 Soubasse
32 or Conirebasse 16", drawn aloie, had o suffice. Of this divisien, the American organist
‘Lynnwood Famanm, after visiting the organ in 1823, wrote:
It beat me how, with three 16 flues on the manuals and two powerful 16-ft
reeds on the pedal, there could be only tne 16-ft flue pedal stop - an Open Fidte
.- UHind, however, thiat it was so, and curiously enough the solitary flute answers

the purpose 20 well that, so far as |1 could hear, there was lithe wrong in the
matier of balance (Farmer,1823:544).

THE PALAIS DU TROCADERO

This great Oriental patace was built in 1878 fo house the Universal Ewhilio.). In the ceniral
Festival Hall \;vas a 5000-seat circular auditerium and on the stage 2 86-stop Cavaills-Coll
organ. This was the first large organ erected in a concert hall in Franoé; fo inaugurate it an
ambitious series of fifteen organ recitals was advertised. Guilimant, Sigout, Dubois, Widor,
Saint-Saéns, Franck and several other of the city’s most prominent organists performed at these
recitals. Franck premiered the Trois Piéees during his recital; the autograph manuscript bears |
the registrations for this four-manuat organ. Franck’s Récit combinations were niot only a resut
of necessity but also of choice. In the manuscripts used for his performances on the Trocaddro
organ Franck always registered the solo voice with a combination of stops. It is inconceivable
that the solo stops on an organ of the size and scale of ﬂie Trcadero organ would have
required sirengthening. Yet in the manuscripts they are nevar drawn by themselves. Despite the
missing proof-copies of tﬁe Trois Piéces, a comparison of the sariest published regisirations

with the Trocadéro repistrations shows that Franck's registrational combinations remained
|

essentially the same.
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In c;mpaﬁng the specifications of the two organs, 8mith has observed that the similarities
between the two are stiking, the Trocadéro’s additional ranks being the terv-stop Solo division,
comets, mixtures, 16" stops on the Récit and very large Padale’ (1990/g:88). He also noted that,
although Franck had a greater variety of stops avai!ab!é to him on the Trocadéro organ, he
prefarred not to use the 16’ fiue and reed stops of the Récit. Franck also treated the Solo
seclion like other divisions - drawing several 8' stops fogetier &nd preparing the Anches. He
also specifically excludedihe:heavy Contre-Bombarde 32' from his registrations. In short,
Fr?nck treated the Trocadéro organ merely as a larger version of his own at Sainte-Clotilde.

SAINT-BULPICE
After Lefébure-Waly died in 1869, Widor and Franck found themselves competing against each
other for the post at Saint-Sulpice. Aristide Cavailié-Coll, whose influence was such that he
could effectively choose the titule™>s of his instruments, and Gounod (as mediator) settied on
Widor as Lefébure-Weély's suooessor Widor was at that time only twenty-five years of age.
Although Cavaillé-Coll was a profound admirer ¢f Franci's, it is said that he: wanted Franck
appointed as Professor'of Composition at the Conservatoire instead (Cavm?lécoll.1929:1és).

Jaguet has explained that Franck was attracted fo the 101-stop five-manual organ at Saint-
Sulpice because it was of a much larger scale than his own 43-stop organ, whose voicing was
delicate and refined (1978:22). It is possible that, in applying for the prestigious post of Saint-
Sulpivs, Franck was atternpting to appease eiﬁaar his wife or his father. The iatier had wanted
his son to pursue the more exciting career of a virluoso pianist rather thar: that of a sober parish

organist.

Ac the registration of fort 5 & anches 16’ 8'- 4 on all the manuals proves, the Final (1859}

was obviously composed for a larger instrument than that at Sainte-Clofilde which had neither
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fonds nor anches 16’ on the Récit. |t is conceivable that Franck had the organs of Sa_!im;-Michei
or Saint-Sulpice in mind during its'compoéitinn. It should be remembered thet the famous organ
at Saint-Sulpice underwent major restoration betwaen 1857 and 1862. Franck must have known
of the refurbishment. Jaquet has posed some interesting questions: ﬁéd Franck dedicated the

Final to Lefébure-Wely anticipating that L.efébure-Wély would become titufaine of Saiht—Sulpice?

Had he known that he would, in 1859, dedicate the vrgan at Sainte-Clotilde with Lefébure-Wely -

and at that recital play his Final? (1978:26) Similarly the monumental proportions of the Grande
Pigce symphonicue, compased one year after the restoration was completed, might also have
been intended, as Langlais believed, for the crgan at Saint-Suipice.

it is possible that Frahck applied for the post at Saint-Sulpice because he had yet to identify
completely with his instrumant at Sainte-Clotilde; it is recorded that he also applie& for ;pe post
of organist at La !\;!adeleine. whose organ was smaller than his own, However, by the time he
.+as appointed as Professor of Organ at the Conservatoire, it seems that he no longer wished to
move, It was at this ime that Franck remarked to his pariéh priest If you knaewhnw 1 love this "
instrument! It is so su;»ple to my fingers and so responsive 1o my thoughts’ (d’lndy.1922:42ﬁ),
The Gardinal of Paris told the Curs: “You have a marvelious intercessor thera, my sori. He will
bring more souls to God then we can’ (Steed,1980:281), |

Sainte-Clotide is, in fact, an historic church bacause of its organist; around Franck there
gethered . hande & Franck’ a circie of m:s and admirers who frequented the organ loft every
Surdzy to hear his arfistry, In admiration, they affectionately referved to their mentor as ‘Pére
Franck’. Later, he was fo be called ‘Pater Seraphicus’,
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CONCLUSION

The above discussion chows that Franck registered all the organs with which he was familiar in
essentially the same way. All of Franck’s major organ works composed at different times and for
different organs show fundamentally identical directions, confirrning that he did not change his

registration procedures.

Franck has been accused of wiiting for the orchestra as if it ware an organ and vice versa.
However, since the development of the romantic organ had, as iis basis, the symphonic sound,
one might say rather that:

Franck registered his organ works in accordance to the nomal orchestration

practice of the time: the warm tone of the siring section, the fiutes combined with

the rest of the wotdwind, the sudden imposition of the bright brass tone-colour

on the rich, dark backgrountt of the other choruses (Alain, 1969).
in each of his organ works Franck’s abundant use of the foundation stops (fonds de §) mekes it
clear that this combination was fundarental in much the same way that strings are fundamental
to an orchestra. The frequent combinations of different families of tone-colour constituted an
affort to cieate sublle differences in colour. Marie-Claire Alain has reminded us that even in his

orchestral works Franck mixed the fiute, obce and violin timbres (Comrespondence:3/10/1894).

Overall, Franck's registrations in both his autograph and published scores efiect an adherence
io the general organ registration practives of his era. His preference for the varous
combinations of two or more 8' stops of the same of different families of tone was also shared
by contemporary Geman, English 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-Clotilde would have incorporated the Montre 8, Flite harmonique &', Gambe 8' and
Bourdon &', On the Récit division the Fliite harmonique &', Rourden 8', Viole de gambe 8 would ™

have been drawn, and on the Grand-Orgue the Montre &', Filite harmonique 8 and Gambe 8',
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The fonds de & are required in nine of Franck's thirieen major organ wnriis, absent nly from
those scored very quietly (Pastorale, Cantabile), very briliantly throughout (Eipal) or without
registration (Piéce pour Grand-Orgue 1854). White described the function of the fonds de 8'as
Pibvicﬁn the middle level from which one goes down to single flutes or Voix
célestes, up through 4-ft stops, mixtures and the successive reed choruses of
Récit, Positif and Grand-Orgue ... clearly 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 sting 8 {for cantabile pieces, this was very common); soft reed 8"
with an additional soft fiute 8', strong 8' er flute 4’ {for a gentle solo); diapasen 8
and flute 8’ (for & fuller, rounder tone); and dnapason B or glring 8' and a flute 16
{for a seribus eﬁ‘ect) (1589:381).
An examination of any of Franck's registrations cleardy also agrees with this prevailing

registration practice.
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3.2 INTERPRETATION OF OTHER PARAMETERS
Of Franck's performance style only limited evidence exisis. We must therefore rely on the
writings of Franck's students and contemporaries in order to attempt a reconstruttion of the

historical background and nature of his performance practice.

THE SPIRIT OF FRANCK'S PLAYING

in the later 16th century, under the *Camival Empire’ of Napoleon lll, Paris was a melting pct of
cosmopolitan influences, all of which centered arcund the spectacular performances staged at
the old Opéra Theatre. Here operas were frequently guiity of the sin of excess - relying for
success on lavish costumery, complicated sets ant. el canto singing. The prospects for the
more serious’ fladgling musician were therefore limited. One could either compromise and join
the wave of commercialism or risk financial niin. Franck’s music was a reaction against the
superficiality of the era in which the bourgeois congregations of fashionable churches were
antertained with oj:eraﬁc arrangements and dramatic effects by organists such as Lefébure- |
Whély, Cavallo, Simon and Durand. Franck's personal mtegnty and retiring personality led him
indo the humble role of teacher and church musician. He shouldered a heavy load of students,
travelling from one institution to another for very modest remtnearation (Davies, 1973:12). it
must surely have been a relief for him to have been able fo refreat into the quiet sanclity of the
orgari loft. While his music should be apprecizted 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, clear reason and moral equilibrium’ (in
d’indy,1809:81).

It is not surprising, then, that his music is characterised by a certain simpilicity, ransparency,
rmoderation and logic. These qualities were obviously a result of the unassuming characier of

the man himself. D'Indy describes Franck's salient features as incorporating ‘untiring assiduity in
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work, medesty, [and] 2 fine artistic conscientiousness’ {1922:68). His playing displayed simitar
characteristics: Davies commented that: !
FrancX’s own playing, even after he had absorbed the lessons of his flashier
conteriiporaries, was marked by an exceptional degiee of constraint. He played
brillizritly without abandoning one whit of his concem for the musical ideas he
was expressing, steering a middle course betwsen virtuosity and
unobtrusiveness’ (1970:78). '
Franck and his followers were thus able to stem the fide of virtuoso organists who, in attempting
to emulate the ﬁrhzosity of Lensnens, had lost cight of bagic musical values and lapsed into
exhibitionism and bravura thivugh their cbuse of the many sonorities avéilable on the new
organs. Vieme wrots of Franck’s playing:
Never 'any combinations just for their own sake, never any feats of skil
custornary among the acrobats desirous of dazzling the gallery; enly a constart
concem for the dignity of his art, the nobility of his mission, for the fervent
sincerity of his sermon in sound {1970:23).
RHYTHMIC THEORIES AND RUBATO
Withins this framework, however, Franck can bg placed within the liberal school of thought with
regard to the parameter of rubato. Leupoid has written: ‘the liberais advocated more exploitation
of the emotional element and made much greater and freer use of rubaty' (1988:378). As
discussed in Chapter Four, other liberal’ French organists included Liszt and his foliowers and

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

Ton Koopman, the distinguished perforriier and pedagogue renowned for his work in the sphere
of performance practice, has exclaimed: Tm astonished at the way even good organisis play
César Franck: they make it sound so joyless, so unromanticl Listen to the piano rolls from
around 1900 - completely different \f.nm 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 position
in the measure became less important. instead of the metre dictating the rhythmic stress, the
melodic shape of the phrase came to dictate a new strass curve; the climax of a phrase often
being the are. 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,
ot at, the very end of the phrase, the large metric unit that is created is basically iambic in
character (weak-strong). The dynamic curve of a basic izmbic character was then extended to
all lsvels from the larger units of the phrase and the petiod down to the short mofif ... at the level
of the beat, the upbeat was slured with a gradual crescendo (and possibie rhythimic elongation)
into the downbeat. The objedtive of this anacrusic concept of phrasing was fo create an illusion
of greater thythmic movement (1989:380). Il

Leupold has documented two types of rubato empioyed by the keyboard musicians throughout
the Ciassical and Romantic eras:

- Free (or structural) rubato, where the melody an the accompaniment deviate
from a strict tempo simultangously (ritardando and accelerando).

- Melodic rubato, where the accompaniment keeps stict time and the melody is
aliowes o fluctuate, &t times rushing ahead or dragging behind in an excessive -
‘vocal' manner with the twe parls periodically coinciding at structurally imporiant
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 heen more prevalent.

During the course of the era, fres rubato came to be regarded as an increasingly important part
of the performer's art, particulady by the liberals. The ferms ‘rallentando’, ‘rtardando’,
‘accelerando’, ‘rubato’ and 'expressivo’ were all used to designate free rubato, although

orgenists also freely employed it where there was no direction (Leupold,1989:379). The term
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‘crescendo’ or its indication came to imply accelerando, particularly in assodiation with a dsing

line (ibid).

TOUCH _

The adoption of Iégato fouch was, for at least the last century and unt! the mid-20th centusy,
favoured by most as the ideal totich for the organ repertoire. A tradition of true legaio piaying
was first established as eary as the mid-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’ for pianists and instrumentalists alike. In the pursuit of jegato finger

substitution was commonly practised.

in addition to their novel approach to registration and pedalling (see Chapter Two), Lemmeris
and Hesse are also credited with the successful infroduction of legato articulaton Into France in
the mid-19th century. In their recitals and in Lemmens’ Ecole d"Orgue, exiensive use was made
of finger, thumb and pedal substitutions, glissandi and legato finger crossings. Like the eatlier
{Serman organists Waag and Wiedeburg, they embraced the technigue of tying notes common

{0 successive chords.

Hesse played ‘accurately and without haste, obfaining his effects without a trace of exaggeration’
(Davies,1970:76). Hesse had been a pupil of Forkel who, in tum, had been a disciple and
biographer of J.8.8ach (Scherers,1984:7). Boih Hesse and Lemmens 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 Cavailla-Coli resufted in the organbuilder's
construction of organs on which the performance of all the Bach repertoire might be practicahle. With
his debut recital in Paris at SaintVincent-de-Paul in 1852, Leramens was 1 launch a whole hew

school of organ playing. In the audience at that concert were Franck, Benoist, Boély, Widor
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and all the organists of Faris. Widor's assessment of the perfoimance was ‘fo the arlists present
.. @ revelation' (Murray,1985:48). Lemmen’s astoundipﬂ manual and petdal technique was
without the dramatic flamboyance of the post-Revolution organist, he played with restraint and
economy of gesture, wustmg no energy. In hie recitals Lemmens demonstrated a mu& greater
use of the heels than had iaraviously been the practice. Franck, aceustomed to the octave-and-
a-half pedalboards at both the Conservatoire and Sainf-Jean-Saint-Frangoss, and the pedal
board at Notre-Dame-de-Lorette which was litfle better, was also 1.. begin woiking at his pedai

technigue, buying a pedalier on which to practise at hoeme (Smithy, 1983:30).

Franck was already thirly years old by the time Lemmens and Hesse arrived in Paris; apart from
his pedal technique, his formal training was essénﬁaiiy eoplete by that time. Franck's legato
playing was described as being ‘indifferent ang . «bitrery béc.:ausc-: ne, being a briliant concert -
pianist, tended to use a pianist's fingering’. Dupré belisved that Fianck played ‘like any one else
of his time, with appm:dmate legato and épproximate observance of notewvalues' (Murray,
1985:48). This was corfirmed in a biography of Franck by Maurice Emmanuel publishad in
1830. An avid admirer of Franck, Emimanuel \uas alse the cheirmaster at Sainte-Clotiide from

1904-1907 and Professor of History of Music at the Conservatoire frorn 1909.

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

rule by Widor according to Lemmens’ precepts and not by Franck’ (1969).

However, with the knowledge that Franck had attempted to improve his padat technique, it is not
unreasonable to assume that he, like most other organists who heard Lemmens, was envious
of what Widor describes as his ‘mmaculate’ legate and sttempled its imitation.
{Murray,1985:46). This absolute legaty was promoted in Lemmens’s organ method Ecole

dorgue. parts of which had baen avaliable it Frunce gince 1850. Vieme notes that by the time
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the full publicéticm appeared in 1862, the mefthod, which provided several manual ard pedal
exercises designed to ald the student in a smooth legato touch, was réadiiy accessible
{Smith, 198%:41). Lernmeiss wrote in the preface the legato style, which is so characteristic of
the organ, presents the areatest difficulies; substitution of the fingers is the keast means to solve
themn ... cometimes, in erder to play all ﬁ‘le'par:lja smoothly, i is dispensable to glide with the
same finger from one key to another, butin sac'-hua manner that the continuation of the sound is

unbroken (1920:§).

Dufource wrote that Franck could reach a twelfth with one hand {1949:151). For this reason, as
Hastinigs has reminded us, some aspects of legato playing would thus have been simpler and
more hatural for him than for most organists (1987:51).

The wiitings of Franck's studénis and contemporaries support the desirability of this fegato
touch. Vieme wrote:

Legatd .p!aying is best suited to the organ for, by the very essénce of the

instrument, the evenness of all the notes in the same register quite naturally calls

for precisely conhecting these notes one after another’(Smith, 1990/a:55).
More recent research by Hastings has indirectly also confirmed the legato manner. In hér"'artide:
entiied "Wew Franck fingerings brought to light' (1880:92) Hastings made a lranscﬁpﬁon of
editerial mandngs made in 1887 by Franck for a Braille edition of Bach's organ works for the
National institute for the Young Blind. From the frequent fingerings indicating substitution, finger
crossings, pedal and menusi glissando, as well as some fingerings demanding a combination of
these slements, Hastings concluded that the legato touch was favoured by _Franck for the
performance of Bach's works for the organ. She added that it is not unreasorable to assume

that Franck alse played his own compositions in a similer 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 spacific fingering combination is also given In Dupré's edition of this work.

The ghundance of phrase markings in Franek's cigan works attests to the possibilify that legato
was Franck’s standard style of articulation. When voices have contrasting phragings, two
separate phrase-marks are used on the same staff, When the voices move with the same
rhythm there is a single phrase-mark: the implication is that all voices on the staff are affected by
that phrasing. However, the most unequivocal evidence regarding the legato touch is evidenced
in Franck's own fingering and pedalling markings. Although only a few markings are notated in
the autograph manuscripts, these reveal Franck's obvious concern for a legato performance. Of
the several authentic fingerings marked in Choral ne 2 MHastings noticed only one fingering which
could not be performed legato {1987:50). Franck left three sets of pedallings, all of which employ
both toe and heel and can easily be performed legats (Smith,1983:31).

In passages where absolute legato is {iffieull 5 achieve Hastings has advised:

The performer should consider whether it would have been physically possible
for Franck to have played the written passage legate and, if not, should retain a
break whenever he would have made sne (preferably in the least conspicuous
place if there is a choice)(1987.55).

This discussion on legato is conciuded with quotes from Jaquet and Mastings:

Franck doubtlessly played in @ connected legato fashion but probabiy did not
have the precision of the great legato which was Widor's favouiite dogma.
Perhe.ps Frans'c played arpeggios with his left hand from time to time, like a
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pianist. As nowone can reafly be sure of this, it is befter to avoid i

(Jaquet 1978:41).

Hastings concurs: -

Rtie difficult to imagine how a man with hands each capable of sparining a twelfth
could ever actually need {6 arpeggiate. Franck’s extensive pianistic background
may have crepi into his argan playing in the heat of imprevisation, but fis most
certainly does not mean that he would have condoned arpeggiation in one of his

organ compositions {1987:52).

REPEATED NOTES

we

Aliied to the concept of legato touch is the manner in which the examples of repeated noles
found in the works of Franck should be performed. Alairs wrote:

it is true that Franck played Smoothry without bothering to give dlear articulation

o repeated notes (1969).

‘COMMON NOTES'

' The ‘commpn-note’ controversy takes two forms, namely: common notes formed by two

consecutive noles of the same pitch fn adjacent voices; and the common note created by a

shorter note-value maching unison with a sustained voice. Both types are evident in the

following musical example:

‘Choral no 3 mm.30- 35
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Franck let the fuiowing instructions regarding the first form of ‘common notes’ (so-called notes

communes) in his preface to Chant Grégorien:



When a note is common to several consecutive chords, it must be tied as it is

part of the harmony (Smith, 1990/e:286).
Francks fingering of the Bach works, although auppbrﬁve of & general legato touch, does not
conciusively support his stetement: fingerings indicative of both the repetifion and non-repetition

of cornmon notes may be found.

However, the Geman organists Waag and Wiedeberg both recommeanded that all notes
common {o sucressive chords should be tied Mﬂen playing chorales (Leupold,1989:375). By the
middie of the 18th century it had become customary to tie the coramion notes found in hymns
and chorales. The non-epetiion of common-notes was held as the norm by Franck’s
contemporaries Guilmant, Widor, Vieme and Toumetnire (Smifh, 1880/e:257).

Franck left no instructions esnoeming) the performance of the second common-note problo e,
the common note created by a shorter note-valus reaching unison with a sustained volce. Two
_ sipproaches are documented by his contemporaries and students. On the one hand, Widor and
Toumenire (1935:18) spoke against breaking hefore the short note and, on the other, Guilant,
Vieme, Dupré, Langlais and Jaquet (1984:1) were in favour of arliculating hefore such a note
(Hastings, 1990:98),

Smith has argued that, in m.124 of the Fantaisle (see below), the sustained C-sharp in the right-
hand should not be repeated because the upper voices #/e imitating fwo ﬂutés and that any |
repetifion of the held note would result in the loss of harmonic interest: As there seems o be nb
agreement on thig point, it must therefore be left to the individual performer to decide whelhér
the Guilmant-Vieme-Dupré-Langlais procedure or a strict following of the text is to be followed.
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Fantaisie mm.123 - 126

1MW

TEMPO

Franck left no specific (i.e. metronomic) markings to guide the future'ihlerpreter of his music in
the choice of suftable terpl. As a result, there is a great variety displayed in the recorded
performances (see Chapters Six, Seven and Eight). |

Despite the Jack of specific infonnation and the differences displayed in the a‘ecorded
performances, there are other lines of investigation which one may follow in order to establish
the most accurate and authentic tempo suitable for each individual work. The first fine of |
investigation must obviously be the text itself. A reliable ediion having been selected (see
Chapter Five) and the composer’s tempo indications examined, certain broad tempo schemes
may be determined. Because Franck's compositions generally rely on the ‘cellule génératrioe' |
mathod, they are usually quite unified in ferms of material and tampo. The most ofi-quoted
example of this is in Chomiono 3. The sections of this work bear the indications : ‘Quasi-Aliegre’
and ie double plus vite, mouvement du commencement’ (iwice as fast, therefore the same
speed as the first section), The latter marking clearly means that the Adagio should be played
half the speed of the movements flanking it i.e. so that the semiguaver notes of tie Adagio
saction equal the quaver notes of both the beginning and final sections. Flor Peetars wiote:

Therefore there is no reason at all to change the form and construction through |
a personal and arbitrary tempe (1971:42).
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Wthm e, 58 broad tempo schemes, changes in mood and speed awordmg to the nature of
the matenal were customary Wagner éhcouraged a continual adjustment of tempo 80 that

- each theme could be accorded a fempo appropﬁate to its character and mood

{Milington, 1992:353). Similady Reger, one of the berat school continually adjusted his templ in

his organ—rmn rewmhngs of his free works.
i

CONCLUSION
Déspﬁe the linmited evidence which exists of Franck's performance style, the wifings of his
students and conternporaries have expedited the identification of irnportant principles of

wr_-‘ormaﬁce practice in Franck's organ wonks. Since the death of thé composer, the "
kA .

- foundations of the various schools of Frénd& interpretation have been laid by teachers and

perfonne.rs who respecied these pnncaples as well as by nthers who doubted their vaiid;ty The
formatim of these tradiions of interpretation and the mt.t nature of the elemnts of
perfonnance practice discussed above oonshtule-ﬂ'newsubject of the fo!lumng chaplers.
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CHAPTER FOUR

THE APPROACHES TO INTERPRETATION DEMONSTRATED
BY SUBSEQUENT GENERATIONS

This chapter outiines the varicus traditions of interpretation which eriginated with Franck's organ
students. These traditions have confinued, in one form or another, dgit up o the present day.
Most of the performears discussed In this study can lay claim to having themselves had direct
contact, in the form of lessons, with the inheritors of the traditions, As a vesult, their own
performances exhibit similar distinguishing features and they, in tum, have themseétves imparted
this knowledge to others through their feaching and recorded performances.

Of the various traditions of interpretation Jaquet has written:
. The testimories of Franck's students agree on certain points, but disagree on
others and have given rise 1o 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 25 unknown
quantity, extreme caution must therefore be taken before they can be aver  as reliable
evidence. ‘The writings and recordings left by Franck's pupils . nd other petformers shoutd be
viewed realistically, i.e. as a subjective and very human witness whose tes;ﬁmonies should be
questionad in terms of authorial background ard style of performance, Marcel Dupré's
deciaration in Méthode d'Orgue (n.d.:74) regarding his inheritance of the cormt’ tradition of
Bach interpretation, through Forkel, Hesse and Lemmens, yields a sufficiently ominous waming.
The reliability of the sources is a subject for separate study and can only briefly be undestaken

here.

Although most of the performers recorded from the same source i.e. from the earfiest Durand
editions, the examination of the recorded performances completed in the following chapters

revealed different styles of interpretation of the same score, thereby confiming Jaquets
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absearvation. We must accept from the outset that, in spite of all erideavours to uncover the truth,
Franck's exact siyle of playing, and the way in which he would have preferre& his works to be
performed will always be a maiter for sacujatio. Alain has already mentioned something of the
marked differerices apparent in the performances, and research efforts will always be firther
hampered by these differerices. Furthermore, the identification of the different schools of
interpretation has besn complicated by the ease with which modeﬁiwday perfonmérs are able to
travel around the world to attend masterciasses, seminars and receive fuition, often from several
~ different teachers. :l'his sometimes results in a mix of interﬁretational styles and is therefore
difficult fo document. Although, in most cases, pupils continue the basic style of inerpretafion
taught to them, & would be naive tc.; attempt to define their inheritance in a clear-cut manner
since students often disregard their ‘inherited’ styles of teaching, elecling to retain only certain
elements. In such cases, performers often supplement their knowledge with information gleaned
from other soutces. Marie-Claire-Alain represents & case in point. Although a pupil of Marcel
Dupré, she rejects his edition of the Franck werks and rejects also the other tradiions of
interpretation because of their inherent contradictions. Although branching away from the Dupré
tradition, Alain has not directly conflicted with her master's ideal; Marcet Dupré did not intend his
pupils o become his imitators, Murray suggests that it was perhaps within this context that he
wrote:

i you spaak of music, the phrage Terlage of the past is thoroughly misleading.

At lesist you must perceive that hertage as a fiving force in our midst, fike a lovely

garden we have inherited from our forbears and which we now culiivate

oursalves, and not like a wite. flower pressad to dry between the pages of a

book. it is always the same garden - yat with vaiiations in the sirength of its

foliage and In the cycle of its seasons (1985:126).
Just as Dupré was to mould a generation of perormers, Alain effectively founded her cwn style
of interpretation which has, In tum, formed what may be called the ‘moedern French' tradiion. Her

teaching hes formad the atylistic foundation for a generation of modein performers.
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The diagram on the previous page (lllustration 5} depicts the tea"-cher-plupil and other collegial
relationships from Franck to the present time. The perfurjmefs mentioned are those most
frequently associated with Franck interpretation and those who have recorded the complete
works of César Franck. From the diagram one may observe that all the performers stern from
two conflicting traditions. The ﬁrs‘t‘- tradition, in which a steady rhythm in maintained as an
element of expression through fomn, is personified by Fe!ixumaﬁé? ndre Guilmant, Chaides-Maria
Widar, Cabriel Piemé and Marcel Dupré, The other, which advccataa;. a more flexible rhythm, is
represerited by Charles Toumemire, Adolphe Marty, Albert Mahaut, Jean Langlais and André
Marchal. (Jaquet has acknowledged a further tradition represented by Chardes Toumemire
{again} and Maurice Duruflé but :éinue Duruflé left no recordings of any of the Franck argan
works it is difficult to confirm this statement.)

Based on the rémndtngs it is evident that these wo tradiions have been perpeﬁxated by
moedem performers. The differing approaches to interpretation have been refermed fo by some
as ‘classical’ and tomantic’. These terms have not been adopted in this §Mdy. They have come
to embody several concepts simultar;2ously and, as a result, demand coﬁstant definition, The
interpretive approaches are, instead, referred to as the objective/geomnetrical approach and the
subjectivelvitalist approach respectively, as given below.

TABLE 2 : REPRESENTATIVES OF THE TWO BASIC STYLES OF INTERPRETATION

OBJECTIVE | GEORETRICAL | SUBJECTIVE I VITALIST
Guilmant Toumensire
Widor ’ Marly
Piernd Mahaut ,
Dupré Marchal
Sanger " Langlais
Murray Demessieux .
Bate Alain
Stewart Rath
Istsir
Ribsam
Guillou -
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These ferms can be associated with specific ime periods: the subjectivelvitalist approach is
considered chamcteristic of the Romantic era, the objective/geomatrical approach of the 20th
century. They were also emplojed in a recent comparative study by Daniel Leech-Wilkinson in
which pairs of racordings (one ‘authentic’ and cne not) of music ranging from Gregerian Chant
to Schubeit wera assessed. He was able to report that:

in every case ... the siylistic conirast between the earier and the ‘authentic’

performance is essentially the same. The eardier perfformance - in accordance

with the fashions of its time - shows greater variation of dynamics, speed and

fimbre; amounting to & performance which is more ‘emotionsl, more a personal

‘interpretation’ of what the performers believe the composer 10 be 'saying’; while

the more recent ‘authentic’ pesformance is characterised by a relatively uniform

femipo and dynamics, a ‘clean’ sound and at least an attempt fo avoid

interprative gestures beyond those notated or documented as part of period
performance practice (1984:14).

The objectivist/geometrical schiool of interpretation may be itsced back to the pupils of
J.8.Bach, and continued into the 20th century. Early organists whi ...voured the straightforward
approach to tempo with litie exploitation of rubato included the following Bach shudents:
JCHRinck (in his later years), J. Schneider and J.G. Schneider. Hesse, Lemmens,
fdendelssohn and his circle, Rheinberger and his followers, Merkel, Brahms and Loret foliowed
later. OF the performers most often associated with the interpretation of Franck, Guilmant,
Widor, Saint-Saéns, Gigout, Pierné and Dupré were all to follow this school. The Guilmant-
Widor-Piemé-Dupré 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 straightforward performances in which rubato plays a small part.

Guilmant was the first to travel to Brussels to study with Lemmeis in 1857, and was twenty
years old at the time. Widor followed in 1863 at the age of nineteen. Widor's absorption of the

Lemmens’ tradition became quite evident when he succeeded Franck as the Professor of
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Organ at the Corservatoite in 1890, Whereas Franck had faught composition and
improvisation more than repertoire or technique, Vieme recalled that Widor prod'déd his students
into becoming impeccable executants with each bar of each piece dissected over and over untit
he was satisfied (Murray,1985:50). Widor's tenure a5 Organ Professor lasted for six years, and
was 50 successiul that Vierns was led to remark fitat the French organ school:
was being built up again under the nost briliant conditions. The strict discipline of
its fraining was an accepled fact, people subsmitted to it naturally and the results
were splendid’ (Murray,1986:50).
When in 1896 Widor relinquished his post as organ Professor to accept a chalir in composiiion.
he recommended Guilmart as his succassor, whose sfrictness, scholarship and veneration fo:
Lammens equalled his own. Dupré, having taken lessons for ten years from Guiimant and for
seven from Widor, wrote:
These two great virtuosos, these two founders of the French organ schood, who
caused Bach {c be known 2.d 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 underay their art) not the
slightest difference between one and the other'(id:44).
it seems that both men were to regard Dupré as the heir o the fradition they had established
after Lemmens’ pracepts. Dupré recalled that: "These two great masters formed me and brotight
me up as if | were their own child’ (ibid:44). Dupré's wife wrote of her husband's appointment as
organ professor in 1926: ‘He is proud to think that he is the successor of Casar Franck, Widor
and Guilmant &t the Paris Conservatoire” (ibid:116). Dupré himself wrote:

I just followed the path which had been opened by my master, trying io put into
practice the precious methods | had been privileged fo leam from him (ibid: 117).

