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THE SACRED MUSIC OF JEAN FRANCOIS LE SUEUR:

A MUSICAL AND BIOGRAPHICAL SOURCE STUDY
by Martin Merker Herman

The tremendous amount of attention which has been lavished
on the schools of musical composition which were emerging at Mann-
heim and Vienna during the final third of the eighteenth century and
the first two decades of the nineteenth, has served to obscure the fact
that Paris too, rightfully occupied a prominent position as one of Eu-
rope's leading music centers. Talented composers lived in the French
capital, excellent music publishers established their firms in the city,
the famous French Conservatoire was founded, hundreds of new operas
were being produced, a substantial number of symphonic compositions
came into being, and vast quantities of sacred music were being com-
posed. French Revolutionary Music - a fascinating species of compo-
sition created primarily because of its political potential and exploited
as a means for disseminating patriotic propaganda - was being developed
while a full opera~-concert schedule was maintained by several of the
world' s foremost performing ensembles. Jean Francois Le Sueur, well-
known composer, theorist, and teacher, (Berlioz, Gounod, and Thomas
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were among his students) occupied a prominent position in the midst of
this musical activity.

Using Le Sueur as a convenient "window" through which to view
this kaleidoscopic scene, the major problem was gradually narrowed un-
til it resolved itself into a study of the composer' s life and sacred com-
positions. Concentrating on basic source material and bibliographical
questions, the method of approach employed throughout was logically
conditioned by the fact that I had direct and continued access to archival
material; this proved decisive and ultimately determined both the direction
and format of the entire study. .

ﬁasically, the dissertation is divided into two major sections.
Part I, devoted to a study of Le Sueur the individual, begins with a sur-
vey of the existing literature written about the composer, and concludes
with a substantial biographical sketch and chronology. Since this bio-
graphical sketch represents the first basic study of Le Sueur's life to ap-
fpear~in English, emphasis throughout has been placed upon archival and
documentary sources; wherever possible, cross references to works writ-
ten by contemporaries of the composer are pravided.

Part II contains a survey of Le Sueur's sacred compositions, the
institutions for which they were composed, the sources - both published

and unpublished - in which they were made available, and the musical

atmosphere that prevailed in the Paris that spawned them. The milieu in



-3-

which the composer moved is emphasized, and the many positions occu-
pled by Le Sueur during his long and distinguished career are discussed.
Emphasis throughout is placed upon the repertory composed at each post.
During the Revolution, Consulate, Empire, and Restoration, good
fortune followed Le Sueur; he was appointed to positions of importance
under each of these regimes. The discovery of important new manuscript
materiél has shown, however, that the repertory performed by Le Sueur
after the Restoration was virtually identical to that which the composer
had previously employéd while in the service of Napoleon. A precise cor-
relation is established between works contained in the seventeen-volume
collected edition of Le Su_e;qg' s sacred music, an edition published between
1828 and 1842, the repertory of the restored Chapelle Royale, and the sacred
works written by tﬂe composer during the first decade of the century. Even
this earlier repertory itself, was in part derivative; many of the composi-
tions which Le Sueur iniroduced into it were adaptations of previously writ-
ten works. The transformation of political hymns composed during the Re-
volutionary period into sacred works for the Chapelle Impériale, became a
standard procedure, and throughout his career, Le Sueur proved extremely
adroit at readapting his earlier compositions to fit new and varied circum-
stances.

Four appendices, collectively bound in a separate volume, serve

to complete the dissertation and supplement the findings set forth in the
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main body of the text. Three of these four appendices provide the
reader with a general outline of each work coﬂtained in the generally
unavailable seventeen-volume collected edition of the composer®s
sacred repertory, while the fourth is a bibliography of largely uncata-
logued manuscripts. As an integral part of the dissertation, the ap-
pendices are designed to substantiate the major points made in the

study.
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INTRODUCTION

We live ini an age obsessed wit_}E its‘ own view of history.

Rarely before has any era concerned itself so intensively with the his~-
torical record or displayed such fervor in venerating the past. Hypno-
tized by the apparent precision of objective methodology, scholars con-
scientiously sift. the data preserved from bygone eras convinc2d of their
ability to rediscover genuine and vital truths. In terms of the refined
technical means presently available, this optimistic enthusiasm seems
justified, for many of the problems traditionally associated with histori=-
cal investigation have indeed been brought under control or gradually
eliminated.

To minimize the tremendous achievements of twentieth-century
scholarship, or to deny the vast potential which they offer for the future,
would be foolish and unfair. Still, considerable care must be taken not
to confuse definitive answers with sophisticated means. The former do
not, of necessity, follow the latter, and the historiographical limita-~
tions of the past have been neither repealed nor invalidated. One set

Y
of problems may vanish or be brought under control, but another group

—_

invariably arises to take its place.



Arguments concerning the nature of historical criteria, and ques-
tions associated with broad, all-inclusive historical theories, are rarely
found on the-pages of scholarly monographs. Those who willingly de-
vote their time and energy to research, dedicate themselves to present-
ing a partisan point of view; their interest in philosophical polemics and
historical interpretations may be quite limited. Thus, doctoral disser-
tations, and other works of a similar nature, rarely attempt to define
théir objectives in terms broader than the boundaries imposed upon them
by their specialized subject matter; to find the relationship that exists
between these immediate objectives and large, abstract concepts, can
be a difficult task. This is unfortunate, for it should be the responsi-
bility of every work to justify its existence in terms which transcend
narrow, self-imposed limitations.