Dupré, in keeping with the Lemmens’ tradition, and in accord with the reaction against the earlier
era's extreme ‘emotionalistm’, tock care to banish &l fraces of Romantic expression from his
perfarmances. Athough they were to be no means cold or mechanical, 2 mote resetved form of
expression was dominant. Jehan Alain referred fo Dupré as ‘a champion of strict metronomic

organ playing' (Schauerte, 1987:224n). Dupré felt that he had also inherited the Franck tradition
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through Guilmant. "faaumant. having heard Franci perfomn his own Six Pigcés In 1875, also .
spent fime in 1878 with Franck. Together with Widor and SaintSaéns they perfonmed and
discussed the nine pieces already published. Thus Guitmant was exposed to the older
generation of performers who, atthough I_inﬂuended by Lemmens, had their own: fraé-, more
flexible performance styles. Dupré spen:t_ the years 1907 -- 1808 at Msudon with Guilmant,
studying all the works of Franck. He wmte that what he leamed under Gulimant was in
accordance with the indications he received in 1917 froim Gabriel Plem@, Franck's pupll and
immediate successor at Sainte-Clot'de (Dupré:1955:xi). Muray continues: Dupré was thus
convinced that he had inherited and passed on o his pupils a peifermance tradition of
incomparable vaiidity and worth (Wuray:199) During 1905 - 1606 Dupré also studied
improvisation with Vieme, and according to Murray, a ;‘ﬁendship grew up between Vierne and
Dupré, nuriured dting the Dhours they spent at Vieme's ctudio and in the organ loft at Notre-
Dame wher= Vieme had been ﬂ?ufafm sinca 1900 (1985:40). Thus Dupn - “sems to have baen
assodiated w1ﬂ1 and stutied under the aegis of both fraditions: the Lemmsns 'traditiq.a;;whil;:h, .
through Guiknéﬁt. laid claim fo the inkeritance of Franck; and that of Vieme, who ha_,d' been
Franck’s pupil in the last year of the composer’s life. :

Dupré's students were many: Jehan Alain, Jean Langlais, Jean Guillou, Marie-Claire ﬁ;lain,
Olivier Messiaen, Gaston Litaize, Jeanne Demessieux, Suzanne Chaisemarﬁn, Jeandadues
Grinenwald, Pieme Cochereau, Michael Chapuis.‘ Rolande Falcinelli, Marie-Madeleine Dunufie-
Chevalier, Frangoise Renet, Jean Culllow and Michael Muray, to mention a few. Of thrse,
Jeanne Demessieux, Marie-Claire Alain, Jean Guillou and Jean Langlais dreferred to adopt the

more Iberal style of Franck interpretation, that is to say, the ‘subjectivisfvitalist’ approach.
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Michas! Murray spent two years with Dupté in the early 1960's, spending the second year
concentrating on studying the music of Francik, in his bicgraphy on his teacher, he has wiitten:
was akle to use our two years together to ask Dupré endless questions about his antecedents,
philosophy and work' (Mircay, 1985:30¢. About his own performance of the Franck works, #urtay
has wiitten:

Alhough tempo, phrasing, rul slo and even registration are inherently flexible

and depend on the resorancs of a room, the quality of an organ, the personality

of the interprster, and the nature of an audience:, a tradition such as this can be

adaptable withcut losing identity. | try always to play Franck as Dupré taught me

(Murray,1990).
Whan questioned on the registrationn used in his performance, Murray replied ‘with a few
exceptions, | carefully followed those registrations Franck calls for in his scores, which is to say in
the Darand edition' {Correspendence:5/03/1994). The exceptions to which Murray referred were
mainly the result of the organ at Saint-Sefnin lacking @ 32' Soubasse and having & faulty Voix
hurnaine for which Murray substituted the Voix céleste and Gambe #ombination. The last
exception Murray hoted was:

When Franck cails for a solo oboe or trumpet, for example as the =olo oice in

the Cantabile, and specifies other stops with i, | dizobey him and let the solo

oboe or frumpet, as they case may be, stand alone. Dupré did likewise (bid).
The objective/geometrical approach was also displayed, fo vaiying degree, by the English
performiers Bate, Sanger and Stewart. The characterising features of these recordings include a
more subtle exploitation of rubato and the expression pedal, the absence of significant changes
of tempo within single moveraents, the wverall adherence to the registrations demanded by the
composer (br dictated by the teacher as in Murray) and the accurate observance of marked
phrasings and articulations. Bate has ren:srked:

The questions of sensitivity varies from age to age 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 peoint in time ... the

music will move differert generations in  different ways
{Correspondance:1/41/1991).

56



Although Bate's and Sanger's restrained utifisation of rubato placed them firmly in the
objectivelgeometiical camp, their performances wers less restrainsd than either Stewarts o
Murray’s. More than the rest of the English recordmgs Bate frequenﬂy lgnored the registration
indications. As a result, in this area, her recordings showed some of the freedom more usually
associated with the early generation of French performers. This freedom is not intentional,
however, sihce Bate admitted to recording from a midure of French and English editions
{Comespondence: 1/11/1994). As observed in Chapier Five, the Englich editions are notorious
for their regis;h'ational inaccuracies. The outcome was Hhat Bate’s registrations ofien did not
corraspond accurately with the block-registration technique common to period practice. Some of
the registration changes wera made whare Franck himseif could never have made changes.
Instead of the block-type registraticn, Bate often added stops gradually. When Toumenire,
Langlais or Marchal added stops, even those not requested by Franck, they added them in the
same block-type style. Thuey had no choice since they lacked the technology, now available to
the modem peiformer, that provides hundreds of different combinations. In this regard, the
Guillau recording was similar to Bate’s, Despite Bate's statement to the confrary {quoted under
the discussion of the Fantaisie [Adagio]), it secems that with all the modem instrument

technoiogy, they have forgstten orc occasion about the Gmitations and capabiiies of the
composer's original instrument.

It is indeed a fine line distinguishing a performance displaying the characteristic fraedom of the
period and on.e which is merely a transcription in which FrancK's tone-colours, textures, attacks

and therefore intentions, are altered.

In cormparing the various recordinigs of the Franck works, it seems that the objective/geometrical
approach is inherent to the Anglo-Saxon temperament, for alt the Brilish recordings displaysd
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the same sense of understatement resuiting in a 'safe’, score-bound perdormance. Martin
Cooper concludad:

Unlike their Continental opposite numbers, English students lead a separate

rather than corporate existence. The English temperament produces a rather

reserved fvi2 of [musicianj of cool emotional temperature, @ven when the player

has developed great fagility (1975:65).
When asked if he considerett Tournemire’s exploitation of tempo rubato excessively fres,
Sanger answered: 1 would like fo be able to play as frecly as Toumemire, but i¥'s not very
Britisht’ (Correspondence 14/11/1994). Even Mumray Stewart, whe counts Daxiel Roth and
Petar Hurford {one of Marchal’s pupils) among his tutoss, interpreted Franck in a manner mecre

restrained than even his Engfish contemporaries.

It is uncertzin whether Sanger played from the earfiest or the 1959 Durand edition, or both.
Even though he advised players to use the old Durand edition {1892:114), the wrong note in
m.62 of the Fantaisie was derived from the 1959 Durand edition, while his lack of phrasing in

the right hand between mm.78 and 81 of the Cantabile was suggestive of the earfier 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 (Correspondence 9/9/1994 and
14/11/1994),

The objective/geometrical approach to interpretation continued well into the 20th century; so too
the subjectivehitalist approach. The recordings which felt into this category include those by
Toumnemire, Langlais, Marchal, Demessieux, Alain, Roth, Guillou, iseir and Ribsam, Within this
grouping, differences were evident between the older and younger genesations of French
performers pesuonified by Toumemire, Langlais and Marchal, and Demessieux, Aliin, Roth, Isoir
and Guillou respectively. The younger French performers, with the sole exception of Guillou,

exploited the parameter of rubato to a lesser degree than trieir forebears. It seems likely that this
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trait in the younger generation possibly had something fo do with the influence of the one man

with whom they were all associated in one way or another:: Marce! Dupré.

The subjectivelvitalist tradition of execution was mainly attibutable to the rise of the ‘ster
performer in the late-romantic era, The pyrotechnics of a reciial, most often those given by
pianists, tcok precedence over acouracy of execution of the reperioirs. Performers became, in a
sensa, composers themselves. By the turn of the century, cerain organists, haviny, completely
misinterpreted the original aim of Lemmens' and Hesse's virtuosity, were strefching the organ
works of Bach out of all proportion, taking fiberties with fempi, frequently performing them at
excessive speeds. Jeanne Demessisux was the most notable of the subjectivelvitalist school o
indulge in this atyle of performance. Bemessiew!s vibrant style has been proserved through her
1868 recordings of the Franck w irks 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 early age. robbed = world of a superb organist in the

grand French manner. it is with 2 sense of aiimost personal loss that one listens
to these three records issued as a farewell tribute (Seplember,1869:408).

With overseas countries being more easily accessible from the tum of the century, a new
commercial market for world-wide concert appearances opened up in which the desirg for
virtuosity in the fravelling arlists became paramount. Against this background it was vital that
performers establish their own identilies, musical and personal. Corcerning the inheritors of the

Franck tradition, Davies has written:

Franck’s disciples, though they are less well documented, show a tendency to
emerge as sharply defined individuals, their features it up by the poiemical
ripostes their positions elicited ... the chief points to remernber in assessing the
capabiliies of the various members of Franck's school are that they differed
enormously in age and background, and that they were often inclined fo think of
themselves as independent agents. This is particularly true of the later careers of
those pupils who fived on after the master’s death (1970:5).
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Performers ‘such as Tourn" i~ and Marchal stand as evidence of these clearly differentiated
personalities. To them, as to almost any miusician of their generation, the thought of subduing
their individual sty'es and perscnaliies in deference o the composer would have struck them as

‘tantamount to abdicating responsibility’ (Haskell, 1988:178).

Much iike Mahaut, Tourmnersing, both in his published accourts of Franck’s music as weli as in
his performances and recordings theredf, placed great emphasis en rhythmic suppleness and
freedom from metronomic strictness. Tournemire studied with Franck for three years and
frequently observed h.  lay at Sainte-Clotilde. He was, in addifion, the first {o hear the Trois
Chorals; playing the pedal part as Franck played the manﬁais parts on the piano. In his book on

the composer, Smith found that the most frequently encountsred ferm is ‘sans rigusur. On one

passage Toumsmire wite 'See that the metronome is 6& of sight’ {1931:33). He also advised

that tutfi and fortissimo passages were fo bs mterpretéd in a broad and grand manner arid that

the condluding bars of compositions were to be played broadly, with a marked deceleration in
spéad (Smith,1883:79). As a disciple of Franck he conveyed the Franck tradition to the next
generation of organists, and his fame, apart from his talent as a composer and improviser, has,
as Smith has mentfioned, ‘always rested on his great devotion to César Franck’(1£83:78).
Toumemire’s biography on his master describes a different style from that of the Widor-
Guilmant-Dupré school. This is the style which is much freer with more suppleness and flexibility.
But apat from his rhythmic Rexibility, Tournemire faithfully adheres to all interpretive markings
which appear in the original Durand edition prepared by Franck’ (Smith,1883:40), Marie-Louise
Jaguet wrote of Tournemire that ‘he played first as Tournemire, and second Frénck’
{Correspondence: 1/06/1994).

Of his year with Franck, Vieme wrote:

Franck also gave advice concerning the performance of his music fo pupiis who
sometimes played it during the course; he was sensitive to these demonstrations
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of admiration. i was thus that | heard him direct the tfempos, nuances,
punctuation, and pauses of the 1860 Six Piéces and the 1870 Trois Pigces. As
regards the Chorals, he himself played them for us on the piano, with Lekeu
performing the bass part, on Thursday 2 October 1890, during the visit which we
paid him before his first class on Saturday 4th (1939:23),

After Franck's death Vieme, tke Toumemire, continued his studies under Wido!, Although both
of Franck's .pupiis were to absorb some of the more conservative style, Vieme was more closely
associated with Widor:

In May 1900, afier eight years as Widor's assistant at Saint-Sulpice, Louis Vieme

was appointed to the post of organiste-fifulaire of Nofre-Dame. With the

appeintment of Widor junior, as Vieme was jokingly calfed, Widor's valuable

organ tradiion could be spread from this important position in France’s most

famous cathedral (van Costen,1994;332).
Vierne was also to study with Adolphe Marly who, according to Marchal, also seemed to fit info
this style of pedformance. Marly's other students included Langlzis, Litaize and Marchal.
in a leciure delivered to the National Sound Insfitute in London {October 1962) André M.archal
confimed the existence of the discrepancios. He recalied that even the performances by two of
Franek's own sfudents Marty and Mahaut (‘Premier Prix’ winners in 1886 and 1888 respectively)
differed considerably. 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
‘puritar’, playing straighter and faster. Marchal concluded that ‘it would appear that Franck was
hardly fussy about the interpreiation of his own music’. Assistant organist at Sainte-Cletilde from

1912, Marchal was also familiar with Tournemire’s interpretations.

Langlsis, alse a student of both Mahaut and Marty, recalled Mahaut's interpretation of the organ
works of Franck as being in the true ‘Franckian tradition’. Marcha! has already noted the dispanty
between the more restrained performances of Marty and the freer style of Mahaut. Jaquet wrote
‘between Mahaut and Marly, who were my husband's [Jean Langlais] teachers, believe
Mahaut (Correspondence; 1/05/1994).
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Langlais recalled that Marty, Mahaut and Is_another of Franck's students, Josephing Boulay, all
stated that ‘Franck played his works with great freedom’. Langlais then confirmed this staiement
with Guy Ropariz, Toumermire, Robert César Franck (grandson) and Mme.Chopy-Franck
{Robert César Franck’s sister) (1971:17). Langlais himseff was also krown to have commented _
to his pupils that Franck was apparently in the habiv of scolding his pupis for playing his
corpoesitions in foo straight a manner. He crticised the interpratations of Widor, Guiimant and
Dupré saying:

Of course, Widor and Guilmant oo knew Franck, but they were only colleagues

of the great organist of St.Clothilde [sic]. We alt know that the edition of Franck's

works by Marcel Dupré 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 Guilment take the fiberty of changing

the registrations and of leaving out the fermata - to speak of only these two great

mistakes? (1871:17)
He continued in a subsequent interview with Robent Sutherland Lord:

Dupré did not play Franck correctly because he studied Franck with Widor and

Guilmant. Wider did not appreciate Franck’s works and Guilmant was very far

away from Franck, too. Netther one played his works correctly. Dupré played

very strictly. Ah, he played the notes magnificently, but did not play the spirt

(1975:3).
We have already noted the styfistic differences between Langlais's concert performances and
his rerordings. However, even after taking these points into consideration, and ramembering
that his interprefations calegorise him as a ‘subjectiveivitalist performer, the Langlais
performances show a more conservative approach than is expected. His registredons are
mostly correct, and his following of dynamic markings faitly accurate, given that he was part of
the virtuoso-crganist tradition. This style of interpretation could also possibly be due to his once

being & student of the ‘puri'an’ Adolphe Marty.

Marie-Claire Alain was first taught to play the organ by her father, a pupil of Vierne. She also

counts Durufié, Marchal, Litaize and Dupré among her teachers. Although Alain was influenced
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by Marchal's interpretation of Feanck, 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 uidposer E
as her point of departure. This approach was echoed by one of her pupils, David Sangé., who
was initially a pupil of Susi Jeans. He wrote: % fry to ignore these ‘raditions’ and recreate the”
music through the notatiors ... | cannot hopesﬂy say that | was influenced by anyone really - not |
consclously anyway. | wanted to play it my way' {Comespondernice 9.4‘9i19§4 and 141111964
respectively). ”

Alzin's dependence ¢ the score revealed a level of accuracy «*h regand fo; regist;aﬁon and
articulation not usually associated with her mare traditionally liberal use of tempo rubato. In this
way her interpretation showed a similaity with the Langlais recordings. The recordings of
Paniel Roth, 2 pupit of Alain, revealed the same level of accuracy mﬁpled with an even freer
use of rubato, Daniel Roth has been described by Muray Stewart as having descanded From

the direct tradition transmitted by Franci's puplls in Paris’ (1990).

Like Roth, Riibsam 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 responsibiiity. Their intemretive freedom exdsted more bicause the
current concept of authanticity in Franck interpretation demandad it than because it was their
personal prerogative. As will be discussed in Chapters Six, Seven and Eight, Wolfgang
RiObsam's conscious shiving for authentic performance practice, particulady with regard to
tempo rubato, is unusual among the foreign recordings. Ribsant's interpretation, too free to be
classad as ‘objective/geometrical, is thérefora comimendable, However, his recordings seem to
lack the spontaneous fluidity of the subjectiveNitalist interpreters and thus his interpretation

oceupies a unique position,
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On the other hard, Jean Guillou, afthough a pupil of Dupré, is acknowledged 'to Bave &
completsly distinctive musical personality ... with his tremendous vituo., ,  nd highly personal
approach to registration and rhythiv® (Guillou:1890). His ulilisation of melodiﬁ mﬁat:; Was No
doubt influenced by the late-Romantic mannersm so frequently indulged in by Padef;wski an
the piano. Howaver, it is not due to any concem with 19th-century performance practice that this
technique was exploited. Guiilou has acknowledged that his interpretations are not autl-lentii;
{Jaquet-Langlais: Conespondence:106/1994). As a resuit, although G;:iﬂou‘s interpretations
may bé_ categorised as ‘subjeeﬁva«xﬁtalist’. his exaggerated use of tempo rubate and
registration-chainges exceeds even that found in the recordings of the éaﬁier Qenemﬁoﬁ of
iberal’ perfommers. His approach is described by Luedérs: _
Although Guillou stops short of changing” the order and pitches of the noles, his
conceplien emphasises the imational in tempo, dynamics and regisiration,
Guillou goes weli beyond interpretation into the realm of improvisation and
transcription. [His] vision of Franck thrives on the fotally unpredictable
(1990:103). _
Adthough e right of the performer to & personal interpretation presarves this performance from
condemn_ation, it'ycan be criticized on the grounds that it is misleading. Because Guillou refrains
from any. merdion in the accompanying programme notes of the independent spirit with which
he imbued his interpretation, a listener might thus be deluded inio belicving that this highly
individuat performance represents Franck’s o;iginal intentions for his compositions. Guillou’s is
the showman's approach: amesting and with its own individual flair, but in his case the
expression 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 ﬂ]e meretricious’ (1990:283). i 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 _ o ,

Since the périod practice of Franck's age was 'vital' it was characterised by a freer exploitation of
the musical parameters than at any other period, Crescendos, diminuendos, accelerandos,
ritardandos, te;npo r‘ub;%;gf and a higtiy varegated imbral palette were all attributes of the em.
Whereas today a 'geometrical’ interpretation of Bach, in which a more restrained approach is
taken, is "gene}auy accepted, the corollary o fhe hypoihesie dictates that same restrained

approach to Franck’s music must be considered ‘unauthentic’

& is slear from this survey of the recordings that the most authoritative interpretations ére by the
early generafion of French performers, Le. Tournemire, Marchal and Langlai;a. who were
steeped in the same tradition of performance praciice as the composer. As the interpretations by
this generation ha\}e been calegorized as subjectivelvital, displaying the éi'milar approaches to
‘regisiration, tempo, rubato, fouch and arficulation discussed above, it is very iikely that Franck
- also brionged to this school of playing. This is 'Iconﬁrmed in the following chapler in which the

supporiing historical evldence is expounded.

Sirice the most reliable interpretations of Franck were recorded by his contemporaries, ore
might question the chances of the modem performer successfully recording an authoriiative
performiance. The only cheice open to later generations is fo be familia.r with as much of the
historical eviﬁence as possible, to have listened to and played Franck's works and those of the
French Romantics so ofien that a close approximation fo an authentic interpretation might
becomea second nature and instinctive 1o the performer.
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CHAPTER FIVE

SOURCES

5.1. THE AUTQGRAPHS AND PUBLISHED EDITIONS

The éxtant manuscripts of the organ works of César Franck have been catalogued and
dasaribed by Jaquet-Langlais (1990:3-5). The genesis of each work was also briefly detailed by
Smith in a monthly series published by The American Organist in 1990, Foy . wre specitic details
and references, however, it is recomimended that the arlicle ‘The Organ Manuscripts of César
Franck' by Wayne Leupold be consulted (1990:109-111).

Franck continually revised and reworked his compositions. Leupold describes the process as
follows:

First there was a very rough draft, just ideas, not even with the notes filled 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 manusciipt,

which Franck actually used whenever he performed the composition. Before he

sent this manuscript to the publisher, he recopied the registrations, usu:ily

simplifiying them slightly, and added final dynamic marks in pencil (1990:111).
As rnay be seen in the manuscripts, and especially from the Fantaisie, Franck was meticulous in
editing each one of his works, movirg from a skeich stage through two or three stages o a
definitive version, From the definitive version Franck himself supervised and corrected the
proofs for publication. Although the degree of efror between the original publications and the
mianuscripts is minimal, certain mistakes aro present in the first editions, some of which were
even reprinted in subsequent ediions. The publishing house of Maeyens-Couveur was
responsible for the first publication of the Six Piéces {1858). The Six Piéces were subsequently
reissued by Durand & Schoenwerk in 1880, using the original publisher's plates. Durand &

fir hoenwerk undertook the original publication of the Trois Piéces in 1883. The same company,
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then operating under the name of A. Durand & Fils, issued the first edition of the Trois Chorals in
1881. in 1959, the compiete oeuvre was reissued by Editions Durand & Cie in a new horizontal
format. Y is unfortunate that this new prinfing was entiied ‘Edition originale’ as this new

engraving contained more sericus textual errors than did the original printing (22 in the Grande

Piéce symphonique alone!). A fist of these errors in this iater Durand edition has been compiled
by Craighead and Godding (1985:56-58).

Since then several editions of the complete organ works of César Franck have been printed by
varicus publishers. The edition by Bornemenn, edited by Marcel Dupré, was published in 1955.
Jeanne Demessieux, one of Dupré’s most biilliant protégés and his suppfdant st Saint-Sulpice,
helped Dupré prepare some of the works for the press (Trieu-Colleney in Murmmay; 1985:164n).
She stated in her biography that Pupré had no confidence in the Durand edition. Dupré’s
teacher, Guilmant, having seen the autographs of the Trols Chorals, had deciared Gigouf's
pregaration of the works faully, particularly in the matter of phrasing. Examples of this may be
found in mm.122 and 281 of Choral no 2. Emory Fanning, preseidly in possession ¢f the
autograph manuscript of this wark, has wiitien:

And here I must cofi attention to the un<otted half note (B) iy m.122; # was

dotted in the first and all suk~2quert Durand editions. This is a small but

significant error which has |+ repeated in countless performances of this

magnificerd work ... A breal «: all voices after the second beat in m.122 is
Franck's intent.

[in m.281] once more we clearly see FrancK’s intention to phrase in all parts. The
dofted B in the 1892 and subsequent Durand ediions is an error.

At the time of Bomemann's publication, Dupré was the moest respected onganist and recitalist in
the world and, no less, also the Profeasor of Organ at the Paris Conservatoire. His edition of
Franck, and other composers, received much acclaim af the fime. Dupré'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 erfefacts of the Guiln ~  ifion of Franck mnterpretation. Of the
adition Smith has written: '-
Viewed today, his four-volume ediion of Franck’s works suffers from some
negative features. Dupré added what he considered to be ‘appropriate phrasing',
‘necessary fies between notes’, ‘suppressed all unnecessary ties, indicated
‘registration ... and rational dynamics suited to modein instruments’ consistently
omitted the Hautbois from all foundation stop combinations, eliminated or
changed dynamic markings, omitted fermatas and tied what he considered to be
‘common notes’. The resuit is that it is impdssible to anive at what Franck
originally wrote (1990/2:54).
This is the general atfitude towards the Dupré editiun; in a study of textual authenticity, the
edition has no value. However we must not misunderstand Dupré’s intention: he did not alter the
fext, but rather attempted to comect what ha thought wers iregularities in the Durand edtion. He
viewed his Franck edition in a simitar light as his Bach edition: as a ‘practical’ student-guide
which efiminated vagueness in the approximate observance of note-values, eliminated the
superfluous fies, left-hand doublings of the pedal, &) fied common notes. Murray repoited of
Dupré that, *he took special pride in his Franck edition, vihich he said rectified the alterations
and wrong notes of its predscegsors, while establishing in print tie oral tradition handed on by
Franck himself to Guilmant ('1985:164), In so doing, howsver, Dupré reveals his fastidious
temperament which was in complete confrast to Franck whom Jaquet has described as the

gentie poet, free from ail constraints’ (197&:15).

The SchottfUniversal Editions Urtext of 1880, edited by Glinther Kaunzinger, is the most recent
version of the complete Franck organ works, appropriately issued upon fhe centenary of
Franck’s death. Based on the autograph manuseripts and Durand's first ediﬁons. this version is
commendable in that it attempts to | witnael e increasing number of emors which had
accumulated in the successive reprints of the Durand edition, and ‘o reproduc> 'mrhanged all

dynamics, arficulation markings and registrations ... specified by the composer
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(Kaunzinger,1990:8). Kaunzinger bas also provided informative and thoroughly trifit. and
inferpretative notes in French, German and English. Overall, the edition’s critical reception has
been favourable. While Kaunzinger has succeeded in his task to a large degree, some textual

emors remain uncomected: m.43 of the Fantaisie (discussed in Chapter 6) and the crescendo

marking over the last soprano note i m.84 of the same wark, This edition is, unforiunately, also
gomawhat marred by several minor historical emors. Franck was appointed organist of Sainte-
Clotiide in 1857 not 1853 as is printed. The Fantaisie_en 1a was performed at the re-

inauguration of the Saint-Eustache organ in 187+ not 1871. Incorect dates are alse given fur

the complelion of both the Fanfaisie and the Pisce héroique, Kaunzinger wrote that the

autograph of the Fantaisie was dated ‘October 1869, He quoted as his source the Biblicthéque
Nationale manuscript 10.8584 (1980:84). However, since the Fantaisiv was published in 1858
as part of the collaction entitied Six Piéces, it is obvious that these two tates do not correlate.
Smith quoted the same manuscript source as Kaunzinger, but noted the date of completion as
‘Cetober 1863 (18950/a:55). Both Jaquet-Langlais {1990:3) and Leupold (1990:109) agree;d ﬁm
the date given by Smith. On refering to the autograph manuscipl Kaunzinger's mistake is
better understood, as the date, being unclear, is misleading at first glanca. In the same edition,
the date of completion of the Piéce héroique was given by Kaunzinger as 19 September 1878.

The date on the autegraph manuscript itself, as with the date of the Fantaisie, is ambiguous.

Smith (1990/a'76) and Jaquet-Langlgis (1990.5) have both given the date as 13 September.

Thus the date of completion of the Pigce hérpigue places it between the remaining
cornpasitions of the Trois Piéces; the Fantaisie en La of 10 September and the Cantebile of 17

Septernber.

The complate works have also been published by the following foreign publishers. Peters
(ed. Barblan,1918); Schimmer (1923); Novello (ed. Grace, 1948), Bomamann (ed. Dupré,

1955), Dover (1992). Numerous editions of select works have been made, including the Piéce
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héroique edited by Bonnet for Schimer (1929). The Trois Chorals have been -published
separately by Fischer and Bro (ed. Bonnet 1943), Editions Durand & Cie (ed.Duruflé 1973), and
the Duich company Ars Nova (n.d.). It is recommended that, although veluable for their
interpretational and technical suggestions, ﬂie editions preparad by Bonnet and Duruflé b= used
enly it conjunction with the Durand editions. Bonnet's rgistrational markings were intended for
the Amarican organ of ke 19305 and should therefore be ignored (Siiith, 1990/a:74). However,
uniike the Durarid edition, Bonner's edition of Choral no 2 is faithful to the original with regard to
phrasing. it is surmised that in preparing his edition, Borinat had accass to the autograph.

Durufié's ‘edition of the Trois Chorals was inspired by his teacher Toumemire, The edition does
not change the composer's text and the additions made by Dunifié in the form of tumpo
indications, nuances and rubato suggestions are ericiosed within parentheses. Unfortunately, a
comparison with Teumemire's recordings reveal inconsistencies as regards certain tempo

indications and registrations,

The most recently published individual work s entitied Piéce pour Grand-Ormue, Becauss this,
the thiteenth of Franck's major organ works, was discovered only recently it was never -
published and never featured in any catalogue of the composer's works. it is a working
manuscript without title, tempo marking, or registration. Joel-Marie Fauguet discovered the
composition in a collection of notes and autograph sketches which the composer's grand-
daughter, Thérése Chopy-César Franck, gave the Conservaloire in 1947. It was finally
published in 1990 by Editions Musicales du Marais. Franck completed the work on 19 May
1854, just one waek before it was due to be playad at the inauguration of the organ at Saint-
Eustache.
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CONCLUSION

At first glance the diffierences between the ediions scem slight, apart from registrational

variances. However, when addressing the issue of authenticlty, even the slightest textual

inacouracy should be documented. The older foreign edttions have Iong been acknowledged as
inaccurate amd unrefiable. The German Peters adition is overoaded with editorial phrase
markings, articulstions and some registrational inaccuracies which may, however, be corected
by consulting Jaquet (1978:12). The English and American editions may be ariticized on the
same grounds. These editions - the Bonnet edition of selected works is an appropriate example
- adapted the score {0 accommodate the fypical American organ. These editions are only of
reference value to the organ scholar today, who ought to be primarily conoerﬁed with
authenticity. Smith believed that, ‘Today, organists’ interests in authentic interpretation and

historical authenticity easily cross these nationalistic differences’ (1980/2:54).

Thus it must be concluded that the most consulted and reliable edition is still the earfiest Duranq
edition (D.S.2679-2684, D.8.3175-3177, [).8.4414-4416). However, several inaccuracies are
evident, even in this edition, when a comparison is made with the original manuscripts. Thus,
none of the availzble editiuns is completely comect. A work-by-work analysis of editorial misprints
contained in the various editions will therefore ba found - as and when relevant to the recorded
performances - in Chapters Six, Seven and Eight.

6.2, SOME COMMENTS ON THE FANTAISIE Op.16

Until recently, it was believed that the first reference to the Fanlaisic was made at the
inaugurafion of the Ducroquet organ at Saint-Eustache in 1854 at which Franck played ‘a
fantaisie composed with care and energetically performed’ (Smith,1983:13). However, the
recent diecovery of the Pidce pour Grand-Orgue has led Fauguet to believe that the above

quote was not a reference to the Fantzisie, but {o the Pigge. Sne has writlen:
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] i
Certainly the Pigce, with its five sections, has the free form of a fantaisie, while
the style of wiiting, with dramatic contrasts, woull show to advantage the
different imbres of the new Grand-Orgue (1930:W). .

This could mean that the Faniaisic was eompos_ed.only giter 185 5. The next possible reference

to the Fantaisie, mentioned in Chapter Three, suggests that the work was performed on the
occasion of Franck's demonstration of the four-manual organ destined for the Cathedral of
Saint-Michel, Carcassone. It was wiitten of the demonsﬁaiéan that: '
_ The irterprater, M. Gésar Franck, an excellent c.garist, highlighted alt the riches -
and harmonit resources, first by a knowledgeable execufion of ‘sever~' musie,
very well written by himself, and then by biliant improvisations
(Blanchard, 1856:247-48),

Unfortunately, the above guote does not dt:taﬂ the exact piece performed by Franck. However,

the registration written by Franck on the manuscript of the Fantaisie compares favolil‘ably with
Smith’s reconstructed specification of the organ, which had two manuals under expression, and
has also helped in-compilihg the 6ri§inal spocification, It is for this reason that Jesse Eschbach, _
in his preface to the Forberg edition entitled Fantaisie far Orgel in Drei Versionen (1980), also
believed that the piece dated back to 1856. He has witten:
Fortunately, a major element allows for the approximats datiig of this plece: the
ufiisation of the little Swell and Great Swell ... produces a combination which is
completely unusual ... [and] identifies the Cavaillé-Coll organ built for the Saint-
Michel Cathedrat at Carcassone, displayed in the manufacturer's workshop in
1858. _
Leupold belleved thet the first version of the Fartaisie dates ¢.1857 (1990:111). He argued that

because the Andanting is included in the same sheaf of manuscript as the Eantaisie; thay were

infended for publication by Maeyens-Couvreur at the same time. Leupold states that since the
publication date of the Andantino Is confirmed as 1857, this is therefore the date of the first
version of the Fantaisie (1990:109). The Andantino was, howsver, published in 1858 not 1857,

but Leupoid's reasoning is siil sound.
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From the above two sources, it is possible, therefore,' fo conclude that Franck probably
composed the first version of the Fantaisie between 1858 and 1858. This piaces the
composition of the first version of the work & possible two or even three years later than Smith

maintains.

® was only in October 1863 that Franck made a second version of the work which was
published in 1868, and the third version ©.1868-1880 {iLeupold,1990:109). Jaguet-L.anglais

(1990:6) st plies 2 mors detaled examination of the later versions o this work.

5.3. ORGANS USED IN THE RECORDED PER ORMANCES

The importance of choosing the most suitable organ on which to record should not be
underestimated. However, when performers are faced with the praspect of recording selections
of works by various composers or givirg a recital, practical and financial considerations often
dictate the venue and, fo some extent, the works. in a siiuatiors such as this, stylistic
compromise is inevitable. Since these parformances could not therefore be judged fairdy with
regard to the issues of authenticity, they were not included in this study. On the other hand,
when faced with the prospect of an infégrale recording, purormers shouid ideally be able to
carefully select an instrument which will serve the compositions. 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 ogeuvre,

Twelve infégrale recordings and one incomplete set (that recorded by Toumemire) are
discussed in this study. The comvlete defails of fhese performances are catalogued in the
Discography. The following table detalis the organs on whicn the performers recorded their
intégrale recordings. They are listed in chronological order in Table 3.
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~ TABLE 3 : ORGANS USED IN THE RECORDED PERFORMANCES

TOURNEMIRE Sainte-Clotilde, Paris

Cavallé-Coll, 1858

46 ranks

largely unaltered at ime of recording

MARCHAL Saint-Eustache, Paris
Ducroguet-Gonzalez, 1854
86 ranks

altered in 1879, 1830, 1882

LAMGLAIS Sainte-Clotilde, Parls
) Cavaillé-Coll, 1850
66 ranks
giterad In 195243, 1968

DEMESSIEL La Madeleing. Patis
Cavaillé-Coll,
altared in the 19680s

] ALAIN " | Saint-Franguis-de-Sales, Lyon
: Cavaille-Coll, 1879

45 ranks

unaltared

JSQIR Lugon Cathedral
Cavaillé-Coll, 1857

54 ranks

alteration in 1899, 1966.

RUBSAM Sainte-Crolx, Orlsans
Cavaflle-Cofl, 1880
50 ranks k
unalteren

SANGER Katarina Church, Stockhoim
Akerman & Lund, 1975
58 raniks

BATE Saint-Pieme, Baavals
Danion-Gonzalez, 1979
77 ranks

GUILLOU Salnt-Eustache, Paris
' van den Heuvel, 1990
101 ranks

MURRAY Saint-Sernin, Toulouse
Cavallls-Cell, 1629

55 ranks

largely unaltered

STEWART Haderslev Cathedral, Denmark
Marcussen & Son, 1948

76 ranks

glterad in 1988, 1677

ROTH Spieltisch Cathedrale Sainl-Etienne Saint.
Brigue, Britany

Cavaillé-Coll, 1848

A2 ranks

restored by Cavallié-Coll in 1872

Santa Maria det Coro, San Sebastién, Spain
Cavallls-Coll, 1863

44 ranks

targely unaltered

Saint-Sulpice, Paris
Cavailig-Coll, 1862
112 ranks

targely unaltered
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Recording a performarica on an instrument such as the organ is a difficuit task. The success of
a recorded performance lies ultimately in the ability of the recordi_ng engineer to capture the
organ's full palette of sounds, snomous dynamic range and a sense of the church’s acoustics.
These factors were bome in mind during this study, especially since some of the oider

interpretations, notably those by Langlais and Demessieux, were poorly recorded.

The most authentic recording of Franck's works would obviously be en the organs with which he
was associated and for which he composed, namely those at Sainte-Clofilde, the Trocadéro,
Notre-Lame-de-| orelte, Saint-Jean-Saint-Frangois du Marais and possibly the organs at Sainte-
Sulpice and Saint-Michel, Carcassone.

There have been only two Franck recordings of importance on the organ of Sainte-Clotilde. In
193G Toumnemire recorded the Pastorale from Six Pieces, Cantshile from Trois Pigces, Choral
no 3 from Trois Chorals and two pieces from L'Organiste. This is a uniqué recording of Franck’s
works and is chosen here accordingly as it is the sole recording made on the organ at Sainte-
Clotilde which preserved the sound of the organ as the composer knew it

The only recording of the coraplete Franck works at Sainte Clotilde was made by Jean Langtals
iri 1964, but by tis time the organ had undergone two renovations. The first, which took place
in the early 1930°s, was an exdensive ‘restoration’ and rebuilding by the firn Beuchet-Debiérre,
under the direction of the then #fulaire Charles Tournemire. 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 charige:

A certain saturation of the symphonic sfyle and weariness of the symphoriic
iiterature ied to the restoration of Gregorian chant and the rediscovery of old
music. At this time Vieme expressed reservations conceming the Notre-Dame
organ; taking of mutations and mixtures. Toumemire went further by altering
Franck's organ at Sainte-Clotiide to sult his preference for the works of
Frescobaidi and Buxtehudes (1979:5).
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Jean-Louls Coignet described these alté:aﬁons'as follows: ‘At that time a new console'was -

provided, the Récit was considerably entarged, some stops transferred from cne division to

another (len stops were added, comprising some seventeen ranks), and the wingl pressure of

the Positf was reduced'(Smith,1983:53n). The new console had &1 notes as opposed to

Franck's original 54, the pedal enfarged from 27 to 32 notes, Several pneumnatic pistons were
installed on the new console. André Fleury, one of Toumenire's assistants, recafled:

Tournerire wanted to enfarge fthe ergan] ... it was all changed ... you ho longer
hear the organ | kriew in my twenties (1994:146).

When asked whether Toumeniire had reafised he had made an error afier tha restoration,
Fleury answered;

“lsn't my organ much better now?" he would say. And no-one dared contradict.
tim (ibid).

In the second renovation of 1956 the action was electrified and several more pistons wem

added. It was at this console that Langlais recorded his Franck infégrafe. Langlais commented
on the fourth page of the notes supplied with the recording: 1 have composed my registration
using the stops that existed in Franck’s time. | have only made one exception, which 1 couldn't

help: in the Grande Pidce symphonigue, in the Andante which was written for the Clarinette of

the Positif. | had to change this because the Clarinette of the Posifif had been conveyed to the

Récit by Toumemire’.
In 1983 Langlais supervised another restoration undertaken by J. Barberis, This time round, the
Clarinette was moved from the Récit back to its original p!aceé on the Positif, while two extra

ranks wera added to the Positif (Anne-Marie Penissat, Communication:1/11/1892).

Thus the organ at Sainte-Clofiide has ¢ver the years undergone many major alterations and
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rebuildings and, traéiuy. no longer retains its original character. it is understandable why
perfarmers ne Inngar use this organ for recordings of Franck, As for the organ at the Trocadéro,
despite the \efforts of Marcel deré. it too fell victim {o fashion and no longer exists in its odginat
form. However, the overall uniformity of the existing unattered Cavaillé-Colf organs in matters of
tone-colour and specification means that performers wishing to record can look elsewhere for
an organ of sinilar size, specification and date. Their choice has to be carefully considered
since the organs Franck knew all had some characteristics unique to Cavaillé-Col instruments,
as has been mentioned in Chapter Thrae, '

An instance of this can be observed in Roth's recording of the Trois Pidces. In atempting o
observe the composer's registrations, to address the differing characters of the three pieces,
and, at the same fime, to adhere to the manuscript registrations for the ‘l'rowdémqorgan. he
chose to record on several instuments: Spielisch Cathédrale Saint-Efienne (Saint-Brieus,
Biittany), Santa Maria del Coro (San Sebastian, Spanish Basque Provinces) and Saint-Suipice
(Parls). | |

The Cavaillé-Coti organ at San Sebéstién originates from the same period in which the organ at
Sainte-Clotiide was built. it has 44 stops (46 at Sainte-Clotilde) énd, fike Sainte-Clotiide, has
hree 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 bean preserved in almost its original condition; the two
stops - piccolo and mixture of the Grand-Orgue which havi been ‘brightened’ slightly - are not
used 1 the recording. |
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The organ at Saint-Brieuc, completed by Cavaille-Coll in 1848 as a thres-manual instrument,
was extensively repaired in 1872 when the spire coltapsed afier being struck by lightening, This
gave Cavalllé-Coll the opporiunity of adding a fourth manual. Although 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 naw’ manual, which operaies onily & reed
stop (Voix humaine), fulfls t.~ funcion of a couplermanual; there being no coupling

imechanisms batween the other manuls.

The organ &t Saint-Sulpice, bullt in 1852, with its 100 stops spread over five ranuals, was the
largest organ built by Cavalllé-Coll. 1t s fortunate that norie of this original pipew .k was ever
removed and that only minor aiterations were made to this famous instrument in the past. These
alterations were reversed in 1991 when the organ was restored to its original condition by the
Jean Renaud fim of Nantes. Daniel Roth, orpaniste titulaire of Saint-Sulpice has explained:

Saint-Sulpice has always been blessed with organists who have scrupulously

respected the instrument, and this, together with the fact that there have been 50

few incumbents here, has contiibuted greatly o the almost untouched state of

the orgari. With regular cleaning every twenty vears or $0, good maintenancs,

and respeciful fitufaires, the masterpiece has survived the ravages which befell

$0 many other instruments (Buxton, 1992:14).
So far only those recordings by Toumemire, Langlais and Roth have been mentioned. Now,
among the other ten performers, five also recorded on Cavaillé-Coll instruments. Of these
Murray, Ribsam, Isoir and Alain used instruments largely unaltered since their creation. Of the
recordings by Stewarl, Sanger, Bate, Marchal, only Stewart voiced his concem about his
organ’s limited ability to provide an authentic Cavaillé-Cofi sound. In the notes supplied with his
1990 recording Stewart wrote: ‘It is my hope that | have come as dose as possible to the wishes of
the composer, whilst not having the opportunity to record thesa works on a French instrument, That
Stewart attempted an authentic sonority is commendable, However, the Marcussen organ at

Haderslev Cathedral on which he recorded unforlusiately reveals the strong foundations and
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clear upperwork daara&eristic of most Germar-inspired organﬁ It aiso lacks the éclat
characteristic of French organs. Only one division of the Hada@w organ is capable of
producing a veal Fonds de 8 sound. All the wther manuals are limited fo one 8 stop besides the
Principal. As;anﬁcipated,' when comparing the relefive strengths of the pedal divisions in the
recordings, the Stewart is the loudest. An argan of similar character is the Danion-Ganzales
organ at Beauvals Cathedral, [ts thin tone and over-bright mixiures, Neo-Classical in flavour, are
not particularly suited to Franck, Bate furnished her reasons for recording at Beauvais:

1 was in the bullding recording the complete works of Glivier Messiaen and at

such times when the traffic noise oufside was too heavy for the transparent

texiures in Messiaen’s music, [ chose to have the denser, more robust scores of

Franck, as a sort of refaxation while | was waiting to confinue my other work!

(Communication: /111 994)
André Isoir recorded on the Cavaillé-Coll organ at Lugon Cathedral. This mstrument was
c‘»ri?inaily intended for Saim-Michel, Carcassone, on which Franck performed his Fantaisle.
!r:éoifs -recording. is therefore, at least for this work, most interesting. However the organ has been
‘considerably modified. The second division under expression - the Grand-Récit expressif with,
inter alia, the Gambe &', Saliciona! &, Quintaion 16 and 16’ Bombarde - was replaced by a Echo
manual on which mutation stops abound. In 1968, the Gambe viola & of the Grand-Orgue was
replaced by a large comet, leaving the Grand-Osgue without any string stops, There is also a
new Sifflet 1’ on this manual. A hew Plein Jeu is present in the Positif division, and in contrast to
Sainte-Clotiide the organ lacks a Fliite harmonique &, Like the organs used by Alain Bate, Roth,
Guillou, Murray, Rilbsam and Stewart, the organ used by !soir also lacks a Bourdon 16’ on the
Positif. In this case, however, because the Grand-Récit expressif was replaced, there is no other
manual Bourdon 16’ fo compensate for the Posilif's deficiency. Conssquently i is one 16’ rank

short. The Pédale division was expanded from six to eleven elops including a mixture,
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Apait from the numerg':s alterations, it is possible that the original character of the instrument at
f.ugon was unsuitable for the performance of Franck in the first place. It was eompleted anly. two
years before the organ at Sainte-Clotiide, yet it "belongs to an era when Anstide Cavailé-Coll,
although he had already conceived of the idea of a ‘symphonic’ orzn, had not yet systemsiized
it' (Morean, 1970:3). it was only in the construction of the organ &t Saints-Clotilde that Cavailié-
Coli Yook the last subtle but cruglal step toward the potent ranslation of the syrmiphonic gasture
into or_an-building terms’ (Lueders and von Eck,1980:117). In the Lugon organ the Nasards,
Quints, Comets, Fournitures and the Plein Jeu ranks of the Classical tradition are mixed with the
harmonic and ociaviante flutes and gambes of the new symphonic design. Moreay confinues:
‘there is nothing surprising about the fact that the forty stops of the Lugon organ sti have the oid
French sonarity’ (ibid).

As was ‘he case with the organ chosen by Iscir, the Cavaillé-Coll organ at Saint-Croix an which
Riibsam recorded also lacks a Fliite harmonique 8' on the Posilif, and a Vicle de gambe on the
Grand-Orgue.

Despite the small number of stops in the Pédal> division of the organ at Sairré&Clotilde. the two
flue stops of 16- and &- foot pitch were characterised by a sirong, clear seund as may be heard
in the Toumemire and Langlals recordings. The Conirebasse 16 and FlGte 8 in the Pédale
division ¢ T the organ at Saint-Frangois-de-Sales did not approximate their counterparts at Sainte-
Clotilde. it is for this reason that Alain had to augment the Pédale division. Apart from this
problem in the Pédale, and a missing Montre 8 on the Posilif manual, the specification of the
organ at Saint-Frangois-de-Sales corresponds well to that at Sainte-Clotilde. Simitardy, the: timbre
of the Hautbois corresponds very well to that at Sainte-Clotiide in that it is soft and very smooth.

This quality is evident especially in Alzin’s recording of the Chorat no 3.
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Michael Murray faced & similar problem on the organ ai Saint-Semin. Although this organ
possessed a Montre 8 on the Posif manual as well as a Cor de nuit 8 and a Salicional 8,
Franck's organ also had a Bourdon &' and a Gambe 8. This deficiency is compounded by the

fack of a Bourdon 8 on the Récit division.

The organ at Santa Maria del Coro, San Sebastian, also iacks a Récit Bourdon 8'. But of more
concem to Roth was the missing Récit to Positif coupler on which Franck so often relied, arising
from the fack of a Récit to Graiid-Orgue coupler on his organ. Roth notes: ‘we trizd very hard to
solve the probiem of the missing coupler Récit/Positif in the Fantaisie en do’ (1881).

In comparing the fimbres of the various organs, it was found that the Récit chonus-reeds of the
organs used by Roth, Sanger, Langlais and Marchal create only a sfight change of tmbre when
added to the organs’ foundation stops. This accords with Marchal's comment thak
the Réclt on Franck’s instument 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 (1973:13).
The Murray recording at Saint-Sernin showed that tha addition of the reeds drastically altered

the timbre, more so than in any cther reconding.

Eariier in this chapier it was mentioned that Franck performed the Piece pour Grand-Orgue at
the inauguration of the Ducroquet organ at Saint—Eu;;tac-he in 1854. A substanfial rebuilding of
this instrument was subssquenly undertaken by Meaiklin, The rebuilt organ was formally
‘accepted’ by a commission which inciuded César Franck, who performed at the re-inauguration
of the Instrument in 1879. Further work was carried out by Gonzales between 1927 and 1932,
The final restoration, during which numerous mutation ranks and Mixtures were added, was not
completed untit 1967. The Echo-expressif division of seven ranks, playable from both the Positif

or the Solo, was added during this tast restoration. Thus, the organ on which Marchal recordad
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is vastly different frarm the Ducroquet organ which Franck inaugurated or the Merklin organ
which he was subssguently involved in appr@.,;;,mﬁ';

That the batance of sound betwesn individual ranks and whole divisions of a Cavailé-Coll
aided by the use of the exprassion pedal, is an important factor has already been mentioned in
Chapter Two. Amiong the various organs chﬁsen for the intégrale recordings it is clear that
some, pariicularly those organs designed by fimns outside of France, required a more
substantial re-balancing of the dynamics than others. _

Overall, German and American instrumients ara particulary unsuitable for FEanck’s music in this
regard &5 the Positif divisions on these types of organ are ususlly miniature replicae of the

Grand-Orgue, particulary in the dornain of the reeds.

it is not only the tonal d‘rfferenoés which distinguish organs by differsni bulldars but also the
different actmns ’ﬂle organs on which the performers chose to record range from origireal
tracker-action mstrumu..nﬂ to thbse that are partially or fully elecirified.

Most electrically-assistad instruments provide improved repefition and fiuency of'playing. They
are also us Yy equipped with the 'systéme americaing’. This system of manual and pedal
pistons facilitztes efficient stop chanpes and preparation of registrations. Without a dear
understanding of the mechanits of the insttument for which the composition was originally
intended, it is easy to {rpet that jet-propelied templ and random stop changes wouid ot have
been possible on earfier instruments. Having the feel of playing action similar to that which

Franck knew gives the performer a considerable advantage.
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CHAPTER SIX
FANTAISIE Op.16

)
Ll

INTRQDUC:‘E’!ON ’
It is to be accepted that the individual nuances and speciiic characleristics of each performance
are quite impossible to document fully on paper White'the paramester of tempo lends itself to

easy measurement, the parameter of rubaio is a subjective matter. Only broad descriptions of

rubate are given in most cases in an attemnpt to predude arducus note-by-note analyses.

Concerning the registrations of the works recorded, it was fortunate that these had been
docurented in certain cases. If a performer repiied to my correspondence, it was alzo possible
in some instances to verify specific: registration choices. Where neither approach was possible

auich analyses was exceadingly difficult, However, with a knowledge of the exact specification of __
tﬁé organs used, the registrations indicated in the scores and by dint of comparafive listening

procedures, broad registrations could be calculated, The findings were then verified by fellow

organisis and an organbuilder.

The following information gues into such extreme detail that it will obviously be better understood
if used in conjunctioh with the various rzcordings. However, because several of the recordings
are on vinyl {i.e. 33 rp.m.) and therefore out_of print, 1 have attempted io provide the most
accurate descriptions possible, while at the same time attampting to avoid a long ahd laborious

texdt.

For each movement ~f the three works under discussion in this and the %llowing two chapters,
the composer's onginal French registrations are given first. The English explanation of th<se

instuctions using the 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 discussion of the
recordings of each wark is then presented.

FANTAISIE Op.18 : BACKGROUND
The Fantaisie, Franck's first significant eomposition for organ, displays the diatonic writing and -
undeveloped structure more characteristic of his early compositions. Despite the relative
immatuiity of this work (Franck's genius was one which developed slowly), the registration
procedures employed by Franck in this work are charactetistic of all his later organ works,
including f.:e Cantabile and Choral np 3.

REGISTRATION
POCO LENTO

Récit: onds de 8 pieds et Hautbols [Flilte harmonique &', Bourdon g, Viole de
gambe 8, Basson-Hautbois 8.

Positif: fonds de 8 pieds [Montre 8', FiGte: harmonique 8', Bourdon 8', Gambe &',
Salicional 8.

Grand-Orgue: Fonds de 8 pieds [Montre &', Fllie hamonique §', Bourdon 8', Gambe
8.

Pédale: Fonds de 8 ef 16 pieds [Contrebasse 16', Basse 87,

Atm.d41: Ajoutez les jeux d'anches du Récit et Fonds de 16 pieds
[Add the Récit Anches and the 16" foundation stops:
Récit: 4 Flite octaviante 4’
+ Octavin 2
+ Trompette 8'
+ Clarion 4'

Grand-Orgue: + Montre 16’
+ Bourdon 16’

Posttf: + Bourdon 167,
At m.59: Otez les anches du Récit
[Récit Anchesin:
Récit: - Flite octaviante 4'
- Octavin 2'
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= Trompette 8'
- Clarion 4.

The work opens quietly on the Récit 8’ foundations with Hautbois. The piano marking indicates
that the swell box should be approximiately half open. The use of stops of only 8 pitch, the
dynamic, the diatonicism 'and simpﬁcitylof'me opening material create an overal! effect of

calmness and serenity.

Already within the first few measures of this work some of the performiers’ idiosyncratic
registration techniques are eﬁdent With regard to the Marchal recoiding, unlke those
petformances fimited by an organ's speciﬁ_caﬁon. the Ducroquet organ at Saint-Eustache on
which Marchal recorded had all the required stops for Franck's works; any markedly differing
ragistratich combinations are assumed fo be based mora on personal prefererice than on

considerations of authentficity.

By avoiding the Hautbois in the opening regisiraﬁon of the Fantzisie it is immédiately presumed

that Marchal was putting into practice his 'ai;uivalenoe’ theory explained more fully in Reboulot
{1983:11). Mai:i"}nhal was concemed with obtaining sounds similar to that on.Sainte-Clotilde when
playing on other crgans, He asseried that on some organs it was preferable to use a Gambe
instead of the indicated Hautbols, and an Hautbols instead of the requestad Recit Trompette.l
This was because at Sainte-Clotilde the Hautbois, though adding an edge to the combination,
had a subtle and gentle tone simiiar 10 a Gambe and biended axlreme!y' well with the
foundations. The validity of Marchal's ‘equivalence’ theory has boen confirmed by Lueders and
von Eck. They caqﬁoned that ‘performers today should keep thiese descriptions in mind, while
registering, especially before diigently following Franck’s instructions to the letter'{1980:118).
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However, from a study of Marchal's recordings of other works it is evident that his registrations
are concemed less with rying to approximate the requested sound of Sainte-Clotilde on the
Ducroquet organ at SainkEustache than with personal preference. After consulting the Récit
registrations which correspond to the Fonds diz 8 pieds et Hautbois indication given at the
opening of the-z Fantaisie it was found that Marchal's recordings show iittle cansistency in regard
to his ‘equivalence’ theory. In Chorat no 3 (mm.117-119 etc.) Marchal omitted the Hautbois from
the combination, but employed it in Choral no 1 (mm.8-15 etc.). Similarly, Marchal's regist.ations
lacked consistency when the registration required, for melodic inferest, the Hautbois in
combinaton: in the Prélude, Fugue et Variation (soprano fine from m.1) and the Cantebile
(sopranc line mm.78-87) Marchaj selecter] the Hautbois (by itself), but in the Pastorale (soprario
line from m.1) he preferred fo use the Gambe 8' as a substiute, 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. Frorn the manuscript it is evident that Franck drew the Anches of the
Grand-Orgue for the opening of the Fantaisie thereby crealing a more powerful opening
statement. ¥ Franck performed ont the organ at Saint-Eustache, whose Spec‘iﬁcatioﬁ in
Marchal's ime also incuded two@cpress:f divisions with batteries of reeds, it is not uniikely that

asimilar registration would kave 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 Hautbeis to the foundation stops. This registration preference was a result of
Demessietix's reliance on the Dupré edition which unfailingly omits the Hautbois from not
onily this, but all of Franck's works. Since the importance of the Fonds et Hautbois imbre to
the music of call for the addition of the Hautbois in his Franck has been established it is, as
Jaguet menticned, incomprehensible why Dupré does not call for the addition of the
Hautbois in his edition (1978:28). The alteration in timbre is espedially evident in Choral no 1
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{from m.1), the choral of Chorat no 3 é.:‘n.SIJ). and the canonic section of the Prélude, fugue et

veriation. It is therefore riot susprising that the Hautbois has been omltted from the opening
combination of the Fantaisie. However, aithough Demessieux is obviously partial o her
teacher's indications arid, like him, always played without a score, sha often makes use of other
registrations. Her intempretation of Choral No 2 Is an example of this. While she follows Dupré's
instruction to change manuals at m.17 and add the Positif mutations at m.33 she proseeds to
selact her own corbination by adding the reeds at m.41. By m.65, however, she retutris to her
teacher's edition and to hei characteristic omission of the Hautbois.

Despite having been a pupi.l of Dupré, Michael Muray claimed that he performed from the
Durand edﬁion. His interpretation of Choral no 2 was, however, biased on that edited by Dupré.
Like Demessieux he changed manuals at m.17 and added the mulatons at m.33, Unlike
Demaessieux, Murray cbeyed Dupré’s instruction to use the Voix humaine alons from mm.115 to
126. On the cther hand, in his interpretaiion of the Chorai no 1, Murray ignored the Dupré edition
in his use of the Hautbois in the opening registration.The Guillou recordings also betrayed
registrations other than those requested b§ Franck. Guillou’s choice of registration on the
Van Den Héuvel organ at Szint-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 repeitoire. In her critique
Ann Bond wrote:

& organ possesses enormous, aven supeiflucus, variely {its 101 stops include
«0 32-ft manual stops, one of which is a reed’ (1990:283).

According to Guiliou this organ can serve for the performance of Classical and Romantic music

in the best tradition’ (1980). From mm,1-18 of the Fantaisie Guillou isolated the soprano line on

an uncoupled Montre &, playing the undedying parts on the Récit strings. From m.17 the
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registration was more in fine with other recordings until m.28 when the soprano litie was played
on the same uncoupled Montre 8' as in the opening. At mm.41 Guillou added 16’ stops but
ignored the composer’s Jeux d'anches du Récit indication. He added the Récit Anches in m.59,

whare 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 & Isoir
recordings. In his registration Franck requested that, where possible, all manuals be coupled to
each other and all manuals be coup'ed to the pedal. The result of this request becomes avident
in the imitative section beginning at m.17. The couplings result in a basically horogenaous
sound for the pedal and all the manual divisions {the Récit sound also being audible on the
Grand-Orgue) with the Réck Hautbois adding the particular timbre fo this section. This specific
timbre is clearly audible on the Langlais recording made at the composer’s organ. There is no
reason 1o suppose that the coupling was necessitated by any deficiency between the bajance of
the Posttif and Grand-Orgue sections as the Recit was coupled fo both divisions. Franck
therefore spedifically requested this homogeneous sound. In the recordings, only those by
Marchal, isoir and Guillou avoided this homogeneity of timbre, Even Roth, recording on the
organ at S$an Sebastién on which there is no Récit/Positif coupler, wrote: ‘we tried very hard to
solve the problem of the missing coupler Récil/ Positif in the Fantaisie en do and in the fugue of

the Prélude, Fugue et Variation' (1991).

As mertioned in Chapter Three, the Cavaillé-Coll organ at Saint-Frangois-de-Sales lacks a
Montre 8 on the Posilif manual and, when compared with Sainte-Clotilde, the result is a less
defined sound from m,17 onwards. Possibly in an attempt fo balance the Grand-Orgue with the
Paositif, Alain chose not to draw the specified Montre 8’ of the Grand-Orgue for the entry of the

soprano woice in m.29. The strengths of the two divisions are therefore comparabie, as they
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were at Sainte-Clotilde during Franck's tenure. Recordings in which this batance is not achieved

include those by S'ewart, Sanger and Murray.

Apart from this absent Positif Montre &', the Saint-Frangois-de-Sales organ bears a close
resemblance to that at Sainte-Clotilde; like Franck's orgaﬁ. it has four eighi-foot stops on the
Récit manual, However, Alain chose not to use all four stops, leaving the FlOte harmonique 8’
out of the combination, This I8 a characteristic of Alain’s registration in her performances of all
the Franck works. Alain also used a Sousbasse 16’ and a Violoncelle 8 in the Pédale division o
augment the specified Contrebasse 16" and Basse 8', thereby approximating the strong clear
pedal souind characteristic of Sainte-Clotilde; this is also evident in the Langlais recording. Alain,

by adding the exira stops, was possibly attempting to imitate the same effect.

The tripartite structure of this movement is established by the tecurrence of the opening material
in m.41, this time with a modified registrafion, At this measure Alain added the correct stops for
the Anches Récit indication. However the lack of a Positif Bourdon 16" at Saint-Frangois posed a
problem for the ef les Fds de 76 pleds indication at the same measure. As mentioned in
Chapter Three, the organs used by Bate, Roth, Guillou, Murray, Rilbsam and Stewart all shared
this problem. But, since either the Récit or Grand-Orgue divisions of their organs had a 16', they
compensated for the Positis lack. The organ used by Isoir 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. Although Alain coupled the Récit fo the Grand-Orgue from the start of the piece, she
did not draw the Récit Bourdon 16° at m.41; otherwise she would have solved the problem. Her
reason for coupiing the manuals is therefore puzzling. Even though Sainte-Clotilde had no soft
Récit 16", Alain could have drawn the Récit Bourdon 16" at Saint-Frangois-de-Sales to
compensate for the missing Positif Bourdon 16°, because from mm.41 to 47 the Récit was
coupled to the PosHif, and the Positif to the Grand-Orgue, on which this section was played.
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The added Anches du Récit at m.41 were almost inaudible in the Langlais and Roth recordings; |
therefore the resuling change in timbre, with the box closed, was very slight. From Marchal's
commient, quoted in Chapter Three, we know that this was also a characteristic of the organ at
Sainte-Clotiide. in the Murray recording the addition of the Anches drastically altered the timbre,
more §0 than in any other recording. This prominence of the Saint-Sernin Anches over the

foundations in these measures was the restlt of an incompletely closed swell box at m.41.

Of the recordings of this seclion those by Marchal, Isoir and Guillou made registration changes
not indicated by the composer. Marchal added the Grand-Orgue Anches for the two measures
in the minor: mm.51. and 52, after which they were retired. isoir's changes occurred in m.41,
where he refrained from adding the requested Anches to his registration, and in m.60 where the

Reécit Hautbois was retired, leaving only the flutes and the strings to conclude the movement.

ALLEGRETTO CANTANDO

At m.65:

Récit: Flite et Bourdon de 8 pieds, Trompette [Fidte harmonigue &', Bourdor: 8',
Trompeite hamonigue 87

Positif: Flite de 8 pieds [Flite barmonigue 8']

Grand-Orgue: Flite de B pieds [Filite harmonique 8']

Pédale: Fifite de & et 16 pieds [Basse §', Contrebasse 16')

Claviers séparés [Manuals uncoupled]

At mm,

104: R.H. from Récit to Grand-Orgue
112. LH. from Posttif to Récit

193: R.H. from Grand-Orgue o Posilif
117: R.H. from Positif to Grand-Orgue
123: |..H. from Peosttif to Récit

128: R.H. from Grand-Orgue fo Récit
129: L.H. from Récit to Positif

132: I.H. from Positif to Récit

133: R.H. from Récit to Positif

141: RH. from Positif to Grand-Orgue
161: RH. from Grand-Orgue io Récit
162: L. M. from Récit to Postiif
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Like the movement preceding it, the Allegretio cantando falls into three sections. Throughout this
movement the fwo main th. mes confinually weave in inverted and transposed forms. These are
identifisble not only by contert but aiso by timbre. 'I'he_itheme. which displays one of the
registration combinations typically asscciated with Fi. JGK first appears in the sopranc part and
is to be played on the Trompette harmenique, Flite harmonique 8' and Bourdon 8 stops. The
underlying melody is allocated o the Fliite harmonique 8 of the Positif and later shared between
the flute stops of this and the Grand-Orgue divisions, Similar to the unusual registration
combination of Hautbois and fluswaork fotind in the opering movemerit, the combination of the §
flue stops with the Trompetie is requested here. Unfortunately there is no exactly analogous
registration in the Trocadéro manuscripts for the specific Récit combination of Trompetie and
flues stops of the Fantaisie. lt may be argued however that because the soio regisirations of the

Cantabile, Choral no 3 and the Fantaisie are simifar in function, they are therefore comparable.

The registration of the Fantaisie for Saint-Michef's, Carcassone, does, however, again reveal a

combination of stops for the solo voice in the Allegretio cantando.

That the same registration was printed in the first adition edited for a’standard’ three-manual
Cavallé-Coll organ canfirms that although Franck might have been restricled by the Récit

division of Sainte-Clofilde, he also used the specific Récil {one-tolour cut of preference.

Langlais explained, on the fourth page of the notes supplied with his recording, why he drew the
Récit Trompette harmonique 8' by itself instead of in conformity with the composer's requested
combination. He wrote:

In reality, when he [Franck] wanted a2 Trompette solo, he had to apply the
Trompette as well as four [sic] other stops. Now that the organ has been
enlarged, the swell bax does not act in the same way as before, due to the fact
that, instead of ».ving fen stops, it now has eighteen, The box is therefore much
larger and doesn't cluse as tightly. Therefore one is no longer obliged to make
use of the four sicps that he indicates.
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Despiie Langlais' insistence on using the Tro_mpette harmmonique in a solo capacity, the
recording is useful because it may be niore easily compared with the coresponding rank on
another organ. The Trompette hamonique of Sainte-Clotide has forfunately survived intact,
save for a few w "~ which were trampled by a ‘madwoman’ during Toumemire's tenure
{Hastings, 1987:58). £ i..» éiso not been altered in any of the organ's rebuilds; its baautifully
smooth and clear quai“:ﬁeé are audible. The Trompette of the organ at San Sebastidn usad in
the Roth recording best approximatec. this uniquely distinctive imbre. Apart from Langlas, the
" “wehal, Murray and Demessieux recordings used a solo Trompette stop in this movement.
Givan tha {ree manner of approaching the score tradiionally associated with the French liberals,

Franck’s request would have been motified without a second thought.

Against the Trompette harmonique the character and relative strengths of other Sainte-Clotilde
stops may be heard in the Langlais recording., As noted above, Franck designated the Flite
harmonique &' of the Grand-Oraue, the Positif Flite harmonique 8'and the Récit combination to
play "against’ one another in various combinations. As numercus expression pedal markings are
given ét the same time, the flutes of the Grand-Orgue and the Positif divisions must have been
strong enough to hold their own against the Récit combination. The futes of the unenciosed
divisions, like the Montres compared iﬁ the preceding movement, shouid also .ave compared
equally In strength. These hypotheses were confirmed in the Langlais recording. Despite the
reduction of the: Positif wind pressure in a previous extetision, the flutes of the G-rand-Orgue and
the Positif at Sainte-Clotilde were of equal strength and were also very simil:ar in fimbre, That
Franck designated only the Positf Filite harmonicque 8' as accompaniment to the melody of the
Récit Fiite hamonique 8', Bourdon 8’ and Trompette harmonigue 8' in this movement of the

Fantaisie indicates that the Positif Flate and the Récit Trompette balanced each other very well.

Qf the organs used in the recordings, only the Cavalllé-Coll organs chosen by Langlais,
Demessieux, Roth and Murray displayed these characteristics.
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The lack of s;trong:'ﬂutes in the Grend-Crgue and Positif divisions of the organ of Saint-Frangois-
de-Sales explains whyf\iain refrained from usiﬁg the Récit Fiite 8' with the Trompetie 8' and
Bourden 8 combination. The Sanger recording revealed only a claribeMike flute on the Granﬁ-
{Orgue which was also Jouder than the Posilif flute. The organs used by Murray, Bate and
Stewanrt also had strong flutes on the Grand-Orgue which overpowered their Positif equivalents.
Marchal drew the Fiite & fuseau on the Solo manual for the right hand melody at m.101. This

flute overpowerad the flute of the Positif manual which was playing the undenying meicdy.

in Alain's attempt to balance the pedal division with the manuals, she again used an augmented
pedal section, this time incorporating a Salicional 16’ in addion to Franck's reguested
Contrebasse 16’ and Basse 8' ragistration.

in the registration list accompanying her recording, Alain noted the employment of the Grend-
Orgue to Pédale coupler in mm.98 and 105. | These additions were unnecessary ag this
requfrement was not ihdiwlad in the score and Franck marked 2 diminuendo at m.99. ¥ Alain
wished to add more 1o the pedal for *he end of this section, the addition shouki lhen have taken
place earlier, at least from m.92. The difference the additions made was, in any case,
undetectahle. However, one could hear the addition of the coupler and the resulting difference in
mim.162 and 189. This waé therefors incorreet in Alain™s registration list which should rather have
read:

‘m.162 = + GO/PED

11,169 = - GO/PED',

The Guillou recording of this movement contained unmarked registration changes too numerous
to detsil fully. For the first beat of m.82 Guillou added the Positif tremulant fo the noles played by
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the left hand. He chose stops of higher pitch than the B stops listed in the wgisiraﬁon.
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 ram.171 and 184,

QUAS! LENTO
At m.180:
Reécit: Fonds de 8 pieds, Hautbois et Jeux d'anches: [Flate harmonigue 8',
Bourdon 8', Viol de Gambe &', Basson-Hauthois 8', Filite octaviante 4°,
Octavin 2, Trompette 8, Clarion 4’}
Positif: Fonds de 8 ot 16 [Bourdon 16, Montre 8', Fllte harmonigue 8', Bourdon
8', Gambe 8', Salicional 8']
Grand-Crgue: Fonds de 8 et 16 [Montre 16°, Bourdon 16°, Monire 8, FlGte harmonigue
8', Bourdon 8, Gambe 8 }
Pédale: ronds de B et 16 {Coritrebasse 16, Basse 8]
Claviers accouplés [Manuals coupled: Récit to Posilif, Positif fo Grand-Orgus]
Tirasses [pedal couplers: Grand-Orgue to Pédale, Posiiifto Pédale].
Whereas in the Poco lento sedtion of this work Alain did no: use the Montre 8' of the Grand-
Orgue becauée of the danger of overshadowing the Posilif, in this section there seems no
icgical reason why this rank shouid have been neglected ag'ain, ! 'gss there was some probi"ém
with the stop at the time of recording: Alain also neglected to use the Récit Fldte harmonique 8’

ano added the extra Soubasse 16’ and Vioioncells 8' to the Pédale.

Sange - pedal registration was light in comparison to other recordings and, as mentioned
above, did not produce a clear line. The Isoir recording displayed the heaviest pedal 'Iargely

irraugh his use of an undesignated Bombarde 16'.

Marchal's regisiration of this section was the most individual of all the recordings. In prefesting to
re-register the work to suit the omgan at Saint-Eustache he showed little concern for the
composer's indications. For the first three measures of the section ie. mm.190 - 192, Marchal
playad on the Récit Fonds, Mixtures ef Anches 8 et 4", Although Ffanck could have indicated
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the Mbdures for this section, ne designated the foundations of &' pltch only, For the following
three measures, ie. mm.193 - 195, Marchal moved to the coupled Grand-Orgue manual with full
foundations. At m.196 he acdded the Anches of the Grand-Orgue and Pédale divisions. For the
last three measurss Marchal refired the Grand-Orgue and Pédale Anches, ending with a
ragistration comprising full Récit Fonds, Midures et Anches and full Grand-Orgue Fonds.

Above the leaping padal notes of mm.291 and 20, 8 dynamic change is marked. In & similar
instance in the Allegretto cantando section discussed abuve, the performer would again .ave to
play the pedal notes with the leit foot while operating the Récit expressif pedal with the right
foot. All the performers piayed this section in an almost legato manner. Some, such as Roth,
Demessieux, Sanger, (soir and Murray managed successfuily to effect the simultaneous
dyna. .. ange, olhe{_rs, such as, Langlais, Alain, Ribsam, and Stewart began the diminuendo
only from the énd of m.202. Guillou and Bate relied on unmarked registration changes to create
the change of dynamic. Bate added what sounded like a Bombarde 16’ and Foumniture te her
padal registratimi in m.198, taking them away in m.203. Guillou also lightened his pedal i the
same measure, Other ragistration changes made by Bate included the addition of mixtures in
m. 193 and, similar to Guillow, the subtraction of the Anches in m.204, Guillou selected the Tuba
mirabifis 8 on the Grand-Chosur instead of the Récit Trumpets. As the Grand-Chosur is
unendiosed, the Reécit exoressif markings inevitably went unheeded. Anne Bond has strongly
criticised Guillow's deliberate registrational misreadings in his recordings of the Franck ongan
works {1990:283). Bond (1986:58) and Jeremy Wallbank (1884:58) have levelled the same
eriticism at the Bate recordings. Both penormers habitually chose registrations which fell oudside
of the parameters of the composer's torial demands. Bond has also observed saveral similar

inaccuracies in Bate's recording of Messiaen's La Nativitd (1984.56).
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ADAGIO

Réoit: Voix humaine, Bourdon, Filfe et Gambe de 8 pieds [Voix humaine 8',
Bourdon 8', Fliite harmonique 8', Viol de Gambe 8', Tramblant]

Postif Bourdon de 16 [Bourdor: 167 :

Pédala: Bourdon de 16, 8 et 32 pieds [Contrebasse 16", Basse 8', Sousbasse
329

Accouplement du Récit au Positif [coupie the Récit to the Posiiif].

Although not marked by the compoesr, R was ther: customary for the Récit Tremblant’ {0 be
drawn with the Vebt humaine unless speciiically requested otherwise (Smith,‘!gsﬂiaﬁﬁ); This
common reglstration is ancther important part of Franck's fonal universe’ - as integral a part of
ranck’s compositions as the melody, harmony and structure. Similar to his treatment of the
Trompette hamonique and Hauthols, Franck always uliized the Récit Voix humaine in
combitation with certain foundation stops.

From the Langlals recording we know that the Voix humaing at Sainte-Clotilde was very smooth.
By comparison, the Veix humaine stops used in the Roth, Riibsam and Stewart recondings were
slightly more noisy and rough. Murray and Isoir drew & solo Voix humaine as marked in the
Dugré edition. Aithaugh there was a Voix humaine avaitable on the Beauvais Cathedral organ,
Bate chose a Voix céleste for this movement. She explained:

Obviously when making records of this iype, one has fo bear in mind the
registrafion possibilties of the instrument for which they were originally written.
Nevertheless thiwre must bo a considerabi2 amount of compromise in that the
most salisfying musical results come cut of using the available instrument to the
greatest possible advantage ... it may be helpful for you to know that | did have
fhe chance to work af 8t. Clothilde [sic] ... and aithough the organ has aftered
over the years ... | still know the sound it made. | therefore attemipled to come as
close as possibie, given that | was in a difierent situation in Beauvais
(Correspondence:22/03/1994).

Sanger also selected a completely different regisiration for this movement. He wrote:

Whenever the Voix humaine was calied for, | used the Voix céleste in the
absence of a Vioix humaine on that organ (Correspontdence:23/02/1994),
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However, in (e notes supplied with the recording, the following was wiitten conceming the
Adagio section: |
(1 is] registered for the Voix humaine (in the absenca of this stop at the Katarina
Church, the following combination is used: Pos; Fidie a chemmée 8, Salicional
A Qumtatnn g, Flite d'echo 4° and Tremblant).

From the recording it is evident that the latter combination was drawn.

Although Dermessieux’s itterpretation was based on the Dupré edition, she ofien followed
Franck's instructions ag given in the Durand edition or else iavented her own combinations.
Although, as mentiohed eardier, she followed the Dupré edition in ¢onsistently refusing to add
the Hauthois to the foundation stops when requested by the composer, she preferred the
composers registration in the passages scored for the distinclive Voix humaine, Bourdon &,
Flite harmonique 8’ and tremolo comt: aation, theseby ignoring Dupré’s irsfruction to draw the
Voix humaine alone, This is confirmed not only in this moverent of the Fantaisie but also in

mm.115 to 126 of Choral no 2. Demessieux, however, also altered the composer's régistration

of this movement of the Eantaisig by including a Voix céleste and soft & flues with the Voix
humaine combination. From m.221 onwards she created contrasting effects by taking away the
Vobx humaine. It was added again at mm.229 and 137, and was refired at mm.233 and 248,
Guiliou's registration also exploited echo effects. He opened the movement with a Flite &
playing the soprano line and the Voix humaing, fiutes and gambes supplying the undetlying
parts. The manuals were coupled. From mm.221 fo 230 Guillou played on the solo Voix
humaine. At the end of m.230, the soprano Flite 8 was again drawn with the original
accompaniment. At m233 the Voix humaine was withdrawn and Guillou played on the
remaining ascompaniment of fites and gambes. At m.237 the Voix humgine combination was
drawn, without the soprano Fllte 8. From mm.241 fo mid-m.243 the soprano' Filte 8' was
drawn. From mid-m.243 {o the end of the movement he played without the soprano Flite 8'.
Guillou's penchant for constant timbrat vaidation was most conspicuous in this movement. His
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needless and arbitrary registration undermined the tripartite consiruction of this Adagio because
he made no comelation batween registration and structure. Smith also mentioned the problem of
the composer’s indication of Bourdon de 16", & of 32 (1990/a:58). We know that Franck’s organ
possessed only the Contrabasse 16°, Basse 8' and Sousbasse 32, the Sousbasse being the
only real Bourdon-type stop. Based on the nomenclature used by the composer in the rest of
the Fantaisie, Smith concluded that to Franck the pedal Fonds, Fldtes and Bourdons terms,

were inteschangeabla,

Alain's organ possessed the necessary stops for this movement. However, instead of using the
Positif Bourdon 16’ at mm.237 and 241 she added a Récit 16° stop. She then used the &' Flite
hamonique of the Positif couplad to the Pédale instead of uging the Pédale 8’ stop. The reason
for this is possibly because the Récit 16’ on Alain's organ was stronger than the Pos. i 16", As
dermonstrated by the Langlais recording, the Positif 16" at Sainte-Clotilde was a <irong and clear

rank. As in afl the earlier movements Alain used the extra Saficional 16’ on the pedal.

As previously mentioned, Roth's organ at San Sebastian was missing 2 Bourdon 8 on the
Reécit, a Bourdon 16’ on the Positif as welt as a Récit fo Positif coupler. Rothl coupled the Grand-
Crgue Bourdon 8 to the Récit providing the desired specification. At n?&n.za':' and 241 the
Grand-Orgue 18° was drawn in a manner similar to the Alain mMing. Stewart, Riibsam,
Murvay and Bste compensatad in a similar way. Mun‘ay_, however, also coupled the manual 16’
to the pedal as requested by Dupré. Franck, howevar, indicated no pedal couplers in this

mavemeant.

Marchat drew the Récit Voix humaine with the Bourdon 8 but did not draw the Flote 8 and
Gambe &' info the combination. Instead of using 2 Positif Bourdon 16" at the indicated measure
int the last twelve measures Marchal used a Positif Fllite &', Although the Fositif of the organ at
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Saint —Eustdphe lacked a soft Positif 16’ tone, Marchal could have added the Récit Fitte 16,

thereby creating a similar effect to that requested by Franck.

ARTICULATION, RUBATO AND TEMPO

The Fantaisie contains a wide variety of contrasting compositional techniques. There are

sections of static harmony; canon; polyphonic melodic Tines and l6ud dramatic seclions are

countered by quiet chordal passages. Thus the degree of variance between the recordings in

terms of the parameters of rubato and fempo is vast, R is precisely for this reason that the work

provides 2 good case study through which to measure these parameters,

One of the most problematic ateas of this work occurs in m.43. in the autograph manuscript the

rhythm in the soprano iine is cearly wiitien as:

Fantaisie mm.41-44
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However, both Durand editiomsas s as the Dupré and Urtext editions print the rhythm as:
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Fantaisie mm.d{ - 44
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Smith recommends that the autograph rhythin be followed (1990/2:56). Conversely Jaguet-
Langlais says that the eror is in the manuscript ... Franck cotrected i in the proof of the first
gdition (Maeyens-Couvreur)’ (Correspondence: 1/06/1994). It is unforiunate that Tournemire
never reccrded this composiiion. While Langlais, Alain, Isoir, Ribsam and Stewart piayed the
printed rhylhm. the rernainder of the recordings, including that made l?y Dermessieux as early as
1968, retained the manuscript rhythm. Rt is assumed that these performers made an analogﬁus

translation from m.3 of the same work or consulted the autegraph manusciipt.

Therz is a related issue in the Dupré and the 1959 Durand editions. These omit the ties overthe
notes connecting mm.40 and 41. Now, Demessieux's inclusion of the ties confirms that she had
misgivings about the fextual accuracy of her teacher's edition. It is more difficult to explain why
Alain and Riibsam omitted these ties as they all perfomed - using Cavaillé-Coll organs - from
the early Durand edition. That Stewart omitted this smocth transition through Ia lack of

mechanical eoupiing devices or a stop-pulling sssistant is possible but not wholly accaptable.
I tems of rubato, the recordings ranged from the strictly a fempo performances te very free,
subjective renditions. Similary the performers’ choice of tempi varied considerably.

The variance within the parameters of adiculation and touch was only slight.
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POCO LENTO ;

The hartnonic framework of the opening movement peco lento is relatively static; it is the rﬁe!ody
which therefore secures attention. Much in keeping with Franck's subdued treatment of the
harmony and his choice of registration, the majority of the performers, while regularly retarding
the phrase endings, treated this sectior in a fairly predittable and straightforward manner.

RUBATO

Franck’s syncopated handiing 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 Langlals and Demessieux, ali the French
recordings - including those by Alain, Isoir, Marchal, Guillou and Roth - emphasized, in varying
degrees, the last two soprane notes falling o the offbeats of m.3. While Alain and !sciri'p.referred
1o linger more on the penultimate soprano note of m.3, Marchal and Guillou gave the nbtes
equal emphasis. Isoir's rubato at this point was, however, overshadowed by his preference for
delaying the first beats of the first five measures, Roth's handiing of rubato was the most

noticeable of these five recordings.
Another example of Franck’s sublie alteration of previous matenal may be found in m.8:

Fantaisie mm.7 - 8
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The centre of inierest__is the altered harmony in the imitation. Similar to m.3 the treatment of the
alteration varies from perfonmer to performar. But it was again the Alain, isoir, Marchal, Roth and
Guilou recordings which made use of rubato here: Alain and lsoir piayed m.7 in time and
lingered slightly on the A natural of m.8. Marchal, Riibsam and Murray lingered on both the A
natural and the preceding quaver G of m.8. Roth and Guillou indulged in an obvious rubsto on
all the notes in the line n m.7 and 8 emphasising especially the notes faling on the first two
beats. Besides the performers already mentionad, Langlais, RObsam and Murray also ufiise
rubatd in m.8. Instead of the aite notes falling on the second beat of mm.7 and § Langlaiz’s
e:ff?emeiy subfie rubato emphasised the preceding quaver notes of this iine. 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 characterictic is confirmed by the agogic accentuation accorded
by most of the perfonneré. to the Neapolitan 6th in Franck's Prélude, Fugue et Varation, as well
as to the numerous shifts from majer to minor fonality in the Fantaisie en La. In this fatter work,
as Lueders has reminded us, the tums from mmor to major, and all the more from malor to
mitor, should iake on added significance as they reflect the larger structure. In the Fantaisie en

La, Franck reverses the usual minor-major progiession by concluding the work in the minor.

Measure 17 marks the commencement of the canon. In French recordings of polyphonic musice,

itis customary to use rmitich agogic rubato in order to emphasize specific imitative passages and

voice entries. Lueders has described this approach: |
Franck cannot have failed fo treat the polyphonic fines ... with independent
declamation rather than perfect vertical fgidity. The acousticalreserveir of the
French churches and the liquid feel of Barkerlever action favored (sic) this.
Search for passages with at least two simultaneous medodic phrase structures
(especfally iregular vs. reguiar rhythms), and you will likely discover many
occasions for delicate give-and-take (1990:1°4).

This practice of slightly delaying the entry of each voice was confirmed, especially bétween

mm.28 and 40, in the Alain, Roth, Marchal and Langlais recordings. Except where specifically
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marked by the composer at m.15. and at the enfrance of the third voice at m.29, rubato was
less prevalent in the Demessieux recording of this particular work. This straightforward treatment
of imitative polyphenic material, often assuciated with Marcel Dupré, is a distinguisl'ﬁpg feature
of Demessieux’s style and is confirmed by her treatment of the canonic passages in other works
such as the Prélude, Fugue et Varation and Choral no 2. it was less obvious in her recordings
of the Cantabile.
Sange’s performance, only slightly more flexible than Demessieux’s, was similar to the Munay'
and Stewart recordings. In terms of the non-French recerdings the Ribsam performance was
the most free. Ribsam often prolonged - though only sfightly - the last beat of a measute and
eccasionally aleo treating similarly the second beat of a measurs. Ribsam explained:
| have often tried fo analyze what characterizes French rubato, particulary in
piaying Franck and how it differs from rubato traditions of neighboring countries
e.g9. Gemany, England eic. My finding / impression is that most French
Organists stress a certain amount of'off beat rubato' by which one intentionally
rushes a slight bit into the ofi-beat of a figuration or upbeat, thus gaining
musical time which feals like stretching but is really more like a chaming flare,
quite similar to the accented inflections of the French Language ... the secret
might lie in reasoning favourably with the French tradition in free and
expressive ideas, related to that country's language. | have tried to incorporate
this Knd of interpretive observation in my  recording
(Comrespondence:26/09/1994).
Ribsam's intantions are commendable. His interpretation was the only non-French recording
which consciously attempted to approximate French rubato. Some, however, may argue that his
subato runs counter to the flow of the music, and frustrates the listener. It is worth noting here
that while much ‘off-beat’ rubato was common to all the French recordings presently under

discussion, it was never as predictable as demonsirated in the RObsam recording.

In total contrast, the exploitation of rubato by Guillou was quite unpredictable and offen:
surpfising. Guillow’s interpretation of the Fantaisie was the most unusual and idiosyncratic

recording under discussion. i his freedom Guillou anticipated, retarded, bent and moulded the
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thvthm in his performance far more often than in any other. His free interpretation of the Animez
beaucoup and Refenez markings from mm.57 was stﬁking. After both sets of quavers the
chords o 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 iraditionally applied fo the first beat of the bar to
the second in a quasksyncopated style by giving the second chord in each group a moretenuto’
arliculation. Possibly Guillou was following Toumemire's instructions: “the ‘transition’ very frecly,

& by dramatic and rather quickly” (Smith, 1983:81).

Fantgisie mm.57 - 60 )
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From mm.57 the differences in interpretative slyles became more apparent. Performers who
played these sections more or less ‘in im2’ and which followed the Retenez marking include
those made by Sanger, Roth and Murray. Bate and Alain began the groups of staccato
semiquavers in both sections slowly and proceeded faster. The most exaggersted form of this
technique may be heard in the Langlais and Isoir recordings. The Demessieux recording bridges
the gap between whese two approaches in that she played the Animez beaucoup in ime 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 fo the Dupré
edition which recommends that the passage be played portato and not staccato. Dupré also
altered the composer's teinpo maridngs for the same passage: the original direction ‘Animez
Beaucoup’ (very animated) became siraply ‘Animato’,
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DYNAMICS

The observance of dynamics in this movement is briefly noted in the foliowing discussion.
Demessieux again followed the Dupré edition by :nmitting the dynamic markings for the
expression pedal given in mm.38 and 40, making a crescendo in m.48 ‘instead of the
decrescendo marked by the composer in the second half of the bar, and by recording 8
decrescende iri,lm.ss. Sanger's oraission of the expression pedal markings in mm.38, 40. and
61/62, the wrang note in m.62 and the omission of the sopranio tie over mm.40 and 41 provided
evidence of his réliance on the 1859 Durand ediion. HE performance therefore conflicts with his
article on Franck publishec! inthe Organists’ Review.

New printings are appearing oveér and cver again with mistakss abounding.
you do not have the good fortune to be able o study the autographs, try p!aynng
from the earliest Durand editions (1992:114).

Atthough Sanger, Bate and Isoir winitted the same dynamic markings in mm.39 and 40 as
Demessieux they were not, in fact, following the Dupré edition. Although unmarked in the score,
the Bate recording made a very clear break between the first two beats of the bar in m.37,
crealing a naw phrase from which fo move to the restatement of the opeqing material a few bars

further or. The only other performer to phrase similarly was Lanéais.

The crescendo marking on the finl soprane note in the last measure of the poco lento {m.64) is
not in the autograph manuscript:

Fantaisie mm.63 - 64 f
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In this instaiice the only ediion In agreement with the manuscript is that edited by Dgp'ré;k -
Recordings in agreer,ient with the mantscript include those by Alain, Guillou, Murray and Bate.
Langlais and Stewart effected a crescendo in the middle of the bar betraying reference fo the -
Durand: edition. But athough the omission of the "haimin’ ﬂynamic in m.54 is comect, ﬁuﬁré
omits the fermata marked by the composer on the last soprano note of the saime maasure. His
disragand for fermates is not only evidenced in the folowing (Quasi allegroj movement but also
omitted in the pedsi solos of the Final. For Peeters wrote of Franck's fermatas:

One should not forget that wherever a fermate eccurs, this not only means the

lengthening of the note value but also an additional rest - or breath - before

continuing. The lengthening of the note followed by & rest can be shorter or

lenger, according to the meaning and function of the fermada in the composition.

The remak not {o exaggerate the fermata it some parfs of Franck's

compositions does not mean that thelr significance may be ignhored. A fermata

remains a resting point, although often ¢f relative duration (1971:41).
The least accurate recording of these four measures of the Poco lento was reflected in the Bate
interpretation. The marked crescendo in m.60/61 and the indicated decrescendo in m.52 cannot
be heard. Instead, an unmarked rallentando was made. This slowing down pre-erﬁplaed the
raflentands designated by the com.poser two measures further on; thus, as Smith wamed, the
sffact was diminished (1980/a:56). Thereailer Bate closed 'lhé swell box during the rest in m.63.
In this recrrding the values en the minims in mm.81 and 62 were cut by almost half. Either
Bate's misreading was an attempt to compensate for the ample acoustic or her interpretation of
these measures was unwitingly incorrect. Beauvals Cathedral, as is menfioned on the notes
accompanying this recording, boasts the highest nave in Europe. If the articulation had been
compromised because of the acoustic characteristies, it would be expecied that there would aiso
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 acousiic of Beauvnis Cathedral - resulting from its high nave -
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resumibdes the rea\}erbera!ni ~acoustics of Sainte-Clotide. According fo her afss'umhiian there

should therefore have been be o reason for Bate to cut the note values.

in contrast to Bate's view on thﬁ& acoustic of Sainte-Clotiide, Paul Hale wrote that the acoustic of

Ssirie-Clotide suit contrapuntal music because it s ‘clear and not super-resonant (1990:265)

TEMPO

The great disparity in tempi for the opening of the Fantaisie is reflected in the wide ranges:
approximately 52 croichels per minute in the Alain rémrﬂing to 80 creichets per minute in the
Sanger and Guillcu recordings.

TABLE 4

EANTAISIE Op.16 : POCO LENTO

BEAT : .
CROTCHET m.17 mdl
TOURNEMIRE* | 66 Without dragaing, obviously without rigour
MARCHAL# 60-63 - e
RUPRE+ 76 s
LANGLAIS 76
DEMESSIEUX | 76

- ALAIN _ 52 58 b2
1SOIR 72 84 72
RUBSAM 56 80 58
SANGER 80 88 80
BATE 72 BD 72
GUILLOU 80 88 ‘84
MURRAY 63 &6 60
STEWART &0 68 63
ROTH 58 B89 60
* Tournemire {1981:21)

| # Smith (1983:1980a.57)
+ Dupré (1955)
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The tempo marking suggested by Dupré dous not change within the moverient. Likewise, the
recording by Demessisux remained steady, All the other perfom:efs (especialy lsoir and Roth)
accelerated thelr chusen terpi when the canonlc passage proceeded in m.‘ll"?, and then
decelerated to thelr approximately original speed whgn the opening material netumed in m.41.
This type of tempa uctuation within a singje moverﬁent was common. ft is observed that the

eontinual adjustment of {;.;‘:ﬁpo corresponded to change in the texiure of thé matérial.

ALLEGRETTO CANTANDO

RUBATO

Toumerrire's direction for this section, in which the meledy scored for a tumpet and two flutes,
~ is "very flzxable’ (Toumerire, 1931:21). As he never recorded the work, flesdble’ remains a vague
and m.erely relative tenm, Most of the perfatmers seem to havga attempted to infuse some of this
spirit info their recordings and o have avoided a very ‘straight’ performance. The most obvious
apportunity for rubato is in the saprane melody which starts with a quaver anacrusis.

Thrse methods of treating this line can be distinguished n the recordings. The first inethod,
heard on the Sanger, Bate, Roth, Rilbszam and Guiflou recordings, entai}s a slight pause bn the
. upbeats to the phrases as well as on the ﬁrsi best of ll_m following bars. While successru in
some cases, this effect sometimes results in & predictable rubato {Riitvsam) which disturbs the
musieél ne. OF Ribsam's recording of Bach made in Groningen (1989) ivor Keys haél
remarked:

The fistener has fo cone with a fakly fraquent mannensm of an arficulative

silence between up-heat figures and the beat to which they lead, leading to an

impresslon as if the whole thing was rather an effort, which of course, to a player
of this qualiity, is ohviously not the case (1984:345).
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The most unorthodox performance of this section is heérd, again, in the Guillou recording. The
opening showéd the left hand severely anticipating the melody" which itself was given an agc;git; .
pause before eniering, resulfing in a noliceable " gap between the voices not unlike a \‘
saverely'spiit’ chord. Guillou subjected the rest of the melody to even greater flexible freatment.

The second approach, favoured by Langlais, took less liberty with the melody, making use of a
slight rubato only on the upbeals to ear’ phrase; the subsequent notes were played in time and
with fitle extra emphasis.

The third approach, very similar to the previous method, exhibited even less of the above-
mentioned rubato techniques. t was a more siraightforward method of performance favoured by
isolr, Murray, Stewart and Demessieu, the latier recording being the strictest in this group. Even
in m70 of the Demessieux recording, no spocial emphasis was given to the unulsua!

syncopation present in the right-haind mulody.

On the Sainte-Clotilde organ, Franck's requested diminuendo in mm.72 would have entailed the
player's foot being constantly on the Récit expressif pedal for the recuisite dynamic change to be
achieved. A peifectly legato line would thereforé have been difficult to achieve. Smith believed
that the pedal line therefore had to be: "subtly arficuleted rather than detached’ (1990/a:56). This
sublie articulation was achiéved in all the recordings except in that by Alain, in which a noticeable
break was made. The tie over the soprano A's in m. 99 is om‘stled in the 1859 Durand ediion.
However, al. the performers, even Sanger, included the tin in their recordings, no Idoubi by
analogy with m.90.

In mim.B3 - 86, a two-bar phrase in the Récit melody line is repeated exactly, though with an
accompanimert that shows a slightly altered harmony.
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Fantaisie mim.83 - 91
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The {ollowing advice has beet offered for the peformance of these measures:

Time and time again throughout this delightful exercige in invertible counterpoint
Franck extends a mofivic element by repeating it.. he will ofien vary #
dynamically , but he leaves the riythmic variations to the interpreter. In this
example, the characteristic nucleus [the three notes beginning mm.83 and 85]
are to be piayed with more emphasis the second time. Think of it as though there
were a slight fermata over the motif (Smith, 1990/a:57).

While the advice seems useful, none of the recordings mefiected this rhythmic vaiiation as
suggested by Smith, His suggestions for the following phrase {mm.87 - 90) in the above

example were, however, evident in all excepl the Sanger, Mumay and Robsam recordings.

Smith explained:

The most characteristic element of Franck's works is the expanded phrase in
which the mofif is repeated three times jn an everexpanding range...the tonal
centre is E-flat and it is introduced by an ever-enlarging triad: first from the F
nbove, then A-flat and finally, the climax of the phrase, C. The A-flat 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 Ribsam recordings emphasised the tonat centre of E-flat rather than
the approaching notes. The increasing exploitation of rubato in an expanded phrase is
confirned by Toumemirg’s dod}mentatian of Franck’s treatment of a phrase in the Prélude,
Fugue et Variation:

Those who have not lived in the intimacy of Franck's heart wili have fo rernember

the following advice regarding the interpretation of the expanded phrase which
he so often used in his works. Here is an example ...

£ P S = l

,“'.. : B ¥ .H
s AN

{Toumenmire, 1831:21)

Ther was no discrepartcy among !hé |;érfonnances with regard to the handfing of rubato on the
high notes falling on the first beats i the mm.ies. 187 and 188 which are played by the right
hano. Each performance paused slightly on these notes, which were also given expression-
pedal dynamics. All the recordings corresponded in the way that they strefched the strong beat
of m.187, then moving into the rallentando indicated later in the meastre,

Concerning the articuiation of the voices in mm.83 - 85, the left-hand chords accompany the
melody in a legato manner. A sinilar passage from m. 143 has these accompanying chords
marked staccato, and from m. 172 they are articulated as:

Fantaisie m.172

s

However when they first appear they are marked with no arficulation, and they were played thus

in all except the Alaln, Bate, Guillou 1soir and Murray recordings. tt must be remembeted that, of
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these four performers, Dupré taught Alain, Guiliou and Murray (see Chapter Four). & wo‘uld.
appear therefore they followed their teacher's érﬁcula.*jnn as mark_ed in the Bdmemann'adiﬁon.
Guillow’'s articulation of these chords was an exaggerated form of the phrasing used in the
Langlais recording. Guillou reverted to a quasi-waltz thythm i.e. pausing slighily before the last
quaver tords in each measure. Dupré's articulation of this passage was undoubrtedly based on
an anaiogous comparison: merely transferring tlhe ardcgz!ation of a gimilar passage {m.172) v
mm.83 - 85 using the Durand edition. The danger of this type o4 _ssumption is that, while it can
in some circumstances be most useful and necessary - for exaﬁ‘nple in replacing the omitted slur
in the right hand of m.99 (the corresponding passage being m.0) - it cannot be supported just
by transferred knowledge. In the case of the omitied slur, the assumption made in &l the
recordings is supported in that it was an editorial omission only in the 1859 Durand edition, and
yet present in the autograph and. ali other editions. The greatest risk attached to this assumption
Is that Franck's music, because of its characteristically heavy reliance on limited subject matesial,
is full of slight variances. One need only think of the rhythmic varianceé in the opening passages
of this work. Another example of this Franckian characteristic may be found i 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.66) has the opposite. Bate
also made an unmarked break in thé right hand of m.69 between the Bfiat and the E-lat,

Incidentally, she played an incorrect note in the left hand of m.120.

The right-hand staccates in measure 127 were not observed in the Bate and isoir recordings.
The legato notes in the Aght-hand were played staccato in the Murray recording.

Some discrepancy arises in measure 149 where the manual paits of the Durand editions have a

formata marked over the second beat of the bar. Like the fermaty which was omitted by Dupré

in m.B4, these fermata are again omitted from this adition. The Bate, Ritbsam, Stewart and
112



Guitfou recordings observed no fenmatas at the indicated places, while the Langlais and Murray

recordings showed only a slight pause at this place. The Sanéer, Demessieux, Roth, isoir and . -

Alain recordings 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 section form an essential part

of the expressimﬁess of this slow movemant. In this example ther& is to be found one of the

few instances where Franck used both a crescendo and decrescendo marking on a smglél'émte,
in m.73. This indication was not observed in the Bate, lsoir, Mumay, Stewart, Guillou aﬁd
Demessieux recordings. The pit forte and crescendo markings infroducis the development of
the opening maferial in mim.82 and 162, were not observed in the Bate and Guitiou recordings.
. Trse Demessieux reﬁording heeded the tie in the rght-hand of mm.82 and 162, but neglected to
open the swell box as maﬂ'z;ad. Overall Demessieux's following of the composer's exprassi;.)n'
pedal markings was very emafic in this movement. in her use of dynamics, Demessieux did not
exclusively follow the Durand edition. She seemed to use a combination of both the Duprd and
Duraind editions. |

While baing quite inaccurate in their following of the dyramic indications in this section, the
Langlais and Guillou nerformances nevertheless merit atiention. The influence of Langlals on
Guilou's interpretation is likely for they both utilised echo effects in the last page of this sectién.
Guillou made use of registration changes to achieve this dynamic contrast, Langlais utilized the
expression pedal. After mm.172 173, the pedal was quickly closed in order that mm.174-175

shouid become softer. Similaily mm, 176 - 177 were dynamically contrasted with mm. 178 -179.

113



TENMPO .

i

TABLE 5.
FANTAISIE Op.16 : ALLEGRETTO CANTANDC
BEAT .
CROYCHEY mi0t mi12 m117
TOURNEMIRE* | 76, Vety Fiexible '
MARCHAL# 80
DUPRE+ - 69
LANGLAIS # 72 -
LANGLAIS 66 75 66 96 72 (m.123)
DEMESSIEUX [ 72 _
ALAIN £58-63
ISOIR 63 86
RUBSAM 48 - 50
SANGER 72 _
BATE 63-86_ ] -
GUILLOU 54 58 (m.71) 89 80 £8 (m.154)
MURRAY © 83 69 - 60 €3 60 (m.163) | -
STEWART 86
ROTH 83
*Tournemira (1931:21} -
# Smith (1290a:56)
+ Dupre (1955)

Tempo variations in this section ranged from 48 to 80 ¢.

4s per minute in the Ribsam and .

Marchal recordings respectively, with most of the reco: _ - measured in the region of 60 - 72

beats per minute. Again, as may be seen above, ceiiain set__:tions of this movement were faken

faster than earier material; The first c!iscrqpancy exhibited in the Langlais, Iscir, Murray and

Guillou recordings occurs in measure 101. At this bar, & manual change is made by the right

hand from the Récit to the Grand-Orgue and material originally used as accompaniment fo the

opening therme of this movemnent is played on this manual. The Murray and Isolr accelerations

were slight but the Guillou and Langlais mmfding's showed much greater variation, ¢t former

recording having already moved through a tempo change at m.71. Having spested up in

m.101, the recordings {except that by Isoir) then showed a deceleration from mm.112 fo 118

when the leaping staccato chnrds occurred. Muray and Langlais acoelerated again at the end
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of m117, bt did not decelerate for the retumn of the staccato chords in m.129. Guillou

decslerated 2t the ‘a Tempo' marking at m.154 whereas Murray decelerated only at m.163.

QUAS! LENTO

Analogous with mm.57 - 60 in the Poco lento, this passagé was played with increased ficxibility
by all except Stewart and Murrsy. Atthough the term Fantasia’ is not given here by the
composer, the material is dramatic. it was also treated in much the same manner as the
‘Largamente con fantasia' of Choral na 2 with tempo fluctuations, increased agogic ariculatons
delaying the entry of the voices and with the rhythmic enlargemerit of the highest notes in the

phrase.

As quoted by Smith, Toumemire's directions for this section are: 'Simply, stressing the big
chords’ (1983;81). In 'lllé Sanger, Roth, Rilbsam, Langlais and Demessieux recorndings, the
agogic pauses employed before the chords in mm.192, 195, 198, 200 and 201 succeeded in
effecting this stress. In complete contrast to her perforniances of the preceding quieter sections,
Demessieux made the most extensive use of rubato in this section, Guiﬂod. in his reconding,
paused only before the chord in m.198. The strictest inferpretation of this sedtion was the Alain
recording which betrayed ne agogic accentuation before the big chords. The Stewart recording,
although similar, moved into all the big chords with a semi-legato articulation. The lsoir and
Demessieux recordings double-dotted the rhythims sfightly in this section, no doubt in an attempt
o add drama . effect.

The composser's markings for the expression-pedal have a greater ability to enhance this drama
and highlight the harmenic impact of the: big chords, especially in measures.'!ss and 201. The
diminuendo marked in the latter messure creates a sense of expectation fuliiled by the pe.al
golo. There was general agreement that a pause on the Afiat 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 "
TABLE 6. EANTAISIE Op. 18 : QUASILENTO

BEAT :
CROTCHET X _
TOURNEMIRE* | Simply, stressing the big chords
MARCHAL# 76
DUPRE+ 63
LANGLAIS 66
DEMESSIEUX | 56
ALAIN &0
1SQIR 52
RUBSAM 52
SANGER 69
BATE - | 68
GLUILLOU 50
MURRAY G0
STEWART 150

1ROTH 86
*Tourmnemire {1931:21)
# Smith {1890a:56)
+ Dupré (1955)

Tempo chagen by the performers for this section ranged from the Stewart to the Marchal
recording m&asured at 50 to 76 crotchets per minute respectively. The Marchal recording had
by far the fastest {empo when measured against the other recordings, most of wh_iﬁh were in the
50's and 60’s.

ADAGIO

it is a characteristic of most 19th-century texts that deceleration markings such as rallentando
appear 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 fo
decide whether any phrase merits a slight deceleration, Such an example may be found in

mm.212 - 214 where 2 rallentando was employed by afl the performers in an attempt to mairk
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the end of the first theme and at the same time show the hegi'nn_ing of its development. Some
resordings made more of the singi;gg fing in the tenor part, aspecially the tener G in m.213.
When this tenor line reappears, it is m the soprano of m.244, and again it was given emphasis,
this ime also because it marks the end of a section and the beginning of a short coda. Langiais
applied an_-'exaggerated rubato on the soprano C of m.242, pausing long enough on it to

augment significantly its notational valudi:'-,Roth tiad the soprano G's acress mm.211 and 212,

The Guiliou recording continued to bend and mould the thythm in this section far more

noticaably than any other perfonnar:!{iagain the right hand fell behind the left hand at the opering

of phrases. The Rilbsam recording éga‘in made obvious use of his ‘off-beat’ rubato theory, often

leaning on the last note of the measure.

Measures 217 and 2118 of the autograph contain a tie over the E-flat in the Iei’t hand. This tie is
not printed in the 1959 Durand edition, It was impossile 1o hear the various performers’
arficulations of this measure as they were obscured by a full harmony. it is assumed that, as the
left hand is, at this étaga, merely a duplication of the pedai (in which the tie is printed), the same
articutation would have applied.

Most of the performanice differznces came from the exploitation of the expression pedal. An
cmission in the 1959 Durand edition of e dynamic marking in measure 218 and in the Dupré
of the markings in both mm. 217 and 218 may be observed. Performers not making this
dynamic change, or whose recording renders it inaudible, included Bate, Roth, Murray, Ribsarm,
Alain and Guiliow. This measure 18 vety similar o m.210, in which the dynamic change is
marked. Even if the performers were working from ari incomect score, an analogous comparison

between the measure would have revealed the inaccuracy.

117



The Alain, Sanger, Roth, Isoir and Ribsam recordings adhered more or less {o the text Others
fig Langlais, Demessleux, Bate, Murray, Stewart and Guilou ignored most of the indicated
markings and inserted unmarked dynamic changss. Most of the performérs gave extra
emphasis to the dynamic markings in mm.209 - 212 by Ieétn‘ing slightly on the third beats of -
mm.208 and 210 as well as on the first beat of m.212. Langlais, Marchal, Demessieux and
Guillou made an unmarked diminuendo on the suspension in the last bar. Guillow's was the

most exaggerated.

TEMFOQ

TABLE 7,

EANTAISIE Op.16 : ADAGIO

BEAT
QUAVER

TOURNEMIRE* | The concluding, infinitely cali Adagio rejects metronomic rhylhrn lhank
God! Retrospection, contamplation - that is the Adagio.

MARCHAL#
DUPRE+
LANGLAIS
DEMESSIEUX
ALAIN

1ISOIR
RUBSAM
SANGER
BATE
GUILLOU
MURRAY
STEWART
ROTH

* Tournemire {1831:29)
# Smith (1590a:58)
+ Dupré {1955)

- B9 {m222) - 63(m226) - 5£8(m237)
- 54 {m.214)

SRS G BIRIGIS & XINIE
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in the Adagio secfion most of the performers setled for 54 or 58 quavers per minute with the
most marked differences found in the slow Alain reconding (42 quavers per minute), and the
Guillou recording which veached the fastest 2mpo for this section: 69 quavers per minute at:
m.222. Other than the Guillou recording, most of the pefurmances adhered mora or lzss to their

opening tempi.

CONCLUSICN

There was no discrepancy 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 theorefical controversy surrounding the repetition or non-
repetliion of a sustained note when a note of shorter value reaches unison with it, ali the
recorded performances favoured the breaking of the sustained note in order to accommodate
the shotter note; in doing so, they adhered fo the Guimant and Vieme tradiion. The only
unorthodox recording of this section is the Bate interpretation: she seemed to hold the sustained
ncte even when the lower notes reached a unison piich with it, but then interrupted this voice in

an unnecessary and unmarked place i.e. between mm.124 and 125.

Specific ariculations notated by the composer, such as those from mm.83 fo 85 and 111 to 115
were consistently ianored by Guillou and Bate. Murray and Isoir were slightly more consistent in
their articulation.

Prédiciably, the handling of rubato vared with each recording. However, certain comman
characterisfics were discemible. The perforrners were like-minded in their approach to the
contrapuntal section from mm. 17 ta 40; they all - with the possible exception of Demessieux -
emphasised, to a greater or lesser degree, the entties of the various voices by anticipating each
entry with a sfight hiatus.
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The appiication of rubalo on the highest notes of phrases stch as those from mm:70 {o 79, 87
fo 89, 186 o 188, 203 (pedal) and 204 to 212 was common to all except the Demessieux

I

recording. _ : __
A ritardando was frequently applied to the ends of phrases, even when unmarked by the
composer. The orf‘giﬁai tempo was then resumed atthe baginning of ihe next phrase. |

The more dramatic passages in the work, particularly those from mm.57 to 60 anc. 190 fo 205,

were played with flexibifty by all excént Stewart and Murray.

Concerning the ocbservance of expressmn pedal Indications, it i apparent that the Alain, Roth,

Sanger and Riksam recom’}'r*s are the-most faithful to the score. The Murray and Stewart
recordings are slightly less exact, while those -, Langlais, Bate, Demessieux, axd Gunllau

displayed a greater degree of subjectivity.
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CHAPTER SEVEN

CANTABILE

This one-movermant Cantabiie feéMres a beautifu! melody that must be played on the Récit witl

a typicai sulo combination: foundations, Hautbois and Trompette. it is, as its name suggests, a
lyrical and fiowing work described by Toumnemire as one of Franck’s finest masterpieces

{1931:25).

The Gantabile, comp?sted on 17 September 1878 as part of the Trols Piéces, shows a gap of
fifteen years between it and the Six Piéces. The new and 28 yet unpublished work was
performed for the: fsrst tirties on 4 October 1878 for the 14th Séance de [Orgue in the Saties das
Fétes of the Tmcédém. His Réital alsv included the Fantaisie en La, the Grande Piéce
gymphonique, the Piéce héroique and two improvisaﬁons {Smith, 1983:18).

It has been estabiished that, white the manuscripts bearing the otiginal registrations for the four-
manual Trocadéro organ are extént {they mmé t light in 1984), only the first edition of the Trois
Fidces edited ﬁy the composer for a three~ménua! organ are in existence, Therefore,
pesrformers have a choice: o perform the works either as originally conceived or as edited for
publication. These options are described in the following discussion. Quite understandably, the
version most often performed is the more freely available published edition. Only Daniel Roth
chose the former option. Thus his registratiorial requirements were different from those of the
other performers. Roth’s performance of this work is discussed with ré.ference to the autograph
manuscript No.20151{2) held in the Biblictheue Nationafe, Paris.
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THE REGISTRATION FOR THE TROCADERO ORGAN

As the Trois Piécss had yat 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 adition. Additional régistratian directions appear 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
i both black and grean peneil. Kaunzinger assumes that ‘since the manuscript also had fewer
dynamic markings and siurs and contained no entries for the music engraver, another setting of
the work must have existed which has subseguently been lost’ (1890:56).

ILLUSTRATION 6. THE REGISTRATION ON THE AUTOGRAPH MANUSCRIFT 0!- THE
' GANTABILE FOR A FOUR-MANUAL ORGAN ' '
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The registration on the manuscript copy of the Cantabile from which Franck performed on: the

Trocadéro organ is printed befow, The stops enclosed within the square brackets are those

which Franck selected on the Trocadéro organ.

NON TROPPO LENTO

Solo: Diapason &, Fllite hanmonique 8 [Diapason &', Flite harmon'que 87

Récit: Fonds 8', Hauthois, Trompette [Fltte hammonique 8, Cor de rait 8, Vicle
o gamba &, Hautbois 8', Trompatte 81

Positif: Salicional 8', Fiite 8 [Salicional &', Flite harmonigue 8%
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Grand-Orgue: Filte harmonique 8, Bourdon 8 [FI(te harmonigue 8', Bourdon 87

Pédale: Sous-basse 16", Contrebasse 1€, Flite &', Bourdon 8' [Sous-basse,
Contrebasse 18°, Grosse fiute &, Bourdon 8

Récit au Positif [Récit coupled lo Positif] '

At wm. 8-7, 25-26, 30-31: Accouplez Pos. auit Pédale [couple Positifto F - "al]
At m 43: Monfre G.0. [+ Grand-Orgue Monire 87
Accouplex Pos au G.0. [couple Positif to Grand Orgue]
At m.45: Tirasse G.O [couple Grand-Orgue to Pédale]
At m.50: Otez fremblant [remove the Réci tremttant] -
Otez I'accoupla Pes o 6.0 [remove Positif to Grand-Orgue]
At m.65: Tremblant fadd the Réck tremulant]
Otez Montre G.O. [remove Grand-Orgue Montre 87
Otez tirasse G.0. [remove Grand-Orgus to Pédale]
At m.74; Ctexr anches Récit [remove Récit Trompetie 81
Otz Fltts 8' G.0. [rermove Grand-Orgue Filite 8)
At m.78: Otexz Hautbois Récit fremove Récit Hautbols 8
At m.82: Fllite 8’ G.0. [add Grand-Orgue Flite 87

As noted in Chapter Five, Roth chose to record on three different instruments. However, the
exact reasqhs for his recording the '_(;_a_u_t_agig and Piéce hérolijue on the organ &t Saint-Brieuc,
while using :l_'the organ at 5aint Sulpice for the Fantuisie en [a, are unciear. The organ &t Sainte-
Brieuc is & I:'estnrad original Cavailé-Coll dating from the period of the composition of the Pidce’
pour Grandigmy;g (1854) i.é. twenty—fnixr years prior fo the compositinn of the Cantzbie in 1878,

It is much amailer than the celebrated Trocadéro organ. Even though the Cantabile uses only

the strings, fues ‘I_and nne r.:f Franck's characteristic Récit combinations, the organ at Sairt-
Brieuc is lacking m« particuiar stops essential to this work, namely: a Cor de nuit 8' on the Récit; a
Sousbasse 16 and a Bourdm}n 8" on the Pédale. The fourth manual {Salo) is also missing, and
Roth would have lad to 1se the Grand-Orgue as a substitute, altemately drawing and refiring
the Monire & for the chordz: sentions,

Franck, in his 'i’egist'mﬁon for ihe Trocadéro organ, coupled the Positif manual to the pedal at
mm.6-7, 25—26‘._ andl 30-31. By increasing the pedal velume in these phrases, Franck surely

wished to draw atiention to the pedal's anticipstion of the solo Récit melody which begins later in
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m.3. Wheneﬁér this theme returned to the ménuals, Franck removed the pedal coupler. Roth
follows these indications.

Roth chose not o employ the trre;ﬂu_lant for tj}e solo stops even though, for the premiere of the
Cantabile, Franck used the tremulant. for t:nst entire pieqe eicept for the cano’ﬁ between mm.51
and 65. Apart from the tremuant, Roth followed the segistration marx;r{ps; including the
passages démaﬁdiﬂg Grand-Orgue to Pédéle coupler mentioned above, until m?4 Here he did
not remove the Anches of the Réct, in mﬁs case the Trompette, o the Fidte hianﬁanique of the
Crand-Orgue. At m.78 Roth retained the Récit Hautbols but removed the Tmmpaﬂe At m.82
the Grand-Osrgua Fldle 8 was not addeml In this last sechon therefore, he was adophng the
registrations given in the printed edmon of the work (Cunaspnndand,a 14!0'111995) Reth’s

reasons, for this change of text are not imentioned in his ascompanying nc-téis However. if
Frantk was compellad tm conclude the wqu on soft flue stops because the Troclidém Hautbois
did not compare favuumbly with its quie'ier counterpart at S&inte-C[otﬂde Rath's alternative
reglstmiufm is Ingical. the Hautbois on the_!_mgan at Sainfe-Brieuc is similar to that at Sainte-
Clotide. : : " o
Ifthe Tracadéro Hautbois and Trompette w.a:i;'a indeed stronger than their counterpaits at Sainte-
Clotilde, sach was obviously tapable of aijustailning a solo melody, such as found in_-al't.he
CGantablie, on its own, Bui as verified in the Tﬁacadi_éro manscript hjé insisted on the same Réctt
combination. This confirms the theory put forward in Chapter Three: Franck’s call for the Réc:t
coibination was dnly pariially based on the size of the Récit division at Sainte-Clotiide an&_

indicated rather his (vefersnca for the specific Récit tone-colour corbination, This view is.

confirmed by Sanger, Alain and Roth.
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Marchal's albeit inconsiztent use of his "equivalence theery’ might aiso éxplain why he moved fo
the Vioix céleste at m.87, choosing not to donciude the work on the Hautbois at Saint-Eustache.
It does rint, however, explain why Toumeniire, playing at Sainte-Clotilde, should have shifted fo

the Voix humaine at 1n.86.

THE PUBLISHED REGISTRATION

“The model registration of the one-movement Cantabile for three-manual organ as pn. ‘ed in the

earfiest Durand edition is as follows:

NON TROPEO LENTO

Récit: Jeux de fonds de 8 pieds, Hautbois, Trompette [Fi(ite harmonique &',
: Bourdon 8, Gambe &, Basson-hautbois 8', Trompett2 harmonique 87
Positif: - Jaux de flute et Bourdon de 8 pieds [Flit? harmonique 8', Bourdon 87]

Grand-Orgup: Jeux de tiute, Bourdon, Gambe et Montre de 8 pieds jFilite harmonique -
8, Bourdon 8'; Gambe &', Montre 8]
Pédale: Jeux de fonds da 8 et 16 piads [Contrebasse 16°, Basse 8
Claviers séparés [all manuals unsoupled]
Tirasses du Positif [couple Pesitif to Pédale]
At m.43: accouplez le Récii au Positit jeoupie the Récit and Positif manuals]
At m.52: mettez [e tirasse du G.O. [couple the Grand-Orgue fo the Pédale]
At m.65: otez la firasse du G.O. Juncouple the Grand-Orgue to Pédale]
At m.78: tez la romp. du Récit [remove the Récit Trompette haimonique]
Franck chose not to add the Positif to Pédale coupler in the printed edition. Smith postulategs
that Franck must have felt that the Pédale and Pesitif stops sufficiently balanced the Grand-
Orgue, and that this registration did not merit the addifion of the Grand-Orgue pedal coupler
{1980M:51). The strength of the Pédale and Positif padal stops of the organ at Sainte-Clotilde is

thus confirmed,

i has been established that Franck specifically requested that the Cantabile's Récit cambination

should include foundations, Hautbois and Trompetie. By indicating that the opening Récit
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melody be played on a solo Trompette accompanied by the Positif Fiite 8, Dupré ignored the
Fonds 8 and the Hautbois from the Récit and the Bourdon 8' from the Positif, Simitarly, Murray
and Guiliou preferrad a solo Trompette harmonique for the Récit melody. Langlais also selected
a solo Trompette on the Réit for the first section but from m.65 preferred a solo Hautbois, He
the. removed the Hautbois at m78 and added the Trompette - in defiance of Franci’s
instructions. At .78 Marchail retired the sclo Trompette he diew for the opening melody and
replaced it with the Récit Hauthois 8.

Tournemire, on the other hand, prefered a solo Hauthols for the entire Récit imelody. He also
refrained frem coupling the Positif to the Pédale from the beginning of the work; thus at m.43
the Récit stops are not coupled through to the Pédale by means of the Récit to Positif coupler.

in the notes supplied with her recording, Alain’s registration is documented as: Dulciana &,
Bourdon &, Hauitbois &', Trbmpétﬁa 8. The ‘Duiciana 8" stop cannot be comrect as this stop does
not exist or the Récit cf the organ at Saint-Francois-de-Sales. It should possibly have been a
Gambe &' because, if one compares her choice of stops in the Fantaisie for the same
registration iﬁdiﬁﬁon. she chose a Bourdon 8 and Gambe 8'. Alain again neglected to inciude
the Ré-it Fitte harmonique 8' in the op~ning Rédit combination. The pedal section wias also

augrented with a Sousbasse 16 and Violoncelle 8, similar to the Fantaisie.

The lack of a Gamho 8 cn the Grand—O;gL_xe of the organ at Saint-Croix changed the opening
timbre of the Isoir recording quite considerably, 2specially in comparison w:th the heavy string
tone of the Dernassieux recording. Much like Isoir, Sanger was also restricted by the organ on
which he chose to perform. Although the necessary stops for the Récit melody were available,

problems with the wind supply prevented the Hautbols from being drawn in combination with the
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Trompette (Correspondence:14/14/ 84). However, the presence of the foundation slops
including a Gambe 8 added a fullness of imbre, “

Athough Guilou followed the Trocadére indications for the Positif o Fédale coupler L., at mm.4-
2, 8-7, 25-26 and 30-21, he occasionally followed the Durand edifion for the manual changes.
He selacted a strg accompadiment f. the solo Récit Trompette instead of flutes, and uiitized a
strong flute from mm.37 to 41 to compensate for the lack of expression. From m.43 Guillou
played the left hand on a Montre 8. At m.51 he axchanged manuals and the left hand was
hardly audible as a result. The overali dynamic of this measure was much louder than the
indicated piano marked by the composer. Guillou added a reed fo the pedal at m.52 for its fugal
entry, removing # between mm.62 and 63,

On the second beat of m.87 Franck introduced a sudden second voica in the solo melody, in the
next measure adding another voice to this line,

Cantabie mm.g5 - 89

R — S & e

Tournemire changed the right hand ragjistration to the Voix humaine at the second beat of m.26.
Marchal changed to the Voix céleste on the second quaver note of m.87. Demessieuxt and

127



Sanger also chose to maintain the indepe: “area of the solo fne but, unitke Tourmnenire and
Marchal, kept the sight hand solo melody on the lautbois stop while playing all the underlying
parts on the Posiif. All the other performers, including Langlais, performed these last two

rneasures exactly as writton.

PHRASING. RUBATO AND TEMP) .

After a two-bar introdhsction on ihe Grand-Orgue, the Récit melody slowly unfolds in the sopranc
register, each phrase punciuated bﬂy shot episodes on the Grand-Orgue. While most |
performers maintained a steady pace for these alternating passages, Bate, Stewart, Langlais,
Riibsam and Guilou preferred a fresr approach. Tha first fout of these tendéd to play the Grand-
Orgue sactions more slowly than those written for the Récit. The Guillou recording produced the

opposite: the Grand-Orgue passages wer 1 accelerated.

In @ manner applied to the Fantaisie, all the performers slowed down at the end of most phrases

- gven thotgh unmarked as such by the composer - and then resumed the original tempo at the
baginning of the next phrase. In the Cantabile this parformance trait was more noticeable
because it occurred at the end of every mstodic phrase. Although Frenck marked only a
diminuendo or decrescendo at these points, they were uniformly interpreted as rallentandos. in
the Tournemire, Langlais, Marchal, Demessieux, Alain, Roth, lsoir, Rilbsam and Guiliou

recordings, these rallentandos were more exaggerated.

The most noticeable characteristic of the Récit melody is the ascending tean of a minor seventh.
Smith emphasised the imporiance of comectly phraging this interval in each of the five times i
occurs (1990/h:51). Using the first Durand edition, ha n~ted thet in mm.2 and 33 {left hand) the

interval fails in the middle of the phrase. However, in mm.58, 59 {pedal) and 60, the notes of the
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interval constitute the end of one phrase and the beginning of the next. Smith reminded the
player to be aware of these diffe.. _ ?_lfasings, and noted how Charles Tourmemire phrased

them identically by Hting before the upper nots each iime it occurred (ibid),

Langlais’s phrasing of the intervals in mm.12 to 15 was similar to Toumemira‘s in that it was
periectly legato. But whils Toumemire's phrasing of the leaping interval in mm.9 and 33 was
markedly detached, Langlais's was only semi-legato. The lack of c!ear articulation of the interval
in the pedal at m.58 was observed in the Ribsam, Bate and Guillou recordings. Despite Smiti's
comment on Tournemirs’s arliculation of these measures, his pedal articulation of the interval
was much less defined than his articulation on the manuals. The pedal intervsl could even be
considereg!' legato.

The mbéio applied fo the leaping seventh intervals varied. in m.9 tﬁe interval-was played in time
but the perfohnefs lingered on the first quaver of 1.10. In mm.12 to 13 they all (with the
exception of Bate) held the lower note of the interval slighfly longer than written and then paused
on the higher note. The seventh between mm.14 and 15 was given even more rubato from aff
except Bate and Stewart. This prolonged treatrent of a repeated phrase was characteristic of

most of the recordings.

Another example of this type of rubato may be found in mm.16 to 19 where the right hand in
mm.18/19 is a repetition of mm. 16117,
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Cantabile mm. 18~ 19
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‘The omamentai notes found in the alto and soprano lines of the repeat were given more flexible
treatment by Roth, Marchal, Demessieux, isoir and Guillou, especially the G ddubl&sharp inthe
right hand of'm.18; its value was noticeably augmented. In a similar passage from mm.85 to 68,
Alain gévé the repeat - section: more rubato, having previously dore the opposite. The éther
perférmers treated the material from mm.65 fo 68 in much the same way as they played mm.16
tn 19.

Smith's instruction that ‘the thind beat of m.19, a repetiion of m.17, wil be played
fentto’(1990/h:51) seems valid, yet the use of nebato in mm.17 and 19 in the recordings v&ﬁed
quite considerably. Alain, Toumemire and Guillou preferred to stretch the values of the quavers
of the second beats, Demessieux and Isoir emphasised both the second and third beats.
Langlais, Roth, Marchal, Bate and Stewart played the quavers of the third beats (also the
highest noles in the phrase) as though they were marked tenuto’. In mm.66 and 68, Guiliou
preferred, this time, to emphasise both the second and the third beats, and Demessieux

conceritrated more on the third beat. Thé 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 different ways of reafising mm.20 to 22 and
mm. 69 to 71. Smith suggssted that'the passage continues .w'rlh an accelerando through
mm.20-22'(1990M:51) but fumished no suppoit for his assumpfion. Leupokl, however,
considerad that it was natural for the Romanikes to accelerale when a passage is ascending.
The reverse was then applicable when a descending fine ocourred. These frails were
exaggerated when dynamic markings were also present (1988:379). This was confirred in the
Guillou, Bate and Rubsam recorr ags which demonstrated a marked aceeleration from rom.20
to 22 and mm.68 to 71. Toumemire, Roth, Langlaie and isoir alsc accelerated slightly, with
Towrnemire and lsoir anticipating the second beats. However, the Aksin, Marchal, Sanger,
Mumay and Stewart recordings preferred to build the fersion by slowing this section down,
Overall, it may be dedﬁced that for these measures the perormers’ tempo differences were

considerabie.

Apart from the exploitation of fempo, most of the performers chose {o heighten the tension of
this paszage by lengthening the first quaven: of the sscond beats from mm.20 to 22 and mm.69
to 71. Only Bale, Stewart and Rilbsam prefei ved to linger on the third beats, while Murray made
no differenfistion at all. There was, however, no. disagreement conceming the use of a
noticeable rubato on the Jast two notes of both mm.23 and 73. This rubato was especially
obvious in the Alain, Roth, Marchal, Langlals, Demessieux, Isoir, Rilbsam, Bate and Guillou

recordings.

The saction discussed above leads directly into the most dramatic section of the Cantabile,
namely mm.43 {o 50. In & manner similar to the previous section, the Bate, Ritbsam and Guillou
recondings revealed a distinct accelerando in these measures, as did Langlais. Alain,
Tournemire, Roth, Marchal, Isuir accelerated only sfightly, while Sanger, Stewart, Murray and
Demessievx made no iempo 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 Dupré, Duruﬂe and Langiais - for | f\.ﬂd passages wrlh _
large chords (Jaguet,1578:38). The clear arhcu[auon, by Demessieux and T - memire, of the
right-hand chords in mm.48 tn 50 and the latter’s affitude {o the chords in the last measure of the
Choral no 3 {which, he said, should be detached) confirmis this approach (1931:35). All other )

performances of these measues Mm treated legato.

The contrapuntal section which follows was petformed by all in such a manner that the various
parts were easily discemibls, As in the case of the contrapuntal section in the Fantaisie, the
entries of the various voices were emphasized with a very sfight delay, the only exception being
the accasional lack of pedal articutation in m.59 (as previously mentioned).

The Trocadéro manuscript - unlike the first edition - contains no phrase markings. Because the
procf copy of the Cantabiie, like those for the rest of the Trois F'iéces. has not survived, the first
edition is valuable in estabiishing the odmposer's irtentions. Although implementing the
Trocadéro repistration, Roth followed the phrasings found in the first edition. In this edition, the
phrése markings given to the ieft hand in mm.8-24 seem o divide the music into short one- or
two-raeasure phrases. Taken literally, there should, for example, be a break between all the left-
band notes (apart from the tied F-sharp) b_etwéen mm.8 and 9@ and similady in all ihe other
measures. These constitute the 'unnecessary ties snenfioned by Dupré, which he omitied in his
edition. Likewise, although not performing from the Dupté edition, all the performers (except
Stewart) played these phiases for the left hand in a smooth and legato manner.
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Sirmilar phrasmg for the left hand occurs-from mm32 fo 60 However, whn!e mm.32 o 38 were
porase ._ ten by all except Toumemire Demessieux, Ribsam and Guillow, the phrasmgs
from mim.42 to 60 were upiformly ignored. -
in the area of phrasing, the arficle by Craighead and Godding, which compares the early and

4959 Durand editions, notes three Instances in the Cantabile where they feel the ties marked in

the 1958 Durand edition are comect even though they do not appear in the earlier edifion. These -
occur st mm.21-22, 57 and 63. The fie botween beafs w0 and three in the left hand of m57 is
inissing fro'ﬁln the first Durand edition but is present in the manuscript,; it also apnears in the 1959
edition. At al! aimilar instanices in the lefi-hand counterpoint a tie has bﬁen written. in the Dupré

and Urtext: editions the fie is also marked.

The tying of common notes in the Cantabile is not consistently marked in any edition. For
example, thi: soprano note of the fourth beats of mMm.61 and 83 should be tied to the aito voice
of the first beats of mm 63 and 64. |

Cantzbile mm.61-64
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Although it was often difficult tt: asceriain whether common notes were perfectly tied, one can

conhclude that, in the main, there was unanimity.

There were two discrepaiicies in the performers’ phrasings between mm.78 and 84. The first
oceurred in Tournentirs’s record}ng of the ripht-hand part between mm.78 and 81. He was the
only performer fo effect a break betwesn mm.78 and 78 as well as betwaen mm.79 and 80. in
so doing, he created in each of tﬁ'e two mieasures a saparate, unmarked phrase. it is of inferest
o note that, while the manusetipt end first Durand edition lack phrasings in these measuras, the
Durand edition published in 1859 in fact provides them.

The second phrasing discrepancy mé}y be heard in the right hand of mm,82 and 84. Stewat and
Isoir phrased the melody exactly as rmarked in both measures, while Tourmnemire ignored both,
The remainder phrased either one or the other. The Dupné edition omits most uf what he fermed

‘'unnecessary slurs' such as those found'in the left haind of m.8 and brween mm.12 and 20,

Recourse to the expression pedal in this work, as v . all of Franck’s compositions, is infegral to
its identity. Franck began each new phrase on the Récit etther mfF or £ and then ended with a
timinuendo. Smith has written:

The imporiance of faithful observation of the dynamiic marks was pointed out by Louis
Vierng (Mes Souvenirs [Paris:Les Amis de FOrgue, 1970] p.26) In his description of
hearing Eugene Gigout play the Cantabile at Franck's funeral: ‘Ut.bearable distress
seized us when, at the offertory, we heard coming from the: loft of the great organ the
maitre's own Cantabile, piayed too fst and without expression’ (1950/h:51).

Overall, the dynamic markings in the Cantabile were most accurately executed by Afain and

Roth. The Marchal, Dernessieux and Sanger recordings were only slightly less exact, The

dynamics in the Stewart and Murray recordings were very sublle, sometimes almost inaudible.

Although a diminuendo is marked at the climax of the section in m.49, it was not audible in the
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Sanger, Isoir, Ribsam and Bate recordings. Langlais made an unusual dynamic change
between mm.55 and 64. His uhmarked crescendo began in ram.55 and 56. However, just
before the climax at the first beat of m.62 (marked ﬂi. he closed the swell box. The same
contrast was effected in the sequence. |

Both Toumemire's and Guillou's perormances in femis of dynarics may be considéred as the
least ancurate. Although Smith notes that Toumemire closed the swell box at m.24, it seems that
the first diminuendo comes only at m.iz‘ in preparation for the Récit to Positif manual coupler at
m.43. The box was opened siightly 2t m.67 and was kept open at m88. Instead of closing the
box at m.68, Tournemire increased the dynamic through mm.68 and 68. He ignored the
dynaimics marked in mm.73, 77, 84 and 85. Tournemire's lack of accuracy in this regard could
possibly be due fo his choice of registration. As discussed above, the soﬂ-epeal&ng stops drawn
for the solo melody would have lirited the dynamic range aveilable from the expression padal,

In & similar manner, Guilou's cholce of registration limited his use of the expression pedal, with
the resulting dynamic inaccuracies. From mm.27 to 42 Gulllou played the Réct melody on an
uncoupled and unenclosed manual, playing the accompaniment on the Réct. When the
expression pedal was used, it therefore affected only the accompaniment. He \.fas the only
performer to make unmarked dynamic changes in the last two measures, coricluding the work

with a diminuando.

TEMPO .

As illustrated in Table 8, mm.43 to 50 were naticeably accelerated in tha Langlais, Bate,
Rilbsam and Guillou recordings, At the subsequent ‘molto sostenute’ marking &t m.51 the first
three performers slowed down, but Guillou set a cdnsiderab!y faster pace for the ensuing canon.

Although the Tourmemire, Demessieux, Alain,  * - and Stewar recordings did not set an
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accalerated pacs for mim.43 to 50, ther too slowed down at the ‘m:fJIto sostenuto’ indication.

Only Marchal, Alain, Isolr, Murray and Roih kept thelr approximate opeﬂhg tempos.

TABLE 8
GANTABILE : NON TROPPO LENTC

BEAT: -

CROTCHET md3d m5t me5 m78
TOURNEMIRE~ | 76 . €3

TOURNEMIRE* | 69 e
MARCHAL 58 B0 52
MARCHAL® 158 -

DUPRE+ 169 _

LANGLAIS 69 - 80 - &8 _
DEMESSIEUX | 63 56 80 63
ALAIN 1 66 ' - 54 (m.61) 48 (m.81) -
ISOIR 158 ) 56
RUBSAM 176 83 80 76
SANGER i 88 . 12 69 66
BATE 72-80(m27y 84 £9

GUILLOM 172 20 B8 69 58
MURRAY .| 66 60 (m.74)
STEWART 169 72 (m.35) 89

| ROTH 163 et

* Tournemira {(1631:21)

# Smith (1990h:51)

+ Dupra (1855) _

~ Tournemire's recording, Polydor 1830

The indication Largameﬁfa was written very faintly above m.51 in the autograph manuscript.
This marking was not observed in the manuscript-based Roth recording. It escaped mention
also in the writings of Leupold, Jaquet-Langlais and Smith, possibly because it was partially
concealed by a set of regisiration instructions writtert in heavy blue pencil. it is assumed that

Franck followed this marking in his perfernance on the Trocadéro organ, and laier substitutad
the ‘molto sostentito’ indication for the published version.
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CONCLUSION

The legato touch was slandard in all the performances and notes common to adjacent voices,

although somr JAimes indistinet, were usually tied.

The common characteristic rubato festures of this work induded the frequent application by all
performers of a ritardando at the ends of ﬁhrases, even when unmarked as such by the
comj.oser. Thé original terpe was then resumed at the beginning of the nest phrase. The
performances by Sanger, Murray and Stewart revealed less ritardando towards the ends of

phrases in comparisoi with ihe other recordings.

As in the Fantaisle, the voice entries in the canonical section {m.51 to 61) of the Canlabile were

emphasized by being slightly delayed. This is characteristic of all the performances to a greater

or lesser degree,

When a passage was repeated eithar exactly or in sequence at a lower pich, the repefition was
generally playadj ienulo. As discussed more fully abové. examples of this may be found in
mm.14-15 (repeat of mm.12-13); rn.19 (repeat of m.17); mm.83-64 ({repeat of mm.61-62); m.68
(repeat of m.66). | "

The treatment of the high notes of a phrase showed variances. Alain, Tournemire and Guiliou
avoided emphasizing the high notes, prefetring rather 1o stress the preceding notes eg, beat two
of mm.17 and 19. Langiais, Roth, Marchal, Bate and Stewart preferred to draw aftention to the
highest noles of the phrase (eg. beat three of 1urn.17 and 19), Demessieux and Jsoir gave

emphagis to both the highest notes and those preceding them (Le. beats two and thiee of
mm.17 and 19). |
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The climax of the

Cantabile (mim.43 to 50) was played with flexibility by alf except the ‘Sénger and -

i
Murray recordings. With regard to phrasing, the Toumemire recording was the leasi exact.

\

h

S
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CHAPTER EIGHT
CHORAL NO 3
INTRODUCTION
Franck's temary structure for the Choral no 3 comprises an Allegre, an Adagio and an Allegro.
The chorale thetne, sreminiscent of the Dorian mode, is incorporated into this triptych. Franck's
iast Choral is the best known and most frequently perfarmed of all his works for organ. it is partly
for this reason that the work has been selected for more detaﬂed.study.

REGISTRATION
QUASI A2 FGRO

the apenmg of the Choral no 3 Franck calls for “Jeux de fonds et Jew: d'anches de 8 pleds
atous les c!av:ers Claviers accouplés, Pédale: Jeux de fonds et jeux d'anches de 8 et 16 pieds,
Tirasse Grand-Orgue’. At the date of composition, this registration on the organ of Sainte-
Ciotilde would have denoted the following registers:
Réoit: Fldte harnionique 8, Bourdon &', Viole de gambe 8, Trompette

: hamonique 8', Basson-hautbols 8°.
Grand-Orgue: Montre 8§, Bourdon g, Flitte hartnonique 8, Gambe &, Trompette &'
Positif: Monire 8, Bourdon 8, Filite hammonigue &', Gambe 8, Salicional §',
Trompette &, Cromome 8.

Pédale: Contrebasse 16", Filite &', Bombarde 16", Basson 16', Trampette 8’
Récit to Positif, Positif to Grand-Orgue
Grand-Orgue to Pédale
As the final manuscript version of the Choral no 3 is missing, there are only two other sources
available for study, namely, the manuscript currently in the possession of Emery Fanning, and
the first Durand edition published in 1891. Of thase, the Fanning manuscript is an incomplete
first draft and does not contain instructions for registration. We are thus forcad to rely on the first
Curand edition. Because the apening manual registration printed in this edition often sounds
hieavy and dark on organs other than that at Sainte-Clotilde, it has Iu'ng been argued that it is

incomplete, and possibly did not even orginate from Franck at all, but from an editor. it is
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partially for this reason and the atternpt by many performers to approximate the powerful Positif
and Grand-Cigue timbre at Sainte-Clotide that brighter uppenwork is added 1o the opening
registration. The answer to this mystery will unfmtunalteiy remain hidden until the fina! manuscript
version of the Choral no 3 is discoverad. We can oy, untll then, accept the printed registration:

Jeux de fonds ef jeux d'anches de 8 p. & fous les claviers.

There are, however, several methods of interpreting this ambiguous registration indication,
namely. ‘Foundation stops 8' and Anches 8", ‘Foundation stops 8, 4, 2’ and Anches 8" or
even ‘Foundation stops 8, 4', 2, Quints, Mixtures and Anches 8'and 4' without manual 16’

stops’.

In their recondings on the organ at Sainte-Clotiide, Toumemire and Langlals selected only 8-/t
stops for the opening, in other words, they chese the first option. Langlals wrote in the notes
supplied with his recording:
| will not {olerate those who introduce fonds and mbdures info Franck’s works,
considering that not once in alf his works does the word 'mixiure’ appear. it was
a period where they were not required separately. They were tolerated with the
ensemble in the tufti. Anyone who adds midures betrays Franck. Franck cannot
be played in the sare way that Couperin can. But it is also cettain, for exampls
in the Treisiéme Chorg), that Franck indicated a sonority which is only possible at
Sainte-Clotilde, thet is all the fonds de & and alf the Trompeties. | will grant that
the effect is horrible anywhere else. It only works at Sainte-Clotide.
We know that:
Bringing on the Positif reeds and mutations had an even more telling effect [on
Sainte-Clotiide] than on most of Cavaillé-Call's other instuments, et alone on
modem, almost reedless Choir/Posifii divisions (Lueders and von
Eck,1990:118).
it is possibly because of this that Marchal, Demessieux, Isoir, Murray, Rilbsam. 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 Dulciane 4’ {0 his 8’ registration for the Fantaisie on the

Cavalilé-Coll organ destined for Carcassene. [t is imporiant fo remember that the function of the
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mixtures {s secondary. The colour of the resds must predominate, the mixiures must serve only
to make them more brilliant. That the mistures and upperwork were more necessary on the non-
Cavalie-Coll nstruments used by Sanger and Bate is evidenced in the recordings by the power
of the mixtures and upperwork in relztion to the reeds. The [soir, Murray, Ritbsam, Deméssieux
interpretations on Cavailté-Coll instruments and Marchal's interpretation on the Ducroquet organ
needed less upperwerk in order to approximate the quality of the apening registration on Sainte-
Clotiide. |

Sanger expressed his wish to follow the exact registrations but reflacted on the impracticality of
the registration on most other organs:

The point in question is “should one use the upperwork in addition o the 8
reeds? If we are faithful to Franck's requirements the answer should surely be

'no’l However, if we look at the practicalities we sometimes need to reconsider.
Wae can safely assume that Franck would have baen quite content with the 8'
stops at Ste.Clotilde, and we know that the Positf Trompette was especially
effective there and added an unusual dimension to that combination. Where
does that leave us with regard te the English organ? | advise frequently that the
best approach is fo 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 Engflish organ ...
it may be necessary fo add some upperwork and reduce the number of 8 flues
in order to increase the excitemenk and penefration of sound we associate with
the Cavaillé-Coli tradition. Try adding the 4° Principal first, andor 4’ reeds. A
Comet stop (or Comet decomposé) can add a richness and a brilliance
otherwise lacking. In rare iristances it will be necesary to use the Great and/or
Swell Mixture in order to overcome the lack of brilliance in our reads (1992:114).

The final registration chosen by Sanger for his recording at the Katarina church included 4
reads, uppeiwark and mixiures. He also wrote: ‘the opening sounded rather dull without the
Plein Jeu' (Comespondence:23/02/04).

Roth, Guillou and Stewart were the only performers - using an organ other than that at Sainte-
Clotilde - fo cpen their interpretations of this work with a registration based on 8 pitch as

requested by the composer. In the Roth recording at Saint Sulpice the 8' reeds compared
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favourably with the reeds on the recondings at Sainte-Clc;ﬁIde. Becaﬁse_ they were sufficiently
bright to carry the opening registration there was no need to draw ahy uppernwork. Stewarz, once |
a pupil of Roth, showed the same respect for the given ragisﬁaﬁon. Aithough not a Cévaitlé-Coll
instrument and therefore lacking the spadial voicing characteristic of the Cavaillé-Coll reeds, the

“based registration drawn by Stewart at Hadersiev Cathedral was suificierdly similar in timbre
1o mesit the exclusion of any upperwork. Guilou's initial adherence to the composer’s
vegistration lasted only until the first appearance of tﬁe choral at m.30.

André Marchal selected Grand-Choeur sans Anches 16° manuels for the opening of his
recording. On the organ at Saint-Eustache Grand-Choeur even included Chamades and a 32’
Pédale Bombarde, in reminiscing about Marchal's registrational technigues, Reboﬁiot attempted
to justify Marchal's use of the revised registation, arguing that the resources of <the organ at
Sainte-Eustache and the atmosphere and dimension of the building ‘are in essence very
different o those of Sainte-Clotilde’(1983:13). Althaugh the organ at Saint-Eustache was not by
Cavaillé-Coli, it was nonetheless an organ that Franck knew and played (see Chapter Five).
That a tertain amount of upperwork was necessary for the timbre of the Sainte-Clotilde organ to
be approximated is not at this moment in question. What is unacceptable is Mardial’-s extansive
alteration of the registration and the fact that the recording was advertised as being ‘authentic’.
This appelation cannot be justified as it implies that interprefations even on the most unauthentic

organs may be considered ‘authentic’,
Like Marchal, Alain interpreted the opening registration as: ‘Foundation stops &', 4, 2', Quints,

Mixtures and Anches 8' and 4 without 16’ stops’ {1968). She did not, however, draw a complete

Grand-Choeur. Alain's belief that FrancK's registration merely indicated the exclusion of 16’
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stops is contradicted in the above-mentioned quotes by Langlais and Sanger, and also by Smith
(1990/:121). They conclude that Franck intended stops of only 8 pitch,

Alain's registration again excluded the Fllite hannonique 8§ on the Récit at Saint-Frangois-de-Sales.
The pedal division was again augmented with the Sousbasse 16’ and the Viclonceiie 8. By using

the Basson &' of the Positf, - Juin partially compensated for the missing Montre 8' on the Positif.

For the arpegyiated Largamento passages at mm.6-7 and 15-19 Toumenmniire, Marchal, Murray
and Bate added Anches 18’ to their registration. In their editions Dupié, Bonnet and Duruflé also
added 18' fone to these passages. In this specific instance the influence of the pupilteacher
relationship is weli illustrated through the comelation of the Dupré edition and the Mumay
performance as weli as in the Toumemire performance and the Durutie adition. The use of 16’
in this section also links the Toumemire and Marchal performances. The latter was very well
acquainted with the Toumerive resordings and claimed that Toumemire was one of his

constant guides with regard to interpretation.

Langlais, Alain, Roth, Guillou, Sanger, Stewart and Ribsam did not draw the 18" 'stops for the

Largamente passages.

At m.26: Ajoutez jeux da fonds de 16 p. &tez Anches G.O.
[Add foundation stops 16', Great anches in:
Grand-Orgue: + Monte 18’
: + Bourdon 16’
: - Trompette 8'
Positif: + Bourdon 16

Alair, isoir, Stewart and Bate added the 18’ stops of the Grand-Orgue but were all lacking the
required 18" stop on the Positif.
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Franck requested at m.26 that the Anches of the Grand-Orgue be removed. Sanger reminds us
that the exira upperwork mwust be removed when the Ofez Anches indicaﬁorf appears
(1 992:1 14). At this indication Alain, for example, was obﬁéed to take not only the Trompeﬁe.a’
away but also the addition=: stops drawn at the opening: Prestant 4, Doublette 2', Fourniture 8',
Cymbale 1il and Clairon 4. Similardy, Isoir also removed his uppew;ork. However, he made the
change not where requested but rather belween mm.24 and 25, thereby ignoring the phrase
mark. He foliowed the registration mark at m.26, but made no registration change at m.28.
Bate's regisiration changes in this section fock place gradually. She rermoved the upperwork and
mbdures betwesn mm.25 and 28, with the most noticeable change occuring between beats
three and four of m.27, thereby breaking the phrase.

The gradual registration changes observed in the Bate and Guiflou recordings would have been
impossible for Franck to achieve without the employment of assistants at both sides of the
console at Sainte-Clolilde. It has been established that very few of Franek’s registration changes
waould have demanded an assistant since they fall into block-type sections achievable through

the use of the Pédales de combinaison.

Murray's registration changes in this section again bore littie relationship fo the Durand adition.
Like Bate, Murray reduced the registration gradually between mm.20 and 29. Unlke Raté,
however, he preferred {o change registrations between sections. Murray had litde choice in this |
regard as the organ at Saint-Sernin had none of the modemn  ‘covinbination- tech*;;\ology’ of the
Beauvais organ. Murray was forced to use the original Cavaillé-Colt Jeux dei combinaison
pedals. By mm.29 Muray had only the foundation stops. By m.26 an even softer set of
foundations stops were drawn, the required 18 tane was lacking in this section and, because alt

the reeds were withdrawn early, no registration change was observed in m.28,
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At m.28: Otez Anchies Positif
[Positif reeds in:
Positif: - Trompstie &'
: - Cromormne 8

At this indicsiion in m.28, Alain again had to 1:fire the exira stops added at the beginning ie.
Fldte Oclave 4" and Dauﬁaﬂe Z. By this _ﬁme Demessieux and Marchal had withdrawn all the
manual reeds from their registrations, This registration choice was echoed in the Dupré edition
which also advisad that only the Fonds 8’ should be used for the choral.

At m,30: Otez jeux de fonds de 16 p.
[Foundation stops 16’ in:
Grand-Orgue: - Montre 15

: - Bovrdon 16°
Positif : - Bourdon 167

The registration required by Franck for the choral is therefore as follows:

Regit; Flite harmonigue 8', Bourdon 8, Viole de gambe &', Trompetta
harmonicue &, Hautbois &

Grand-Orgue: Montre 8, Filte harmonique 8, Gambe 8, Bourdon 8.

Positif: Monire 8', FlGte harmonique B', Gambe 8', Bourdon 8', Salicional 8.

Pé&dale: Contrebasse 15', Basse 8', Bombarde 16°, Basson 16°, Trompetie 8',
Recit fo Positif. Postif {o Grand-Orgue. Grand-Crguse o Pédale,

The choral is played only on the manuals. it is of vital importance that Franck's directive for the
inclusion of the two Récit reeds be noted.

Alain, Isoir, Murray and Bate played the choral using their own equivalents of the required
registration. As confirmed earlier under the discussion of the Faniaisie neither Marchal nor

Dermessieux used the Hautbois in thelr registrations of the choral. Both performers alsc omitted
the Trompeite in the combination. At mm.46 - 47 and 75 - 79 Demessieux jplayed the left-hand
quavers on a Montre 8, keeping the upper voices on the softer registration. Guiflou chose also
{o give preference to one voice of the choral, playing the soprano line on a Filite 8, while playing
the underlying paris with the carrect Récit registration. Guillou employed the same technique in
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playing the affo line on an uncoupled Filte 8’ between beat thrée of m. 72 and beat two of m.?#.
Guillou’s {echnique of accentuafing unimporiant lines in the music seems to be a distinguishing
man-wyisimn, atory with his flexibie rhythmic sense and kaleidoscopic changes of registration. It
her review of Guillou's recordings of *Vidor's Syrmphonie V, Ann Bond declared: N
Sometimes his constanly changing fone colours are merely bizame .. Bu&
sometimes they so far undermnine the very texture of the music, by soloing out

the unimportant strands and ¢bscuring the importard ongs, that they render #
almost unrecagnisable {1980:283).

As mentioned in Chapter Three the strength of the Posii division of Sainte-Clotide was
comparable o that of the Grand-Orgue, with the Récit division sounding much softer by
comparison. On the Stewar! recording the choral at m.56 was much louder than the preceding

arpeggiated passage on the Positif manual.

The pedal registration listed above is required only from the return of the foccataike figursiion at
m.48. Although the registration drawn for the manuals was . sufficiently strong o support the
ezdal ree " required for this section, Rilbsam took them away from m.80. This tick of reed
fimbi & in the pedal was most noficeable betwean mm.91 and 86 when the peaal had a upward

chromatic movement. The exciting effect is unobtainable from the fiire stops alone.

At the retumn of the figuration &t m.48 as well as between mm.80-86 and 147 - 171, Touriinire
evidently praferred not {o couple the Fiécit to the Posiff. As a resuit. not only were the Fliite,
Bourdon and Gambe sounds missing from this section of his recording, but so too were the
more obvious reed tones. Tournemire was thus also compelled to disregard the dynamic
markings of mm.48, 52, 55, 80, 82, 84, 87, 89, 95, 148, 150, 160, 163, 164, 167'. and 169
resulting in the fuss of the powerful build-up and excitement created by skilful registration «ind
use of the expression pedal. in complete contrast to the Toumemire recording, Murray -
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although his registration for tha choral was correct - added a very strong reed 8' for the toccata

figurations starting a¢ mm.48. and m.80.

lanoring Franck's request for only the two Récit 8' reeds and Pedal reeds, Demessieux returned
fo the Positif for this section, but used her opening regisivation which included mixures and
upperwork. Marchal, playing on the Eche manual included a Cymbale and Chalumesu 4 in his
registration, Batw aiso drew strong upperwark for this section and the retum of the figuralion at
m.80. The use of mixtures and upperwork fdr the retum of the toceatatike figurations is marked

in the Dupré edition using the abbrevigtion 'FAR LI’ (Foundations and Angfes of the Récit)

In their respective recordings of mm.53 to 56 and mm.21 to 96, Bale, Marchal, Demessicux and
Stewart moved either to the Grand-Orgue division or drew a markedly fuller regisiration. This is
incorrect. Recourse to analogous procadures between mrm.53 to 86 and previous appearances
of this materiat is dangerous. Athough Franck marked a crescendo in m.52 in order to give
more fuliness of tone o the return of the broken chords in m.53, no regisiration change is
 indicated. Despite the use of an equivalent registration at m.53, Bate's choice of registration of
upperwork and extra 8' reeds for the second appearance of the choral at m56 did not
correspond with her original registration of this material which first ocouned 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 not give sufficient consideration 1o the registiation of this particular
passage and that she Ignored the mechanica! limitations of the Cavalllé-Coll organ.

On the other hand, Roth, Sanger ard Ribsam performed this section with the closest

adherence fo the reguired registiation.
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ADAGIO

At mn.96:

Réeit: Jeux de fnncls 8 pieds, Hautb. -romp [Fiiite harmonkque 8, Bourdon 8’
_ Sanibe 8, Basson-hautbois 8', Trompette harmonique 8'

Positif: Filte et Bourdon 8 pieds [Fiite harmonigue 8', Bourdon 8]

Pédale: Jeux doux [soft stops]

There ig an editorial onussion i the Durand edition at this measure, Be&ause Franck calls for
soft stops in the pedal - as is confirmed in the recordings - the Tirasse Grand-Orgue should
therefore be taken ofi. While most performers selected a Bourdon 16’ and Flitte 8' for the pedal,
it is not known what Franck would have used; the marking Pédale Jeux dotx gives no clear
indication. it is posgible that, because there was no 16’ Bourdon -in the pedal division, Franck
would have drawn the 16’ Contrebasse alone and not augmented it with the Fldte &' as would
have been axpe&ed.

The registration for the Récit manual for the Adagio saction is exactly that of the opening Quasi
Allegro. Therefore there is ne need fo change the registration at the baginning of the Adagiv; the
performer need only move the right-hand o the Récit manual. Likewise,j the registration for the
Grand-Orngue also remains the same; i is therefore ready for use at the end of m.130. Only the
Positif and Pédale registrations change.

Anv ertra stops drawn for the previous movement such as in the Alzin recording (the extra Filte
Octave 4', Octavin 2’ and Clairon 4') and the Mutray recording (the strong 8' reed) needed fo be
removed here. Alain again omitted the Fllite hanmonijque 8'. For the solo meledy, Roth, Alain
and Isoir, Rilbsam and Guilou observed Franck's Gasired combination. As in the Cantabile,

Sanger was unable to draw the MHautbois with the Trompette and flues on the organ at the
Katarina chiurch,
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Tournemire prefared 15 use a solo slop, either the Trompette or the Hauthols, for the Adagio
melody in place of Franck's usual combination. Smith has described the two versions of
Tourmemire's Adagio:

The second side of the Third Choral (from m.80 to m.117) was issued in two

forms: the German pressing, released on the Deutschie Graramophon label

iwhich was distributed in Great Britain) represents the first ‘take’; the French

pressing, on Folyder, records the second ‘take’. The difference is significant: for

the first take ... Toumemire uses the Hauibols as the solo stop for the Adagio

~ {m. 86); on the second take ... he usss the Trompette (1983:96).

in the Polydor version of the Adagio Tournemire’s use of the Trompette 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 result, most of the dynamic markings in the score

were ignored. As in the case of the Fantaisie and the Cantabile, Langlais and Murray were
consistent in their use of .a solo Trompette in place of Franck's requested Récit combination.
Langlais' teason has already been menticned above, Murray's use of the solo Trompetie was
based on Dupré’s tuiion. Because Marchal reduced the overall dynamic of the Adagio melody

he was obliged to use only the Postif Filte 8' for accompaniment.

At m.117: Gtez Tromp. du Récit, ajoutez q.q. jeux de fonds de 8 au Positif
fwithdraw Récit Trompette harmonique 8', add the Fositif foundation stops 8"
Recit: - Trompette harmonique 8’
Paositf: + Montre 8'
1+ Gambe &'
: + Salicional 81

At m.119: G.O. Jeux de fonds de 8 p. Claviers accouplés. Pédale: moins douce

[Grand-Orgue: same registration as Quasi Allegro. Pédale: less softiy.

Récit to Posdif, Positif {0 Grand-QOmue)

Because Tournemire and Murray used a solo Trompette for mm.96 - 1186, they had {o add the
missing Récit stops, including the Hautbois, at m. 117 when the Trompette was withdrawn, in
contrast to the Alain recording, the Positif Montre 8' at Sainte-Clotilde gave definition to the left-

hand melody fromi the end of m.{18.
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For the indication at m.118 Alain retired the Récit Trompetie 8 as required, but added only &
Dulciana 8 s the Positif. She really had no choice, as the organ at Lyons lacked the required
Positif stops. Consequently tha Positif melody was very soft, even when Récit was coupled to
the Positif at m.1 13 The coupling of the manuals to the Crand-Crgue was effected onfy by
Alain at m.131. if coupled eariier, the Grand-Qrgue would have ﬂvershadowad the Positif

melody. For the ‘moing douce’ indicaticn at m.119 Alain added a Violoncelle 8.

150ii's registration of this sécﬁon was correct apart from the lack of the Récit to Positif coupler.
This unwillingness to couple the two manuals has already been noticed in his interpretation of
the Fantaisie. Sirce the aspect of balance hardly aﬁées., Isoir mersly seems to p:'éfer the
uncoupled Positif timbre. As chserved in Chapter Three, the addition of the Anches ﬁecit while
the Swell box was closed at m. 136 was hardly obvious at Sainte-Clotilde. The Sanger an Bate_
recordings showed a marked change in fimbre and dynaric at this addition, as they did in the
addition of the Anches Récit in m.A41 of the Fantaisie. The addition was less obtrusive in the

Ritbsam and Muray: ‘ecordings.

It was extremely difficult to pinpoint the axact regisfration changes made in the Guillou recording
as they were gradual and inconspicuious. Like Bate, Guill:u sxploited the organ’s ‘systéme
amaricaine’ in constructing registration combinations foieign to the techniques of Franck

registration required by the score.

At m.142: Anches G.O. & Anches Péd
[{Grand-Orguie : + Trompatte §'

: + Clairon 4’

; + Bombarde 16

4+ Octave 4’

.+ Quiinte 8,

. + Doubletts 2'

: + Plein jeu

Pédale: + Bombarde 16°
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: + Basson 16
4+ Trompette 8
1+ Clairon 4']

As in the Quasi allegro, Alain added the exira Basson 8 on the Positif. As in the case of the
Bate registration of mm.26 to 28 mentiocned above, her performance of mm.142 to 148 provides
another example of an unrnarked registration change also occuming in the middie of a phrase.
Franck requested the Anches of the Grand-Orgue and Anches of the Pédale at m.142. Bate
however, added exira ragistration — prasumably the Bombarde stops- after the tied chords on
the first beat of m. 145, Murray’s registration increased at m.142 to the extent that he calied on
the full organ inciuding Bombarde 32" pedal stops; these he retired at the beginning of the next
section (m.147).

LE ROUBLE PLUS VITE (MOUVEMENT DU COMMENCEMENT)

Atm. 146: G.O. & Pos: dtez Anches & fonds de 16 p. Otez Anches Pédale
[add Grand-Orgue and Positif Anches and foundations 16’ Withdraw Pédale Anches:
Grand-Orgue : - Montre 16

: - Bourdon 16’

: » Trompette &'

: - Clairon 4'

: - Bombarde 16°

1~ Qctave 4

: = Quinte 3,

: « Doublette 2'

» - Plein jeu

Positif :» Trompetie 8'
: - Cromome 8’
: - Clairon 4'
: = Plein jeu harmonique
: - Doublette 2
;- Quinte 3
: « Fliite octavinte 4’
: - Bourdorn: 18’

Pédale : « Bombarde 16’
: - Basson 16°
.~ Trompetie 8’
: - Clairon 47
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There is e indication that the Grand-Orgue-to-Pédale and Positif-to-Pédale couplers already
drawn should be removed for the opening of this movement. In the Dupré edition, however, all
the Pédale couplers are retjuired to be removed ard added again only at m.169. In the Durufié

edition, it is suggested that Tirasse Grand-Orgue should be remaved.

Toumemize opened the Swell box for the choral at m.157. Marchal emphasized it by adding
Fonds et Anches du Récit with the Récit coupled to the Positif. Guillou 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 Positif Anches which Eranck requested only at m. 1741. Like
March’é,l. Isuir's recording élso emphasized the choral twough a change of regist:jation. At
mm.15£7’~161 and 164-168 [soir played the right hand ¢n the foundations &' of the Grand—Orgge
while keeping the left hand on the required registration. From mm.161-163 he used the comect
registration, At m.168 both Isoir and Guillou added strong mutation stops. In the Isoir recording
one was reminded that the organ at Lugon Cathedral, despite being a Cavaillé-Coll organ, is a
mixiure of Classical and symphonic building techiniques. The Guillou recording mersly revealed

the performer’s persanal preference.

For the left-hand melody indicated for the Grand-Orgue at m. 168, Bate's registration included a
sirong reed tone. As may be seen in the above registration, the strony Anches of both the

Positif and the Grand-Orgue were removed at m. 146,

Atm. 171: Anches positif
1add Positif Anches:
Positif : + Trompette 8
<+ Cromome 8'
: + Clairon 4'
: + Plein jeu hanmonique
: + Doublatte 2/
:+ Quinte 3
: + Flite ottaviante 4]
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Here Alain added her approximation of the Posrthnehes as already discussed at m.140. After
a strong crescendo through the mm.171 - 173, Guillow, contrary to the effect requested by
Franck, suddenly played the choral of m.173 much more soflly. He preferred to project the
running figuration given to the left hand. Orily &t m.183 did the choral retum to the Grand-Orgué.

At m.173: Anches G.O. Anches Pédale
[add Grand-Orgue and Pédale Anches:
Grand-Orgue  : + Trompeite 8
: + Clairon 4'
-1+ Bombarde 16’

:+ Octave 4

: ¥ Quinte 3,

: + Doublette 2/

1+ Plein jeu

Pédale : + Bombarde 16’

: + Basson 16’

4+ Frompetie &'

: + Clairon 4]
At m.173 Alain added her approximation of the Grand-Crgue and Pédale reeds as already
mentioned at m.142. At m.173 Roth and Bate added the Bombarde 32’ to their pedal
registrations. Unfike Stewart, who in his programme notes stated that he avoided all the high-
pitched mutations and most of the high-pifched mixtures, the upperwork and mixtures used for
the end of the Bate recording were very bright and piercing. Guiliou used tutti organ including 16’
manual reeds and 32' Pedal reeds. Alain, Marchal and Murray aiso added heavier and louder
staps but only in the last six measures i.e. frorn m.194. Alain added the Récit Comet V, the
Pasiif Carillon and the Pédale Basse acoustique 32", Marchal added the Chamades, Tirasses

and Bombarde 32",

Having much in common with the organ at Sainte-Ciotilde, the organ at Lugon has neither a 32'
Pédaie reed nor 16° reed on either the Récit or Posilif manuals. It does, however, offer several

mixtures in the Positif and Grand-Orgue divisions. Isoir, however, uilized only the requestec!
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stops for the end of the work, Like leolr, Sanger had the choice of several exira manual stops
but attempted to stay within the confines of the composers registration as far as possible, The
pedal section of the Katatina church also had a Contrabutnbarde 32 whose pipes did not
function simply because the reeds had not yet been filed. Ribsam cnu!& have used the
Contrabombarde 32" and Récit 16" stops but chose not {o.

PHRASING, RUBATO AND TEMPO

QUASI ALLEGRO

Throughout this first movement the opening toccata-like .ﬁguraﬁons altermate with the
introgpeciive secﬁbns which contain the choral. On most of the recordings, the billiant opening
passage is begun without caremony. The tempo is set from the very first note and maintained
for the first five measures and concluded with a slight raflentando centering on the first note of
the third beat. Thereafter Franck's careful netation of a quaver rest on the second half of the
third beat was immediately observed in all perfformances except Guillou and Riibsam. These
two performers upened the work slowly, 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.14 and 52
was Tournemire’s, In this recomding the notes of the third beat were held well into the fourth baat
and the measure extended 1o accommodaie the resis of beats three and four. The Largamente
of mm.6 -7, 15 - 18, 23 - 29 were performed at half spcd 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 fetmata, the preceding quaver notes should not be elongated
(1990A:121). All the recordings, however, emphasized the end of each broken chord with an
obvious tenuto on the highest notes,
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Except for Toumnemire and Demessieux who ignered the pauses, all performers proceeded fo
acknowiedge the fermata, following Langlais' advice that one should count ‘3-4-5' to comiplete
the measure and fake the fermata into account (Smith,1990/:121). It is probable that
Demessiet’s non-observance of the femnata stemmed from her adherence fo the Dugré

edition inn which the fermata are omitted.

Langlais’ advice was no doubt baged on the acoustics of the medium-sized basilica of Sainte-
Clofiide. On his raoordi‘ng at Sainte-Clotide, the ‘34-5' count allowed for the complete
disappearancs of the echoes before the opening of each chord; there were thus one to two
beats of complale silence between them. Toumnemire's and Demessieux’s recordings, however,
avoide;l 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 Choral no 3 special cognizance must be taken of the unique
acoustical properties of the‘ recording venues as this is vital. After all, the dramafic pauses in this
work are unique o Franck’s organ oeuvre. That Langlais’ advice warrants special modification
according to location and ternpo is indisputable, provided that rests and fermata notated in the
score are acknowledged. Of the venues chosen for recording purposes, Sainte-Ciotilde is the
smallest, having the shortest reverberation time. it is therefere fo be expected that if due
consideration were given fo the acoustic nature of the various venues the pauses betweeri the
chords of mm.7, 18, 18 and 54 should not be shoner than those recorded at Sainte-Clotildle.
This was confirmed in the preceding analysis and found to be correct.

Toumemire advised that the unaccented passing-notes in min.20-22 (see example below)

should be played ‘animatedly’ (1931:35). Like Toumemire, the Langlais, Marchal, Alain, Isoir
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and Guiliou recordings also made an obvious tenuto on notes indicated below. Less emphasis
was given in the recordings by Ribsam, Sanger, Mumay and Stewart. Bate and Demeassieux
kapt these measures in time, decelerating only at thé iast beat of m.22. Bate made the only
unmarked articulation in this phrase; the ‘ast two soprano notes of m.22 were played detaché.
Similarly, Bate was alone in defachirg the ascending chromatic pedal notes from mm.91 to 95.
Choral no 3 mm.20 - 22

Quast allegra

The choral which commences half-way through m.30 contains several examples of notes

common {o adjacent woices. Like the parformances of the Fanlaisie and the Cantabile, these

common notes are, as far as may be established, performed correctly,
At m.30 Tourmneniire advised:

Place a fermata over the A-minor chord on the first beat. Generally, one goes on
- and it is a grave emror (1931:34).

Toumemire not only placed a one-beat fermata over the A minor chord, he also included a one-
beat rest before procseding with the choral, This use of rubato is confirmed &i the Langlais, Alain,
Roth and Isoir recordings. The other performers, however, performed the measure exactly as written.

A marked prolongation of the tied notes in the tenor fine in mm.32 - 33, the aito fine in mm.42 -
43 and the tenor line in mm.58 - 59 was evident in the Toumensire, Langlais, 1soir, Sanger and
Roth recordings. in each of these pru'asés the tied notes fell on the same beat as the highest
soprano note of the phrase. The: thiru beats of imm.74 and 75,\also forming, the highest notes of
the phrase, were prolonged by all the pedormers except Bate and Murray. Toumemnire, Marcha),

Demessiaux, Guillou and Rath extended tia latter more than the former.
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Choral ne 3 mm.30- 33
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Further examples of this treatment of high notes, always most evident in the Langliis,

Tournemire and Roth recordings, are discussed below.
Smith described Toumemire’s exiension of thythmic values of notes of shorter duration in
phrases of mixed values as a ‘consistent feature’ ciing the lefi-hand notes of m. 64, fourth beat

as proof.

Choral no 3 mm.64

I this measure the technique was also used in the Langlais, Demessieux, Isolr, Guilou and
Roth recordings, though Marchal, Alain, Ribsam and Sanger preferred to stretch the first two
beats. Toumnemire, however, was not slways consistent in his extension of niotes of shorter

value. In mm.72 - 74, for example, he played the quaver notes in the lsft 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 Cantabile, most of the phrase-endings in this work were given a

slight ritardando. They weare even more prolonged in the choral sections, as Franck marked a
diminuendo to a pianissimo dynamic at the end of each. Exacty how these pie . “ngs at
mim.34, 39 and 65/68 were treated disfinguished the Isoir, Riibsam and Guillou recoriings from
the others. Their recordings displayed a pronsunced rubato at the vary end of the phirase where
the left-hand was allotted the quaver movement The other recordings employed rubato earlier
ie. before the final embellishment of the cadence. in the case of the longer cadential
embellishments which conclude the choral sections at mm.46/47 and 78/79 ritardando was
exploited in varying degrees by all the performers. The Murray, Sanger and Stewart recordings
displayed the least flexibiity in this regard.

DYNAMICS

The dynamics of this section were heeded exaclly by Roth, Stewart, Munray, Sanger, Riibsam |
and Alain, The Toumemire recording was the least exact because the Récit divisior: was not
coupled to the Posilif. These observations reflect a general trend already confimied in the

Fantaisie and the Cantablle and which are alsc present in the ensuing movements, The

diminuendo marked in m.B87 was the least observed dynamic in this section. In his edition Dupré

has a crescendo marked here.,
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TEMPO

TABLE 9.

1t is interesting to note that all the eariest recordings of editions vpened Choral no 3 with Similar

tempos i.e. between 96 and 112, but focused more around the 100 - 108 area. The more

CHORAL NO 3 : QUASI ALLEGRO

BEAT:

CROTCHET m2g m.80
TOURNEMIRE | 100 seebelow 92 112
TOURNEMIRE* | 100

MARCHAL® | 108 84

MARCHAL 108 100 - 104 108
DUPRE+ 100 82 Cantdbite

LANGLAIS # 108 96 - 100

LANGLAIS 108 82.96 108
DEMESSIEUX | 120 9% 120
ALAIN 100 72 100
ISOIR 112 68 112
RUBSAM 84-922 84 92
SANGER 100- 92 100
BATE 9% 84 96
GUILLOY B85 - 92 88 72-88
MURRAY 104 80 104
STEWART 104 80 104
ROTH 80 76 84

* Tournemire (1931:21)

# Smith {19801:121)

A Marchal ‘s recording, 1948

+ Duprég {1955)

modern recordings displayed a slower average fempo.

Demessieux’s choice of a crotchet = 120 for the opening of Choral no 3 was by Tar the fastest
fempo and reflects her distinctively virtuosic performance-style. Roth's cholse of 2 crolchet = 80

was by far the slowest opening tempo. As may be seen in the above table, the performers

resumed the initial tempo at m.80.

The tempo of the Largamente in mm.6 - 7, 15 - 18, 23 - 28 were performed at half speed by all
the performers. in his ediion Dy, -$ also marked them Dopplo fento. Toumemire noted that

these chords should be played with grandeur (1631:35). Smi.« 1 Jted the problem of the lack of
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tempo indication for the broken chordis from mim.53 to 56. He mentioned four aspects, namely:
Tournemire's suggestion that they be played sempre langamente; Langlais and Botinet's
recommendation that they be played at the same tampo as the semiquaver note figuration
precading them; Durufié's temp~ indication which falls haif-way betveen his terpo for the Quasi
allegro and Largamenfe sections; and Dupré's Doppio lento indication. Three approaches ars
evident froiv the recordings: Guillow and Toumemire adopted the tempo suggestéd in the lattet's
text {,931:35); Marchal retained his temno for the passage, whie the remginder of the
performers opled for the half-speed Largamente tempo. Langlals’ recommendation, for which
Smith supplied no reference, was vontradicted In his recarding whete the passage was played
at haif the tempo of the preceding measure.

Although 1o change in tompo is indicated at the entrance of the choral &t m,30, the general
trend was to siow down. Roth, Guillou and Bonnet decelerated only skightly. Stewan, Murray,
Demessieux, Alain and Isolr rade the largest adjustments to the tempo of the choral in m.30.

ADAGIO

The link into the Adagio is tnads by the soprana D on the second beat of m.86. it is notated by
the composer as a minim and it also camies a fermata. Smith, therefore, suggests that this is the
comrect interpretation (1890/:122). Most of the peiformers favourad this interpretation, and in
these recordings, the note was held alone for 2 minimum of one beéat, buit more usually for two
or three beats. it is printed as such in all editions except Dupré’s. In the latter edition, the note is
printed as a crotchet, and it would then be lifted at the same time as the chords undemeath.

Toumemire, Demessieux, Bate and Murray favourad this method,

Withi regard to the use of rubato in he Adagio section, Tournemire advecated the following:

Play the middie section in A major (m.97) very freely ...never humying, and wih
great frecdom. It is a recitative (1931:35)
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Franck played this passage rubato. He shuddered if he heard an interpreter
playing it perfectly straight (Jaquet, 1978:40).

Noting Toumeniire's suggestions with regard to rubato, Jaquet-Langlais commented: ‘So right
back in 1936 people were conscious of over-striciness as regards style. What would they say
today? (1978:40).

The exploitation of freedom in certain recordings was apparent i ways almost too rumercus
and subtla for documentation here. The most cbvious techniques, however, are listed below. In
this movement, thase were exploited mainly by Tourmernire, Langlals and Marchal. Alain, isoir,
Deniessieux, Roth and Guillou employed them to a lesser degree, and the Mun=zy, Sanger,

Bate and Stewart recordings aven less.

Langlals laid great emphasis on the rubato of this Adagio and specified that it was vital that al!
the syncopations be emphasised {(Jaquet,1978:40). The fied notes in the right hand of mm.97,
1060 and 110 were slightly prolonged by Langlais and Guiliou. Roth preferred to linger on the
suspensions which fall on the first haif of beais 1,2 and 4 in these measures,

it is evident from the recordings that there are only three ways of treating the high notes
which ocoutr in a melodic iine: -The emphasis of the high note through an augmentation
of the rhythmic value of the note

- The avoidance of fenuto on the high notefs, lingering rather on the notels
immediately precading.

- A strictly a tempo performance. Measures 98 and 113 contain almost the same
material and the treatment of these two measures is therefore comparable. Like
Toumenmire, most of the performers, except Bate, Murray, Sanger arwl Stewarl,
gave the notes of each beat a special emphasis through the medium of rubato,
In the first two beats, the highest notes of the soprano line are an A and a 8
respectively, with the dimax of the phrase only oceurring on the D of the third
beat Toumemire, Llanglais, Marchal, Roth and CGuilloa refrained from
emphasising the high notes of beats one and two, prefening to play the second
sermiquavers of these beats in a tenuto manner. Demessieux, Alain and isoir
also used this technique albeit 1o a lesser extent, Ribsam prefered © linger on
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the tied notes which fall on the st three beais of the measures, Except on the
Stewart, Bate and Murray recordings, the dimax of mm.98 and 113 i.e. the third
and fourth semiguaver note of the third beat was piayed tenuto by all. Although
Demessiewx, Alain and [soir did lean on these climax notes, only a vety sublle
rubato was employed. The fourth beat of these measures was then slowed, the
tenor B delayed and the last G sharp in the soprano fine played tenuto.

The high notes present within the first twr beats of m,101 - with the climax of the phrase falling
on the third beat of this measure - are comparable 1o Mm. 98 and 113. it should not have been
suvprising therefore that the traatment of the high notes was simiiar,

Choral no 3 mm. 101

- Y
i e
e F')

Tourmemire, Marchal, Langlals, Roth, Guillou, Alain, !soir and Demessieux played the second
semiquavers of beats one and two ‘tenuto’. The latter three performers’ wie of rubato for these
beats and also the thind beat was much less obvious than the others'. Exespt in the Stewart,
Bate and Murray recordings, the climax of the measure was piayed tenuto by all,

Some Inconsistericy was evident in the performers’ treatment of m,104. While Langlais lingered
on the high notes of m104, namely the B-flat of beat iwo and the G-sharp of beat four,
Tournernire, Marchal, Demessieux, Alairt and Isolr leant on the niotes immediately preceding the
high notes; and Stewart and Murray played all the notes in the measwre a temipo. Sanger, Bate,
Guiilou and Roth preferred to linger on the suspensions of beats one and three. |

Choral no 3 mm. 103 - 105
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molle espress. ¢ doloe inolis erese.
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in measure 103 the disjunct melody, consisting of descending sbdhs and rising figurations which

begin on the second of a group of four semiquavers, again gives much latitude for variation in-
the us2 of rubato, Demessieux, Alain and isoir maintained their avoidance of a marked chythmic

augmreniation of the high notes on the first half of beats one and three. Toumemire, Roth,

Marchal, Ribsam and Gullou leant on them heavily, Langleis emphasisad them fo the greatést

axtent. Stowarl, Musray, Sanger and Bate gave these beats no extra rubato.

The rising figuration of three semiquavers (se¢ shove example) occurs frequently throughout
this movement. Tourremire consistently stratched them wherever they appeare and, except
for the Riibsans, Sanger, Bate, Murray and Stewart recording 5, this wass the. normal approach to
these figurations, Most performers did no. diythrrieally slennate the last sromno rote of m.103
(F-sharp). Measurs 105 was play=d ew'w: a tempo or with an accelzranuy, but never élpwed
down. Langlals, Toumemire and Roth made the most accelerando, Stewar Munay and Bate

kept the measwre in time.

Smith concluded from his studies of the Tournemire recordings of the Pastoraly, ihe Cantablle
and Choral no 3 that rubato should be used on the third andl fourth beais of m. 106 of the fast-
named work, ¢aling his ludy of the elghteen measures from mm.97 to 115 a ‘case study in
Franck style’. But it has been shown - in the opéning chapters - that the Franck style’ cannot be
baged exclusively on the Toumnemire recordings. it is also undear_‘ exaclly how Smith arrived at |
the conclusion that rubato should be used on the third and fourth brats of m.106 v;hen
Toumentire employed rubato on the first and third beats, but none wﬁatsoever on the fourth,
preferring to move towards the strong first beet of the following measure. Both Marcha and
Langlais omitted any rubato on the fourth beat; with the sole exception of Isoir, this was the

norm. The petfonr.ers played the beat in question elther 2 tempao or with an accelerando,
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The rapeated notes present on beats one and three of the meledic lines of mm.107 and 108
respedctively were slighfly prolonged, with the result that the repested noles did not sound
measured. This technique was used by all except Murray, and to a lesser ex znt, Stewart.
Toumemire, Marchal, Langlaiz, Guillou and Roth leant heavily on the highest notes of thase

beats, while Alain, Demesziaux and Isoir gave them only a sfight tenuto.

The treatrent of m.110 was cither a tempo or slighly acceleranda. The following measure
(m.111)} cortainnd high notes which fell on beats one and three. They were prolanged 3y
Tournemire, Langlais, Marchal, Demessieux, Guillou and Roth.

As the high notes on beats two and four of m.114 reserible those in m.104 discussed above,
the same inconsistency in treatment of the high notes was evident: Langlais lingered ¢n the high
notes of m,114: that is the A of beat two and the B of beat four, Tournemire, Maschal,
Demessieux, Alain and soir feant on the notes immediately preceding the high notes while
Stewart ana Murray played ail the notes of the first three beats a tempo: Sanger, Baie, Guillou
and Roth preferred to linger on the suspensions of beats one and three. Most of the performers
started the rallentande during beat four of m.114 instead of where marked at the second beat of
m.1185.

From m.117 the choral reappears in @ higher register, this time intermingling with the opening
melody of the Adagio. The performers’ use of rubato disctissed above was also apparentin this
saction. Apart from the specific tempo changes noted in this section (given below), the
performers siowed down at the end of each phrase as they did in the first appearance of the
choral in m.30; the treaiment by Bate, Murray and Stewart recordings was less obvious. The
movement then continued until the general ritardando at m.139. As regards m.142 Toumemire
advised that one should:
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Play the pedal theme in a very pronounced manner, non-egato: orchestrally,
rather in the manner of Trombone-players. This is how the composer himself
played: the grezt chords daringly, oblaining & greal sonorfly from the instrument
{Précis d'exéeution, 1936:40),

In most of the recordings, including those by Toumemire, Marchel and Langtais, the pedai

theme from mm. 142 - 148 was detached (in varying degmési.__omy Murray and Stewart played

the pedal theme legato. Murray betrayed reference to the adpré edition in ihat his perdormance
of the padal chords was legalo until the break indicated by Dupré between beats and one fwo of

m.143. Alain and her one-ime pubil Ribszm double-dotied the pedal rhythm in these

measures,

Choralno 3 mm.142- 146
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Unlike the differing articulations assigned to the pedal theme, the manual chqnzls of these
measures were Clearly detachad by all the performrs. They are aiso explicitly marked as such
in the Dupré edition. The semi-dataché performancs of large tuttl chords was confimed at the
end of Choral No 1. The Dupré, Durufié, Toumemire and Langlais performances and editions
concur, namely that, of the large tulti chords (from m.258), the uppenmost voice {soprano) and
the pedal should be legato as they both take up the melody. The rest of the voices in the chiords
shouid be played non-legato.

Franck marked molto slargando in the score at m.143. Some, Yke Toumemirs, Marchal.
Demessieix, RUbsam, 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 & tempo.

The dynamics of this movement were followed exactly by Alain, Roth, Stewart, Sanger and
Ribsam. Tmn'ntamine,'E Marcha!, Demessleux, Isoir and Guiliou recordings were the least exact in
tems of dynamics. The diminuendo marked at the end of m.112 was heeded by the majority of
the perforrners only in m.114. Guillou started his diminuendo only Inm.116.

TEMPO | |

The different sections within this movement provide ample opportunity for variations of tefnpb.’
Oniy the Bate, Stewart, Murray and Sanger recordings maintained a steady ferne from mim.87
to 116. The olher recordings tended to accelorate to a slightly faster tempo at m. 108, then
maintained this ternpo until the retum of the opening matarial at m.112 where the initial speed

was then resumed.
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From mm. 117 {o 130, the Bate, Murray, Stewart, Sanger, Ribsam, Alain, Marchal and Langlais
recordings malntained & steady tempo. As may be seen from the above table, Toumemira,
Demesasieux, fsoir and Guillau preferred to chunge according {o the material. For the chordal
sactions from mm.117-118, 120-122, 124-128 a faster tampo was favoured. A slower tempo
was reserved for th2 left-hand melody in mm.119-120; 122-124, 127-130. Toumemire’s tempo
variations were the largest for this section, runging from 84 to 112 quavers per minute. While
there were also noticeable tempo changes in the Roth recarding, he did the exact oppc:m'te of
what was done in the above-mentioned four recordings by piaying the chordal sections at a
slower tempd. A steady acceleration from m.131 to the conclusion of the movement wds
common to all the recardings, but the range of the acceleration less appreciable in the Sanger,
Riibsam, Stewart, Murray and Bate recordings.

TABLE .

GHORAL NO 3 : ADAGIO -

BEAT:

QUAVER _ m.106 m.112 m.117 m.131 - 141
TOURNEMIRE | 80 92 8o B84-112 104 - 120
TOURNEMIRE* | 76 Very freely -
MARGHALA 72

MARCHAL 80 88 80 104 104 - 112
DUPRE+ 84 _

LANGLAIS# _ |84 .

LANGLAIS 76-84 84 i6 6 96 - 116
DEMESSIEUX_ | 76 76 76 84.92 84.112
ALAIN 1566 i2 66 g0 80 -92
1SOIR 80 88 B0 80 - 96 80 -108
RUBSAM a4 g2 84 ) _B6-100
SANGER 80 80 80 _ 88 88100
 BATE g8 a8 g8 g8 88 - 100
GUILLOU 6 66 56 __ .. 63-78 72-92
MURRAY |63 63 63 ) 68-92
STEW} (L) l‘= 84 84 54 84 N 83 - %
ROTH £9 76 &9 72 -84 8492

* Tournamire (1931:21)

# Smith (18901:122) _
* Marchal ‘s recording, 1948

+ Duprd (1955)
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LE DOUBLE PLUS VITE (MOUVEMENT DU COMMENCEMENT) _

This toccatelike movement uses less rubato than the previous expressive movameﬁt. In
preparation for the final statement of the choral at m.173 perdformers such as Toumemire,
Langlais, Marchal, Demessieux and Roth made a very broad ritardando on 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.157, the awkward chords afiolfed to the right-hand prevent the easy attainment of
smooth iegale "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; itis
rot unreasonable to assume that a smooth legeto was Franck's .i\ntenﬁan for this passage. This
intention has been respecierd by all except Bate. In her pe;ronnance of this passage, as in mm.

123 - 126 and similar passages afready identified in the Fantaisie and the Cantabile, the legato
fouch was not consistent,

In the early Durand edition a slur is indicated over the right-hand chords from the third beat of m.
180 fo the second beat of m.184 and the third beat of m.192 to the end of m.193. Jn Bonnet's
edition, these chords are marked ‘moite marcate’ whils Dupré omits the siurs entirely in his
edifion. Tournemire, Langlais, Sanger, Bate and Murray also detached these chords. The left-
hand octaves of these measures were defached by only Rilbsam and Bate, The last two
measures give rise to various opinions concerning interpretation. Smith has wriften:

Bonnet connected the pedal line from m.197 through the last measure and

added a fermata to each of the penulimate notes. Dupré, while connecting the

manud daris o the last two measures, maiked the last two pedal notes with left

toe signs, thus detaching the bass part before the last chord. Langiais is very

insistent about connecting all the pards of the last two measures. Yet,

Toumnemire, while connecting the pedal D to the A in the last measure, made a
distinct break in the manual parts before the final chord (1690/:123).
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On the recordings, Marchal, Demessieux, Alairs, Guliou and Roth favoured the Langlais option,
while isolr, Rilbsam and Stewart performed them in the same manner as Toumemire. Murray

favoured the Dupré version.

The dynamics of the last movement were followed exactly bj Sangef, Roth and Demessieux
and, apart from the dynamics of mim. 148 and 150, by Alain and Stewant also. The Langlais,
Toumemire and Marchal performances were the least exact in this regard, as is the case in the
previous movements of this work. I his review of the reissued Tourmemire recordings David
Gammie wrote:

As we cén hear, Toumnemire's use of the swell pedal was a distinctive feature of

his very individual style; the hairpin crescendos in the final Aliegro of the Third

Choral are quite alarming, but this must be the effect that Franck intended
(1984:16).

TEMPO

In the ﬁgﬁt of Franc?c'é terﬁpo indication for the final statements of the choral in the last
movement, this movement should be played twice as fast as the movement which precedes H.
The outer movemends should also obviously be played at the same fempo. Of alf the
performarices, only Rilbsam's tempos exacly corelated, while the Roth and Bate tempos
corresponded saproximately. According to Bemard Gavoly, Louis Vieme believed that the
majority of organists played the Adagio much too slowly. He always insisted that his students
should calculate the tempo of the Adagic in proporiion to that of the Allegro (Smith, 1990/1:122).
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TABLE 11.

CHORAL NOQ 3 : LE DOUBLE PLUS VITE (MOUVEMENT DU COMMENCEMENT)

BEAT: _

CROTCHET m.147 m.173 m.190

TCURNEMIRE 1 116-120 108 88 .
TOURNEMIRE® | 100 _ Tres largamente pui largo |
MARCHALA 116 _

MARCHAIL 112 28 60 »
DUPRE+ 108 _ 88 Largamsnie
LANGLAIS# 1104 _ 84

LANGLAIS 104 — 100 €3

DEMESSIEUX | 120 _ 100 72

ALAIN 112 104 V2

ISOIR 1120 o4 66

RUBSAM 82 88 69

SANGER 104 : 104 72 - _
BATE 96 96 69

GUILOU 92-120 _ 98 50

MURRAY 104 _ 104 63

STEWART 104 104 66

ROTH 80 -84 88 _66

* Tournemire (1931:21)

# Srith (19901123) -

A Marchal 's recording, 1948

+ Dupré (1965)

The Toumenmire, Marchal, Langlais, Durufié, Sanger and Guillou recordings began the Adagio
considerably siower than half the tempo of the first movement. By m.131, however, their tempo
deficiencies were remedied to the extant that by m.442 they achieved a tempo approximately
half as fast as the opening movement. The Alala, Isolr, Demessieux, Murray and Stewait

recordings began the Adagic more slowly than the alove-mentionad performers and, despite an
accelerando, never reached half the tempo of the opening moverment.
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This comparison of the recorded tempos of the three movements of this work unfortunately
shows no clear correlations. Two broad conclusions méy. however, be drawn regarding the
opening of the Adagio. The maiority of the perfémers disregard Franck's tempo indication of
half-sped, but by the end of the Adagio, all the performers reached their approximate half-
speed tempos. | |

As inthe case of the Adagio, the first twa sections ¢* this movement, mm.147-172 and 173180,
were played in time by Stewart, Muray, Bate and Sanger. The other piformers praferred o
siow the latter section down in order to emphasize the appearance ~f the choral. By m.190
Guillou reduced ithe movan.ent’s opening fampo by approximately a third. The final saction was
played with deliberaiion 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 thaf the composer’s requasted
8 pitch should be respected as far as is possible. Failing that, the addition of upperwork,
beginning with ranks of 4’ pitch, should be inversely proporticnal to the availability of bright reed
tirmbre on the Positif and Great divisions on the chosert instrument. For the opening of this work
the colour of the reeds should predominate 4t all imes. The composer's manipulation of fermata
and drarmatic pauses is most effective in this work. Niost of the performers acknowledged the
importance 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 articulation was the norm for all interpretations except for the cherds from m.142 which

were registered for full organ. As ascerizined in the previcus works, the expression pedal
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dynamics in the Murray and Stewart recordings of Choral ncg_,g ﬁrere vary subfie. The
Toumemire, Marchu, and Langlais recom'diqgs displayed very ob*.fit_;us differences beiween the

cresvendos and decrescendos marked for the expression pedal,

The range of conception in the interpretation ..ai‘“ﬂ.lhato and tempo IS ibustrated Ey the
performances of Murray and Guillou. Like his teacher, Dﬁpré, Murmay achiewsd an 'ebjgcﬁve
exscution” through his relative lack of rubato and his adherence to a strict tempo. O the other
hand. Guillou's subjective interpretation bordered on the impmﬁs&bry. Rubato played an
importart part in the recordings which fall between these o extremss. ﬁ'ﬁmse?endins wara
especaaﬂy prolonged where 2 diminuendo was marked. The rhythmlc values of notes. of shoxter
durahon W a e, “"m-:«{ﬁed when thay occusted in phrases of mmed valuas Tempo ﬂuctuat:ons
within szngla PADVL. ?ie_nfts wers frequgm in most mterpretahons.-of this work. A notable example
of this can be found i the Adagio _from mm.117 - 146 Desmte the tempo indication for the
Adagio, most pesformers began this movement cansaderably slower than hzlf the tempo of the
previous - M‘vament However, by m. 131 the tempo was increased. Simitar 1(.9 the lmerpretahons

of tiie canonic sections of the Fantalsie and the Caitabile, the voices in canon were each

emphasised with an independent déc!amation. However, instead of the slight agogic delay
precading the entries in these works, the first note of each eniry in Choral no 3 was slightly
prolongad.
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CHAPTER NINE
CONCLUSIGN

The discussion of selected recorded performances in the preceding chapters has attempted to
isolate the interpnstive styles of 20th-century organists. Paraliel to this, the examination of the
historical documentatior of Franck's aftifude fo, 2hd performance of, his own music should-go

sorme way to assist in the quest for an historicali-informed performance practice,

in exploring the merits arJ pitfalls of this ‘authanticity’ movement, Chapter One has attempted
fo show that, during ‘he past three decades or so, there has been a concerted effort by
musicologists to investigate issues of coneciness. Likewise, as was shown in & subsequent
chapter, contemporary recording artists such as isoir (1887), Ribsam (1883) and Murray (1990)
solected basically authentic inﬁﬁumants on which o record. Roth (189%) was commended for
his altempts to match works of different periods to cotresponding types of organ. Of the earier
recordings those by Toumemire (1930), Langlais (1964) and Alain (1969) were noted for being
exemplary in their choice of instruments,

The majority of the recondings faithiully reflect the standard registration combinations which are

demanded constantly by the composer. These are clearly fundamental for the realisation of his

works, and only minor substitutions are possible. These can Lz summarnized as follows:

- The fonds de 8 including stops from the principal, flute, ourdon and gambe
ggl;il:es spacified for all manuals, often with the addition of the Hautbois on the

- The Hautbeis 8, under expression, in combination with the Récit fonds and,
when drawn in a solo capacity, with the Récit fl.ias

- The Trompette ', under expression, in combination with tha fiutes and/or
Hautbols whan drawn In a solo capacity

- Vaix humains with tremulant, under espression
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- The reed chorus on each manual, each with the minimum of a Clairon 4’ and a
Trompetie 8

The specific imbral qualities of the étops most frequently roquested by Franck may be
sumarized as:

- A soft, smiooth Hauthois 8’ approximate in ttmbfe and volume to a strong Gamﬁa

- A soft, smooth Tromipette 8 approximate in timbre t0 a strong Hautbois

. A smooth, quickly oscilating Voix humaine (as opposed to the Voix céleste
drawn by ceriain performers)

- Aggressiva and bright reed choruses with a higher wind pressure than are
associated with Classicat reed stops

- Overblowing flue and reed stops (e.q. Filte harmonique, Trompette hanmonique)
with a full foundation sonority and which blend in cornbination

- Imnitative free-reed stops (8.9, the Clatinet and Cor anglais)
The whole issue was succinctly summarised by Robert White when he wrote:
In an orchestral piece we would not think of substifuting something else for the
strings, but we might ask the piano to make do for a harp or a glockenspie! if
those were unavalilable ... | do not balieve thai the absence of these resources is
important enough to distort seriously the musical intentions (1962:8).
it is the peiformer’s responsibility to distinguish the aforementioned fundamental registration
combinétions and chaacleristic imbre characteristics from those used occasionally by the

compeser for which substititions can be made with ohly miner 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 :stabiished Franck's place in the
subjectiveivitalist school of the Romanti. ara. The reconstruction of his fiberal performance traits
based on the historical documentation and on the subjective/vitalist approach demonstrated in
the recordings of Toumemire, Langtais, Demessieux, Alain, Roth, [soir and Rilbsam, was
discussed in Chapters Six, Seven, and Eight The fikeral' approach may be summarized as

foliows:

174



The legato style of playing is standard when none was indicated by the
conposer

An exceplion fo the legato articulation is mads for loud passages with large
chords, When these chonds contain a chorale melody these are 1o be playad
legato while the others are {o be played nondegato

Nosi-repetition of the cominon notes craated by the sharing of a note by adjacent
voice parts

Two approaches to the perfermances of the common notes created by a shoder
niote-value reaching unison with a sustained voice: ) Smith {1290/a:57), Widos
and Toumermire {1936:18) spoke against breaking before the short nofe, and i)
Guilmant, Vierne, Dupré, Langlais, Jaqust (1884:1) as well as all the remaining
parformers discussed in this study favoured arficutation before such a note.
Rapeated noles are usually separated”®

Frequert, generous and occasionally iraccurate use of the expreasion pedal
Frequent and distinct changes of tempo within single movements

An overall consistency with regard o phrasing and articulation

The gxploitation of rubato to an increased degree

The increased exploitation of rubato outimed above requires amplification:

A dstelerando 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 howsver

The inclination to accelerate through a rising kne particularly in association with a
crescendo marking, Similatly & descending line implies a deceleration in the
satne situation

Appoggiaturas should be shured fo the downbeat of the phrase with possible
rhythriic elongation

“Dupré and Peelers gave speciic directions regarding the exact values of the siences

which cheuld prevall between the repeated notes. Cerlgin performers followed
these indications closely. There is, however, no definiie evidence that Franck
would have measured such aticuiafions so accurately, it seems unfikely that
Franck, who was less concernad with tecnnical details, would have measured
his silences as exatdly as Dupré.
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- The freatment of high notes in expanded phrases are all mcreasmgly
. emphasized :

- The retum of a theme after a ong absence inspires more agogic accentuation
- Key changes and unusual harmonic features demand more agogic accentuation

- Con fanfasia markings shciuld resudt in @ more marked dufference between the
accalerandos and diminuendos

- The silenices should be lengthened, if it is a matter of a fermata or a quaver rest,
in order to lend emphasis to the entry of musical phrases.

These are factors which modem perforviers should bear in mind before ch-oos!ng a nartucular
interpretation. Performers should consciously reconcile their levels of mbato with either the
s\ jectivaivitalist or objective/gesmetrical interpretive traditions.

It has been made clear in this study that, unforfunately, a large percerdage of contemporary
organists, among them Sanger, Muiray, Bate and Stewart, disregarded the authentic, that is the
subjective/vitalist, approach to Fnt'erpretétion in the areas of rubato and tempo. This arose either
through ignorance or personal preference. Some, stich as Bate and Guillou diso faﬂed to take
into consideration the tonal and mechanical characteristics of the organs tor which Franck

composed. In doing so the insttument becomes the master, not the servant of the musis,

‘Thera is, Nowaver, a growing awareness among confemporary organists, such as Roth and
Rabsam, that the inferpretations of the older French organists Tour-emire, Langlais, Marchal

and Alain ﬁt)ld much legitimacy. Through an examination of their recordings, the sole remaining
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attefacts of an authentic tradifion of Franck interpretation, 18th-century Frerch performance
practice might be reconstructed. :

-0
This parallel investigation inio original peformances, selected recordings, eritical recaption,
instruments and «xis should give clearer direction to those contemplating more authoritative

and refiable performances «. Franck’s organ works.,
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APPENDIX A

77

. SPECIFICATIONS OF SOME GF THE ORGANS FAMILIAR TO FRANCK

These speciiications were compiled from four sources: Hopkins (1877), Langlais (1964), Smith
(1983} and Douglass {1980). Of thase, only the iatter reference may be said to be a primary
souree, Unfortunately, it contained specifications for only one of the required instruments, RE-%
that at Sainte-Clotilde. Reference to other pnmary sources has proved fo be impractica,

Further investigation of spec; +«eations from primary sources has been undertaken by Smlth
(1983).

An asterisk (*) appears in ihe spamﬁcatlona fo |deni|fy stops which aré controlied by the
Anches ventil of the division. The accessones and muplers are quoted only when provided in
the sources,
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NOTRE-DAME-DELORETTE

Aristide Cavaillé-Coll, 1838

=
1]

GRAND-ORGUE RECIT EXPRESSIF
16’ Montre 8' Bourdon
16' Bourdor &' Fidte traversiére
8 Montre 4 Flate
8' Salicional 4 Flra Octaviante
8' Bourden 2 Flageolat
4" Prestant I Comet
4 Fiiite . 8 Trompelte
2" Dessus de FiOt . onigue &' Hauthois
2 2/3' Nasard 8 Voix humaine
2' Quatre de Nasard 8' Cor Anglais
2' Doubleth-
Vil Grand Gon. ..
iV Gross Foumiture
IV Pelit Foumiture
IV Cymbale
16' Bombarde
8 Trompette
4' Ciairon
8 Voixhumeine
POSITIF - PEDALE -
8' Bourden 16 Fl(te ouverie
8 Fldte & Flite
4 Prestant 4' Filite
4 Flite 16' Trompette
2 2% Nasand .. 8' Trompette
2 Doublette 4 Ciairon
1 3/5 Tierce
V Plein Jeu
V Comet -
8' Trompetie
&' Clairon
&' Basson

" "Source: Hopkins, 1877-415-16
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SAINT-JEAN-SAINT-FRANGOIS
Asistide Cavaillé-Coll, 1844 (instalied 16846)

GRAND-ORGUE RECIT

8' Bourdon | - 8 Voix céleste
& Salicional 4 Flite octaviante
4 Preswnt 2 Octavin

2 243 Nasard 8 Trompetie
2' Doublette & Cromome
HE Piein jeu 8 Cor anglais
8' Trompetie
4 Clairon

PEDALE
18' Flite owverts
16 Bombarde
PEDALES DE COMBINAISON

TIRASSES: Grand-Orgue
ANCHES BiU GRAND-ORGUE: Basses, Tulli, Dessus
ACCQUPLEMENTS: Récit sur Grand-Orgue

Ootaves graves
Exprassion du Récit
“Trémolo

Source: Smith, 1983:111
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SAINT-MICHEL, CARCASSONE
Aristide Cavail&-Coll, 1856

Although designed for Saini-Michel, Carcassone, this instrument was subsequentiy mstal!ed in
" Lugon Cathedral, See Appendix B {p.180) for a later specification.

LPOSITIF ILGRAND-ORGUE ULGRAND-RECIT

EXPRESSIF
8' Mentre 16' Montre . 16’ Quintzton
8 Bourdon 18 Bourdori - 8 Bourdon
8 Salicional §' Montre §' Filite harmonique
4' Prestant & Bourdon 8 Salicional
4' Flite douce 8' Fidte harmonique 8 Gambe
2 Quinte 8' Vicle de gambe 4' Dulciane
2 Doublette 4 Prastant : 16' Bombarde®
8 Trompette - 4 Viole d'amour 8 Trompette*
8 Cromome 4' Flite octaviante* . 8 Kautbois*
4 Clairon 3 Quinte* 8' Voix humaine*
2' Doublette* 4 Clairon*
IV Foumiture®
i Cymbale*
16' Bombarde®
8' Trompette®
4' Ciairon*
IV PETIT-RECIT PEDALE
EXPRESSIF -.
' Fidte douce 16’ Contrebasse
8 Filte harmonique 8 Basse
8' Viole d'amour 4' QOctave
4 Fite octaviante 16' Bombarde™
2 QOctavin 8' Trompette”
" & Trompelic harmonique* 4' Clairon*
8 Basson-hautbois* .

8' Voix humaine*

Source: Smith, 1983:115
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SAINTE-CLOTILDE

Aristide Cavaillé-Coll, 1859
Saee Appendix B {pp.191-92) for later spedifications of this instrument.

|.GRAND-ORGUE ILPOSITF
16" Montre 16' Bourdon
16’ Bourdon 8 Montre
3 Montre ' 8 Bourdon
" @ Fi(ite harmonigue 8 Fiite harmonique
8' Gambe 8 Gambe
4 Prestant 8 Salicional
4 Octave* 4' Prestant
3 Quints* 4' Filite octaviarite*
2' Doublette® 3 Quinte*
Plein jeu* 2' Doublette*
16’ Bombarde* Plein jeu harmonhigque*
8 Trompetie* 8 Trompetie™
4 Clairon® 8§ Cromome*
4 Clairon*
IL.RECIT EXPRESSIF PEDALE
8' Fiite harmonique 32 Soushasse
8' Bourdon 16' Contrebasse
8 Vicle da gambe 8 Basse
8 Voix céleste 4 Octave
4' Fl{te octaviante® 16 Bembande*
2' Octavin® 16' Basson*
8 Trompette harmonique* & Trompetta®*
8 Basson-hautbois 4' Clairon*
§' Voix humaine
4 Clairon®
Tramblant
PEDALES DE COMBINAISON:

TIRASSES: Orage, Grand-Orgue, Positif

OCTAVES GRAVES: Grand-Orgue, Fositif, Récit

ANCHES: Pédale, Grand-Orgue, Positif, Récit .
ACCOUPLEMENTS: Positif aus Grand-Orgue, Récit au Positif

Sources: Douglass, 1980:141, |
Smith, 1983:117 and Langlais, 1964
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SAINT-SULPICE
Aristide Cavaillé-Coll, 1852

See Appendix B (pp.200-1) for a later specification of this instrument.

L.GRAND-CHOEUR

g8 Saﬁcional
4' Octave

IV Grosse Foumiture

VI Grosse Cymbale
IV Plein jeu

V Comet
16' Bombarde:

16’ Basson

8' 1re Trompetis

8 2e Trompetis

8 Basson

4' Clairon :

2' Clairon-Doubiette

I.BOMBARDE
16' Sousbasse
16’ Fliite conigue
&' Prinsipal
g Bourdon.
8 Filte harmonique
8' Gambe
8' Violoncelle
8' Kéraulophone
5 1/3' Grosse quirte*
4' Prestant
4' Fiite cctaviante
4' Flite octave*
3 1/5' Grosse fierce*
2 2/3' Quinte*
2" Qctavin*
V Comet*
16’ Bombarde®
8' Tromputte*
8' Baryton™
4' Clairon*

ILGRAND-ORGUE

16' Principal harmonique
16’ Montre
16' Bourdon
16' Flite conique
& Montre
8§ Diapason
8 Bourdon
§' Fifite harmonique.
8" Flltte traversiére
&' Filite & pavilon
5 1/3' Grosse quinte
4 Prestant
2 Doubletie

IV.POSITIF
16' Violohbasse
16' Quintaton
&' Flite traversiére
8' Quintaton
&' Salicional
8' Viole de gambe
8' Unda marig
4' Fidte octaviante
" 4 Dulciana
2 213 Quinte*
2' Doubletie*
1 3/5' Tierce*
1 13 Larigot*
1" Piccolo*
IVl Plein jeu
harmonique®
16' Euphone*
8 Trompetie®
8 Clarinetie*
4' Clairon*
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V.RECIT EXPRESSIF PEDALE
16 Quintaton . 32 Principal-Basse
& Fliits harmonigue 18’ Contre-Basse
" & Bourdon 16' Sousbasse
8 Violoncelle 8 Flate
8' Voix céleste 8 Violoncelle
4' Prestant £ Flite
4 Flite octavignte 32' Contre-Bombarde*
4' Du'ciana® 1¢' Bombarde*
2 Doubletie 16 Basson®
2 Octavin®™ 8 Trompetie*
IV Foumiture* 8 Ophicleide®
V Cymbale* 4' Clgiron*
YV Comet*
16’ Bormbarde*
16' Cor anglais :
8 Trompette hamonigue”
8 Trompette*
1Y Basson-hautbois
8 Croron* -
&' Voix humairie
4 Clairon*
Tremblant
PEDALES DE COMBINAISON

TIRASSES: Orage, Grand-Omgue, Grand-Choeur

ANCHES: Pédale

QCTAVES GRAVES: Grand-Chosur, Grand-Orque, Bombarde, Positif, Récit

JEUX BE COMBINAISON: Grand-Orgue, Bombarde, Positif, R&cit

ACCOUPLEMENTS AU GRAND-CHOEUR: Grand-Choeur, Grand-Orgue,
Bombarde, Positif, Récit

Source: Hopkins, 1677-345-46
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SAINT-EUSTACHE
Ducroquet, 1854

This instrument was rek-ilt by Merkiin in 1878 and by Gonzales Eetwesn 1927 and 1967. It

way replaced in 1990, See Appendix B {p. i94) for the specification of the new instrument,

LGRAND-ORGUE HLPOSITIE
16’ Montre 8 Montre
8' Montre 8 Fidte hasmonique -
£ Fliate hammuonique 8' Bourdon
8' Filte & pavillon & Kéraulophon
& Bourdon 4' Salicional
4 Prestant +4' Fiiite harmonique
4' Filite ouverte V Plein jeu '
2 2/3' Nasard 18" Cor aniglais*
2' Boublette 8 Trompeite*
IV Cymbale 8§' Basse se basson
V Cumet 8' Hautbois
V Foumiture® 8’ Hautbois
16’ Euphone* _ 0 Cromome™
8' Premigre trompetie® 4' Clairon®*
8 Seuxiéme frompefte® ' K
4 Claion*
H.RECIT IV.BOMBARDE PEDALE
16’ Récit ' 16' Bourdon 32 Fiite
8'Flite harmorique 16" Gambe 16' Fidte
8 Fitite ouverte 8 Gambe 16' Bourden
4 Flite octaviante §' Bourdon 16' Contrebasse
16 Tromnette g' Salicional < Flate
8 Trompete* & Quintadéne” 8 Deudéme
8 Euphone* 4' Salicional* Flite .
8' Trompette-hauibois 16" Bombarde* - 8 Saliciunal”
8' Voix humaine 8' Trompette* 8 Violoncalis®
4' Clairon® 4' Clairon® 4' Flite®
4' Saligionat*
32' Bombarde*
16' Bombarde*
16' Basson®
8 Premiéte rompette*
& Dewdéme trompe“e*
§' Basson*
4' Clairon*
4 Basson®

Source: Hopkins, 1877:344-45
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APFENDIX B
SPECIFICATIONS OF THE ORGAN USED IN THE RECORDED PERFORMANCES
This 'appenéix lists the speciﬁcaﬁoﬁé of the organs as they ware at the time of the recordings.
The specifications are based on those printed in the pragramme notes which accompanied the
recorded performances. There are two excaptions: the specification of the organ at Lugon.
Cathedral was providad by the Calliope reconding company since details of the organ did not
accomjary the recording: the specification for La Madeleine is based on the orginal
snecification of 1846. The organ undenvent alteration in the 1960s.
- HADERSLEY CATHEDRAL, DENMARK
- THE KATARINA CHUR"H, STOCKHOLM ?
- LA MADELEINE, PARIS
- LUGCON CATHEDRAL
- SAINTE-CLOTILDE, PARIS (1630)
- SAINTE-GLOTILDE, PARIS (1964)
- SAINT-CROIX, ORLEANS
. SAINT-EUSTACHE, PARIS (19589)
- SAINT-EUSTACHE, PARIS (1990)
- SAINT-FRANCOIS-DE-SALES, LYONS
- SAINT-PIERRE, BEAUVAIS
= SAINT-SERNIN, TOULOUSE
- SAINT-SULPICE, FARIS
- SAIELTISCH CATHEDRAL SAINT-ETIENNE, SAINT-BRIEUC, BRITTANY

- SANTA MARIA DEL CORO, SAN SEBASTIAN, SPAIN
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_ HADERSLEV CATHEDRAL, DENMARK

Marcussen & Son, 1948
76 ranks
Altered in 1969, 1977

Hv il BV il
16' Gedakipommer &' Traegedakt
&' Principal 4' Spidsgedakd
8 Spidsfiojte 2' Principal
§' Gedakt 2' Biokflote:
4' Oklav 1 35 Terts
4' Rorliotie 1 1/3' Nasat
2 2/3 Quinte 1 Octav
2 Octav Il Cymbel
Vi-Vii Mistur 8' Vor humana
IV Scharf 4' Regal
¢ Trompet Tremulant
HR BIS
HB
He
PEDAL sSVIV
a) a)
32 Untersatz 16' Bordun
16’ Principal 8' Principal
16" Subbas 8’ Salicet
10 2/3' Quint 4' Octav
8 Octay 2 2/3' Nasat
2’ Nathoin 2 Qctay
1' Rorflotje ULV Camet
i Rauschquint V-VI Mixture
VI Mixtur 1&' Bombarde
16' Basun g Trompet
8 Trompet 4' Clanitn
4' Skalmeje
2' Comet
b) b)
16" Gedakt & Flotjs
§' Bordun &' Viola di gamiba
5 1/3' Quint 8' Vox céleste
4 Quintaton 4 Fugara
2 Octav 4 Gedakiflotie
1} Baszink 2 Flaufino
32 Contratagot 1l Cymbel
16' Fagot 8' Obo
B Tremulant
PR
g
P/S
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RP!

8' Rorfietje

8' Quintaton

4 Principal

4 Daekilotie

2' Gemshorg

I Sesquiattara

1 1/3' Quint
IV Scharf
16" Dulcian

8' Krumhom
Trernulant
RIS



THE KATARINA CHURCH. STOCKHOLM

Akerman & Lund, 19?5
63 ranks

HUVUDVERK |

16' Principal {1963)
& Montre (1751)
&' Suavial
8' Fliite 4 bec __
B' Fliite & traversiére
4 Qctave
4' Filie ouverte

2 213" Quinte

2 Doubleite.
V Fourmniture
V Grand Comnst

16' Trompetie
8 Grand Trompetie
& Clarion

SVALLVERK (expressi I

16' Bourdon {1751/1883)
8' Principal (1863)
8' Unda maris _

8 Viole de Gambe ™
8' Fliiie harmonicte (1863)
8' Bourdon (1863)
4' Qctave (18863)
4' Filte octaviante {1863)
2' Octavin

IV PleinJzn

V Comet

16' Bombarde
&' Trompletie harmonigue
B' Basson/Hautbois
4' Clarion harmonique

OVERVERK I

8" Fiitte & pavillon

8’ Flote &4 cheminee {1863)

8 Voix céleste (1909)

8' Salicional (1863)

8' Quintaton

4’ Prestant

4' Fiilte d'echo {1863)
2 2/3' Nasard

2 Flite a beo
1 3/8 Tierce

1’ Piccolo

il Carillons

8 Trompelle

§' Cromome

Tremblant

PEDALVERK

32' Bourdon (1863/1975)
16’ Contrebasse
16' Sousbasse (175111975)
16" Bourdon
8 Cotave (1751/1975)
8' Bourdon (1751/1863)
5 113 Quinte (1863)
4' Qutave (1863)
4' Fi(ite ouverte
32" Contrebombarde
(1751/1863;) o
16' Bombarde (1751!1363)
8' Trompette (1908)
4 Clarion (1 90&?!1 975)
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LA MADELEINE, PARIS

Aristide Cavaille-Coll, 1846
Originally 48-ranks (as here)
Altered in the 1960s

GRAND-QRGUE
16" Montre
16' Violon-Basse
8' Montre
8 Salicional
§' Flire harmonique:
8 Botirdon
4' Prestant
2 2/3' Quinte*
2' Doublette*
X Plein Jeu®
8' Trompette*
8 Cor anglais*

POSITIF
&' Montre
8' Vicla di Gamba
8 Fiide douce
8' Voix-célestes
4' Prestant
4 Dulgiana*
Z Octavin*
8' Trompefte®
8' Bagson et Hautbois*
4" Clairon®
Tremblant

PEDALE
32 Quintaton
16' Contre-Basse
8' Violoncelle
8 Grosse Fliie
18' Bombards*
16' Basse-Contre*
8 Trompetta®
4 Ciairon*

RECIT EXPRESSIF

8 Filte harmonique

B' Bourdon

8' Muzatte

8' Voix hiimaine

4 Flite octviate*

2' Octavin®

8 Trompette harmonique*

4’ Clairon harmonigue*®
Tremblart

BOMBARDES
16’ Sous-Basse
8' Basse
B' Fitite harmonigue
8' Flite traversiére
4' Fliite oclaviante
2 Qctavin®
16" Bombarde®
8' Trompette harmonique*
8' Deuxiéme Trompeftte*
4' Clairon*

TIRASSE: Grand-Orgue, Récit, Poxif, Bombardes

ANCHES: Pédale
OCTAVES PLUS: Pédale

OCTAVES GRAVES: Grand-Orgue, Bombardes
JEUX DE COMBINAISON: Positif, Grand-Orgue, Bombairdes, Reécit
MANUELS ACCOUPLES: Positi au Grand-QOrgue, Grand-Orgue au Bombardes, Bombardes

au Reécit
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LUGON CATHEDRAL.
Aristide Cavaillé-Coll, 1656

Rastored in 1899, rebuilt in 1068.
For the spacification of this organ during Franck’s time see p.181.

GRAND-ORGUE

V Comet
16' Montre
&' Montre®
1€' Bourdon
8 Flite harmonique®
4 Prestant
8 Bourdon®
2' Doublette
4' Fliite oclaviante
2 2/3' Quinte '
1' Sifflet
V Fourmitire
it Cymbale
16' Bombarde
&' Trompette
4 Clairon

POSITIF

8’ Montre

8' Salicional

4 Prestant

8 Bourdon ™

4 FlGte douce
2 213 Quinte

2 Daublette

v Blein Jeu

8' Trompettte

8' Cromome

PEDALE RECIT EXPRESSIF
16' Flite 8 Bourdon &
8' Fl(te cheminee
4 Fiite 4 Fllits
16’ Soubasse octaviante
8 Bourdon 8 Filte -
4 Principal hamonivue
2Fiatea 8 Viole d'amour
cheminée 2 Qctarin
iV Mixture : & Trompette
16' Bombande 8 Voix humaine
8 Trompetie 8' Hautbois
4 Clairon _
ECHO
£’ Trompette
Il Cymbale
1 348 Tierce
2' Fitte & cheminée
2 2i3' Nazard
4' Fl(ite 4 cheminée
§' Quintaton
4 Vicle
&' Bourdon
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SAINTE.CLOTILDE, PARIS
Aristide Cavzille-Coll, 1856 o

Sirice the instrument's inception {sce p.182) only one rank Hiad been altered: the PFositif
Salicional was retuned into an Unda maris. Toumemire's recording (1930) was made on this
instrumient (specification given belcw). The organ was then substantially rebuflt in 1932, and
partially restored in 1962. See p,192 for the specification of 1962.

GRAND-ORGUE 1 POSITIF It
18" Montre 16" Bourdon
16’ Bourdon 8 Montre
8' Montre : 8' Bourdon
&' Flate harmonique 8' FlGte harmonique
& Gambe &' Vicle de gambe
8 Bourdon 8' Unda maris
4' Prestant * 4 Prastant
4' Qctave 4' Fliie odtaviante
2 2/3' Quint 2 213 Quinte
2' Doublette 2' Doublstis
VIl Plein jeu IV Plein jou harmonique
16" Bombarde 8 Trompetie
8' Trompette 8 Ciarinette
4 Clairon 4' Clairon
Tremblant
REECIT EXPRESSIF IH PEDALE
8' Fliite harmonique 32' Soubasse
8' Bourdon 16' Contrebasse
8 Viole de gambe 8 Basse
8 Voix céleste 4 Octave
4 Fliita octaviz. ite 16' Bombarde
2' Cetavin 16’ Basson
8' Trompette harmonique 8 Trompetie
8' Basson-nautbois & Clairon
&' Voix humaine
4' Clairon
Tremblant

Source: Toumemire (1930}
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SAINTE-CLOTILDE, PARIS
Avsistide Cavajlé-Coll, 1859 {see p.182) :
Rebullt in 193” (see p.191) and partially restomd in 1962 Langtals had the fo!lovmg

specification at his disposal for-his 1964 reconding:

GRAND-ORGUE POSITIF |l
16" Montre 16' Bourde-
16’ Boundon & Montre
8' Monire &' Bourdon
8' Fiilite harmonique 8' Fidite hamr~nique
8' Gambe 8 Viole: de gambe
&' Bourdon 8' Unda maris
4' Prestant 4' Prestant
4 Qctave & Flite oda\nmnte
2 2/3' Quint 2 2/3' Quinte '
2 Doublette 2' Doublette
V Comet 1 3/5' Tierce
Vil Plein jeu 1 1/3 Larigat
16' Bombarde 1 Piccolo
8 Trompetie V Plein Jeu
4 Clairon §' Clarinetie
8 Trompette
4’ Clairon
Trembizit
RECIT EXPRESSIF llI PEDALE
16" Quintaton 32 Eoushasse
8' Flitte harmenigue 16' Soubasse
8' Bourdon 16' Contrebasse
8 Viole de gambe: 8 Basse
' Voix céieste &' Bourdon
4’ Prestant 4' Oclave
4 Flite octaviarte & Flite
, 2' Octavin 2 Doublette
\ 2 2/3' Nasard 16' Basson
1 3/5' Tierce 16' Bombarde
8 Trompette harmonique 8' Trompetie
8' Basson-hautbois 4 Clairon
8' Voix humaine
&' Clairan
2" Clairon
IV Plein Jeu
Trernblant
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SAINT-CROIX, ORLEANS

Aristide Cavaille-Coll, 1880

Restored in 1980 by Haerpfer, kept in original siyle

POSITIF DORSAL |

B Montre

8' Salicional

8 Bourdon

4 Prastant

4 Filite douce
2 2/3 Quinie

2' Doubleiie
1 5/5' Tierca ®

V Plein Jeu

8 Trompette

8 Clarinette

4 Clairon

PEDALE
32 Soubasse

16' Violon basse

18' Flite
16" Soubasse
&' Violoncelle
B Filite
4 Flite

32" Contrebombarde

(=10 2/3}
16’ Bombarde

16' Tuba magna

g Trompetie
4 Clarion

GRAND-ORGUE Il RECIT
EXPRESSIF IV
16" Montrs 16’ Bourdon
16’ Bourdori &' Principal
8' Montre 8 Flite
8 Viole de Gambe 8' Viole de
8' Salicional Gambe
8' sourdon 8' Voix céleste
3° Fidte harrmonigue 8 Bourdon
&4 pPresiant 4 Flite
4' Fitte douce ottaviante
V Grand Comet 2' Octavin
V Foumiture N Comet
IV Cymbale 18’ Bombarnde
16' Bombarde 8 Trompetts:
8 Trompette &' Basson-
8’ Basson Hautbois
4' Clairon 8' Voix humaine
4 Clairon
Tremblant
BOMBARDE If _
(appellé Comet, Pleir Jeu et
anches du Grand-Orgue)

OCTAVES GRAVES: Grand-Orgue, Bombarde, Récit
APPELS JEUX DE COMBINAISON: Pédale, Grand-Orgue, Récit

ORAGE

~ Subsfituted by Haerpfer for the onginal Unda Maris
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SAINT-EUSTACHE, PARIS
Ducroquet, 1854 (see p.185)

Rebuilt by Merklin in 1879. Restored by Gonzales in 1932
The specification of the: organ on which Marchal recorded (1 959; is given below. See p.195 for

the specification of the new organ.

GRAND-ORGUE
EXPRESSIF
16" Montre
16 Quintaton
8' Montre
8 Frincipal
&' Filte harmonique
8 Bourdon
8' Gemshom
4’ Prestant
- & Principal .
4 Fiiite 4 cdheminée
2 2/3' Quinte o
2 Doublette
il Comet ;
X Grande Mixture
16’ Bombarde
- 8 Trompette
& Clairon

RECIT
EXPRESSIF
16’ Flite a cheminee
&' Principal .
8' Flute hamonique
8 Bourdon
8 Gambe
&' Voix céleste
& Prestant
4' Flte
2 Fifite
V¥ Dessus de Comet
IV Pleinjeu
N Cymbale
18' Bombarde
8' Trampette
4' Clation
&' Basson-Hautbois
8' Voix humaine

POSITIF DE DOS

8' Montre
8' Flite a fuseau
&' Bourdon
4' Prestant
4 Flite
2 23 Nazard
2' Doubletie
1 35 Tiercs |
1 1/3' Larigot
1 1/7" Septidme
- 1" Piccolo
Y Mixture
- & Trompette
- 4 Clairon
8 Cromomeg

.~ S0LO

15" Bourdon
1&' Gambe
' Principal
& Grosse Filte
- &fuseau
&' Quintaton
4' Principal
2' Doublstte
V Comet
V Foumiture
N Cymbale
16' Bombarde
Chamade
8 Trompette
- Chamade
4' Clairon
Chamade
8 Cor anglais

194

ECHO

&' Quintaton

& Salicional

8 Lnda Maaris

4' Dulciana

iV Cymbale

8 Corde
Basset

4 Chalumeau

PEDALE

32' Flite
16" Fiiite
16' Contrebasse
16" Viclon-
basse
15" Soubasse
10 243’ Quinte
8' Fi(ite
&' Bourdon
7 Vivloncelle
4§ Fifte
32 Bombarde
16' Bombarde
18" Basson
8 Trompeite
8" Basson
4' Clairon



SAINT-EUSTACHE, PARIS

Van den Heuvel, 1990
101 ranks

POSITIF |

16" Quintaton
8' Montre
8' Bourdon
8’ Salicional
& Unda Maris
4' Prestant
4 Flite &
fusaay
2 2/3' Nasard
2 Doulsiztie
1 3/6' Tierce
1 1/3' Larigot
1 /7" Septiéme
V Foumiture
il Cymbale
16' Doucaine
& Trompeite
8' Cromome
4' Claiton
Trérolo

RECIT
EAPRESSIF It
16' Fitte &
cheminee
8' Principal
8' Fliite traversiére
8' Cor de nuit
8' Viole de
Gambe
8" Voix céleste
4 Qclave
4' Fiite
octaviante
2' Octawvin
it Caillon
Vi1 Plein-Jeu
32 Contrebasson
46' Bombarde
g' Trompette
harmonique
8' Basson-Hautbois
8' Voix humaine
4' Clarion harmonigue
Trérnolo

GRAND-ORGUE I

32' Montre
18' Monire -
8 Principat
& Vicloncelle
8 Grosse Filite
8 Flite d
cheminée
4' Prestant
4' Flite
2' Doublette
-V Grand Comet
il Sesquialtera
IvV-Viit Grande
Foumniture
V-V Digin Jeu
16' Bombarde
&' Trompette
4' Clairon

PEDALE

32' Principal hasse
16' Filile
16’ Contrebasse
16' Soubasse
10 2/3' Grande Quinte
8' Fiite
8' Violoncelie
6 2/5' GGrande Tierce
5 1/3 Quinte
4' Fiite
2 Flite
it Theorbe
V Mixture
32' Contre-Bombarde
32' Contre-Trombone
16' Bombarde
16’ Basson
8 Trompeite
&' Baryton
4’ Clairon
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GRAND-CHOEUR IV

1€’ Viclonbasse
16’ Bourdon
8' Diapason
& Flite Majeure
8' Violon
5 1/3' Grande Quinte
- 4 Principal
4' Flite conique
3 1/5' Grande Tierce
2 213 Quinte
2 27 Grande
Septiéne
- 2 Fifre
17/5' Grande Neuviéme

I-VHI Plgin Jeu harmonique

16’ Clatinetle
&' Cor de Basset
16 Tuba Mdgna
8' Tuba Mirabilis
4' Cor harmonigtie

S0LOV

8 Flilte harmonique
4' Fliite oclaviante
2 213" Nasard harmonigue
2 Oclavin
1 3/5' Tierce harrnonique
4" Piceclo
i Harmonigues
16' Rarnquette
8 Chalumeau

- B M Trompsite en

Chiamade
It Trompetesa
Trémolo

196



smm*mucms-ns-s&ss, LYONS

Avistide Cavallé-Coll, 1879

Unaltered
GRAND-CRGUE POSITIF
EXPRESSIF
16’ Principal 8 Puiciana
16’ Bourdon 8' Undz Maris
&' Monire - 8" Fiiite harmonique
8' Selicional 8' Nachthom
8 FiGie hamionique 4' FlGte octave
8' Bourdon 2 Doublette®
- 4" Prestant kit Carillon®
4' Fltite douce & Troimpette*
2 Doublette* 8 Basson* .
IV Foumiure* 8 Clarinette”
iil Cymbazie* Tremblant
18' Bombarde * '
8 Trompette*
4' Clairon*
RECIT EXPRESSIF PEDALE
16’ Qluirtaton 32' Basse acoustique
8' Diapason 16' Cordrebasse
8' Viole de gambe 16' Soubz-se
g Voix céleste ! Fiite
&' Flate harmonique 8 Vicloncelle
" 8' Bourdon 16' Bombanje*
4' Flte octave 8 Trompeite*
8' Voix humaine
2 Oclavin* -
VO oetr
16' otein™ -
8' i .ompeaite®
8’ iHautbois*
4' Clairon*
Tremblart

TIRASSES: Grand-Orgue, Positif, Récit

ACCOUFPLEMENTS: Posttif au Grand-Orgue, Récit au Positif, Récit au Grand-Ongue

QCTAVES GRAVES: Grand-Orgue, Positif, Récit
APPELS ANCHES: Pédale, Grand-Orgue, Positif, Récit

APPELS FONDS
ORAGE
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SAINTE-PIERKE, REAUVAIS

Dranion Gonzales,
79 ranks

POSITIF ]
g' Montre
8' Bourdon
8 Fitite
& Gambe
4 Fifite
& Prastant
2 2/3' Nasard
2 Doubletie
1 3/5 Tierca
1 12 Larigot
1" Piccoo
V Cornet
il Fousiture
il Cymbale
8 Trompette
4' Clairon
8 Cromome
8' Basson

RECIT ECHO EXPRESSIF 1l

8 Principal

8' Flite harmonique

8' Bourdon
8' Salicional
b Quintadéne
8' Voix Célesie
4' Principal
4' Flite
2 Doubiette
V Flein Jsu
IV Cymbale
16" Bnmbarde
16 Cor anglais
8' Trompetie
4' Clairon
8' Hauthnis
g Vo hemaing

BOMBARDE IV
YV Grand Comet
16’ Bornbards

8' Trompette de Bombarde
4' Clairon de: Bombarde

GRAND-ORGUE Il
16' Monire
16" Bourdon
-8 Montre
8 Bourdon
8 Flijte
8' Gambe

5 1/3' Gross Nasard

4' Prestant
4 Flite

3 1/8' Gross Tiense
2 23" Nasard

2 Quarle
2 Doubiete

1 3/5' Terce

Il Grosse Foumiture
V Foumiture

IV Cymbaie

8' 1er Trompette

8 2e Trompetite

4’ Clairon

V Grand Comet

PEDALE

32' Principal
32 Soubasse
16' Fliite
16' Botrdon
16" Principal

8' Contrebasse

8 Flite

8' Principal

4' Figie

4 Principal

2 213 Quinte

2 Flijte
Vi Foumiture

16' Bombarde

8 Trompetie
4' Clairon
8' Dermogloste
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SAINT-SERNIN, TOULOUSE

Avistde Cavallé-Coll, 1889
Slighdly altered by Puget in the1930s

2' Clairon Doublette
8' Trompette en chamade
4' Clairon en chamade

POSITIF

L

GRAND-ORGUE RE@IT EXPRESSIF
16’ Montre 16' Quittaton
16' Bourdon 8' Diapason
8 Montre 8 Fidte haimionique
8' Bourdon # Vol de gambe
&' Fidte harmgoriiue & Voix céleste
&' Gambe 4' Fldte outaviante
- & Salicional 2 Crclavin
4' Prestant 2 23 Nasard (Puget)
4 Fldte odlaviante 1 3/8 Tierce (Puges)
2 Doubletie lil Cymbale (Puget)
2 2/3' Quinte 16' Bombarde
V Foumiture 8 Trompette
IV Cymbale & Basson-Hauthols
16' Bombarde 8" Voix hunine
8' Trompette 4' Clairon harmonigte
4' Clairon

PEDALE

8 Montre 32 Principal-Basse
8 Cor de nuit 16' Contrebasse
8' Salicional 16' Soubasse

4' Prestant 8' Grosse Fliite
4 Flite douce 8' Vinloncelle
Hl Fourniture (Puget) 4' Qctave

It Sesquialtera 32' Bombarde:

} Carillon 16' Bombade
8' Trompetie 8 Trompette

g Cromome 4 Clajron

4 Clziron :
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SAINTE-SULPICE, PARIS

Avistide Cavafllé-Coli, 1862
Restored between 1988 1950. _
For the specification of this organ during Franck's tima ses pp.183-84

GRAND CHOEUR | GRAND-GRGUE 1
8 Saliciona . 16" Principal
4 Octave o 16 Monfre
16’ Bombarde 1€' Boutdon
1%’ Basson 16' Filte coniguz
&' 1. Trompette 8 Montre
8 2. Trompeite &' Diapason
8' Basson 8' Bourdon
4' Clairon 8' Filte & pavilion
2 Glairon, &' Floie fraversiere
Doublette & Eifite harmonique
V Cormet 5 1/3' Quinte
IV Fourriture 4' Prestant
IV Plein Jeu 2 Doubistle
VI Cymbale
POSITIE HI RECIT EXPRESSIF
16' Vioglonbasse 16' Quintaton
16' Quindaton - 8' Diapason
8 Quintaion &' Filite harmonique*
3 Flite ¥ &' Vicloncelle
traversiére 8 Bourdon
8' Salicional 8' Voix céieste
8' Gambe 4' Prestant
& Unda matis 4' Dulciana®
4' Fliite douce 4' Elite octaviante™
4 Filte 2 213 Nazard*
octaviante 2' Doubletie
4' Duiciane 2 Octavin*
2 213 Quinte* V Fourniture
2' Doublette® IV Gymbale
1 3/5 Tierce* V Cornef*
1 143 Largot* 8 Cromome
1' Piecolo® 8' Basson-Hautbois
-Vt Plain Jeu* 8' Voix humaine -
16' Basson* 16’ Bombarde*
8 Baryton* 8' Trompetie*
8 Trormpetie* & Clairon*
&' Clairon* Trémolo
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SOLOV PEDALE
16' Bourdon 32 Principal
16' Filite conique 18’ Principal
8 Principal 16' Contrebasse -
' Violoncelie 16' Soubasse B
8' Gambe 8' Prircipal !
8' Kéraulophone 8' Vicloncelle
8' Fliita harmonicgue ' Filte
8’ Bourdor: 4 Fiite
5 143’ Quinte* 3% Bombarde*
4 Prostant” 1&' Bombarde*
4' Qutave® 16" Basson™
4' Filte actavistte 8' Trompette®
3 1/8' Tierce* 8' Ophicleide*
1 213 Quinte* 4' Clairon*
1 217 Septiéme*
2' Octavin®
V Comet*
16' Bombarde*
8 Trompeite*
4 Ciairon*

8' Trompetie Chamade

APPELS DES JEUX DE COMBINAISONS: Pédale, Positif, Résit, Salo

TIRASSES: Grand-Choeur, Grand-Orgue, Récit

QUTAVES GRAVES: Grand-Choeur, Srand-Orgue, Récit, Posilif, Solo

ACCOUPLEMENTS: Grand-Choeur au Grand-Orgue, Grand-Orgue au Grand-Choeur, Positif

#u Grand-Choeur, Récit au Grand-Choeur, Solo au Crand-Choeur, Récit
au Postif '
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SPIELTISCH CATHEDPAL SAINT-ETIENNE, SAINT-BRIEUC, BRITTANY

Aristide Cavaillé-Coll, 1848 :
Restored by Cavaille-Coll in 1872
Alterations made in 1912, 1942, 1947
Restored to the 1872 specification

GRAND-ORGUE Il POSITIF DEDOS I

16' Montre 8' Saficionat

16’ Bowdon ' Bourdon .
8'Montrz 8' Fidte harmonique
& Vivle 8 Unda maris
8 Flite harmonique 4 Prestant
8 Bourdon . 2' Doublette
4 Prestant ~ V Plein jeu
4 Duldiana 8' Trompette

223 Quire 4' Clairors

2' Doubleite 8' Cromome

iV Fournitre -

il Cymbale

. V Comet

16' Bombarde ' .
8' Trompeite ACCOUPLEMENT il
4 Clairory
8 Basson 8 Voix humaine

RECIT EXPRESSIFIV  PEDALE

8' Viole de gambe 1€’ Flite

8' Voix céleste 8 Flite

8' Fllte hamionique 4 Flite

4 Flate octaviante 16' Bombarde
2 Octavin 8 Trompette
8 Trompetie 4' Clairon

8 Basson-Hautbois

8 Voix hiumain 3

TIRASSES: Grand-Orgue, Fositif, Récit
COPULAS: i1, NlAY, IV, 1Al 48
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SANTA MARIA DEL. CORO, SAN SEBASTIAN, SPAIN

Avistide Cavallé-Coll, 1863
Unaltered

GRAND-ORGUE |

26 Flautado (16’ Montra)
26 Violon (16’ Bourdon)
13 Flautado (8" Montre)
13 Fiauta armonica
{&' Flilte harmonigue)
15 Viola da gamba (8%
13 Viclon (Bourdon 8')
6 1/2 Octava (4’ Prestant)
6 1/2 Tapadillo (4' Bourdon)
6 1/2 Dulciana® (4")
Quincena” :Joublette 2
Docena® (2 2/3 Quinte)
Compuestas armonicas*
(IV-Vi Plein Jeu
harmoniqus)
26 Trompeta magna*
{16’ Bombarde) §
13 Trempeta Real* (8)
6 1/2 Clarin (4' Clairon)
5 Cotneta (V Comef)

RECIT EXPRESSIF i

13 Flauta oclaviante (8)
13 Violoneslio (8')
13 Voz angelica
(Voiv. céleste 8)
6 1/2 Flauta octaviana (4')
6 1/2 Vicla (4"
2' Qctavin armonico*
13 Voz humana*
(Voix humaine 87
13 Trompeta* (8)
13 Fagot y oboe*
(8' Baseon hauthois)
6 1/2 Clarin* (4’ Clairon)
Trémolo

POSITIF Il

13 Flautado (8' Montra)
13 Salicional {8")
13 Violon (8' Bourdon)
13 Viola (8")
13 Unda maris (8
6 1/2 Flaula octaviante {4')
Docena*
(2 23 Quinte)
Quincena®*
{2' Doublette)
1' Piccolo
13 Trompeta (8')
13 Clatinste (8"
6 1/2 Clarin (4' Clairon)

PEDALE:

52 Contrabajo (32'
(32' Soubasse)
26 Flautado mayor
(16’ Confrebasse)
13 Flautado (8' Basse)
24 Bombarda* (16')
13 Trompeta* (8)
6 1/2 Clasin* (4' Claieon)

TIRASSE: Grand-Orgue, Positif, Récit
OCTAVES GRAVES: Grand-Oryue
APPEL DES JE! X DE COMBINAISON: Grand-Orgus, Réci, Postif

APPEL DU GRAND-QRGUE

ACCOUPLEMENTS: Récit au Grand-Orgue, Positif au Grand-Orgue:
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FRNCI

" APPENDIX C

CHRONOLOGICAL TABLE OF MAJOR ORGAN WORKS AND REVISIONS

BY CESAR FRANCK
YEAR WORK
1854 Pidee pour Grand-Onug compieted on 19 Maf:{
1856.8 Fantaisie Op.16 (first version)
1863 Fantaisie Op.16 (second versior} completed m October
1863 Grande F;iéoe symphgnigue Op.17 completed ;fnn 16 September
1863 Prélude, Fugue et Vadation Op.18 '
1863  Pastorale Op.19 completed on 28 September
18673  Pridre Op.20 undated
1863 Final Op.24
1868 Six Pieges including Faptaisie Op. 16 (second version) published by
Maeyeig- Couvreur
¢.1868-1880 Fantaisie (third version)
1878 Fantaisie enla completed 10 September
1878 Pigce héroique completed on 13 September
1878 Cantakit2 completed on 17 September
1880 Six Pigas published by Durand & Schoenwerk
1883 Trois Pigces published by Dglf;;and & Schoenwwerk
1890 Choral | completed on 7 Au{ﬁust
1880 Choral Il comnpleted o5t 14 September
1890 Choral Il completed on 30 Septembear i
1892 Trois Chorals published by A.Durarid & Fils, |
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