Before narrowing our gaze to the highly specialized subject
treated in this dissertation, let us gain some contextual perspective by
examining the European musical scene as it unfolded during the late
elghteenth and early nineteenth centuries. Generations of music stu-
dents have been introduced to this era by studying the operatic reforms
of Gluck, investigating the music written by the sons qf Johann Sebas-
tian Bach, and examining the technical-dramatic innovations introduced
by the. Mannheim composers. Viewed cf_g_llectively, these developments

have then served as a primary point of departure leading to a concen-



trated study.of the Viennese Classic school and its three great repre~
sentatives.

As the introduction sanctioned by tradition, there can be no
denying the great merit possessed by this approach, for it yields a
meaningful view of the age; indeed, its soundness has beeh repea'tedly
demonstrated in the past. The questions here being raised, however,
are related not to the legitimacy of Fhis approach, but to its complete~
ness. Does it accurately portray the entire age, or is it decidedly limi-
ted in scope? Does it yield a comprehensive or a one-sided view of the
epoch? Is it the most desirable approach to the period, or are there
justifiable and legit;mate alternatives?

From a qualitative point of view, no important new evidence can
be offered to demonstrate that a cfxange of emphasis would be more mean-
ingful. Although competent composers, most of whom were totally un-
affected by qthe Mannheim~Vienna axis, were producing interesting music
at hundreds of European posts, it would be foolish to suggest that the
most important musical expression of the age remains undiscovered and
is to be sought in the.ir works. I do not believe this, nor do I suggest
that such a possibility be given serious consideration.

Still, in the interest of historical validity, one should be equally
reluctant to concede that the most characteristic and typical music of

the late eighteenth century was all being written in and about Vienna.



In almost every respect, the orbit of the Viennese classic composers
was a narrow one, and the amount of contemporary influence which they
generated was limited. While they may have produced the best and most
impressive musical monuments of their time, it is vitally important to
remember that their entire approach to composition was considerably -
even radically - different from that of most of their contemporaries. The
achievements of Haydn, Mozart, and Beethoven star}d as the glories of
their age, but even the blinding testimony of such wonders cannot alter
the fact that they remain basically atypical and uncharacteristic. Yet
an entire age is unquestioningly judged by their standards.

Paris, one of the two or three most important and active musical
centers in all of Europe during the first two thirds of the eighteenth
century, may serve as an ideal locale for studying those forces which
counterbalanced the Viennese influence. The significance of the French
capital in no way diminished towards the end of the century, and it is
difficult to understand why the French musical scene between Gluck and
Berlioz (c. 1780-c. 1830) has been neglected in such an unwarranted
manner. Hundreds of new operas were produced, a substantial number
of symphonic compositions came into béing, and vast quantities of
sacred music were composed in and for Paris during these years. Most
of Europe's leading composers made a pilgrimmage to the city hoping to

hear their works performed at the Opéra or the Concert Spirituel: and



knowledgeable commentators of the day unanimously praised the un-
maitched excellence of the performing organizations found in the French
ca:pital.

M Throughout the entire era, Paris maintained its honored position
as a multi-faceted center of musical activity. Méhul, Grétry, and
Cherubini, among many other talented composers, lived and worked
there. As a city which housed active and excellent music publishers
in substantial numbers, it attracted considerable attention from the com-
mercial as well as the artistic segment of the music world. Music edu-
cation, too, was well served in Paris, for it was here that the Conser-
vatoire was founded during the final decade of the eighteenth century.
Similar institutions in foreign countries were quick to follow the Con-
servatoire' s pioneering efforts, and many reshaped themselves in the
image of their French model. Even amidst the turmoil of revolution,
music never ceased to play a vital role in French life. A full-concert
and opera schedule was—— ;trictly maintained throughout the Revolution.
Inaddition, however, the French soon began to realize that music pos-
sessed a political potential and could be used for the dissemination of
patriotic propaganda. A special type of music was created for this pur-
pose, a music specifically designed to enhance the festivals and cere-

monies associated with the Revolution. French Revolutionary Music

remains an important and fascinating page in the history of music;



unfortunately, it is a closed book to all but a few specialists in the
field.

Jean Francois Le Sueur contributed substantially to the shaping
of this active musical society; the many things he attempted during a
long and active career brought him into close personal contact with vir-
tually all of the important developments mentioned above. A respected
figure, Le Sueur was a significant composer of opera, sacred music,
»occasional®™ works and French Revolutionary Music. He was an out-
spoken and controversial theorist, and a vigorous participant in the
numerous aesthetic-technical debates which raged in Paris during the
late eighteenth and early nineteenth centuries. As an influential mem-
ber of this flourishing musical society, he played a major role in the
founding of the Conservatoire, and, as one of its first and most impor-
tant composition teachers, was passionately involved in formulating the
institution's curriculum. In the dual role of professor and composer (as
Maltre de Chapelle to Napoleon, Louis XVIII, and Charles X from 1804
— until 1831, he occupied one of France's most sought after musical posi-
tions for almost a third of a century) he became the direct or spiritual
teacher of two generations of French composers. More than a dozen of

his students won the coveted prix de Rome, and Berlioz, Thomas, and

Gounod, were all products of his teaching efforts.



Choosing Le Sueur as the subject of this study was a relatively
simple matter. As a pivotal-figure in a musical-social situation that
interested me, and as the teacher of Berlioz, a composer whose music
I admired greatly, the initial choice seemed obvious. What to do with
Le Sueur, and how to treat the man and his music, proved to be a far
more perplexing problem. Initially, a detailed stylistic analysis of a
selected corpus of music was considered. While certainly legitimate,
analysis was rejected on the grounds of priority: it seemed completely
unnatural to embark upon a technical study when so many basic problems
remained nnresolved. The institutions for which the music had been
written, the sources in which it was contained, and the musical atmos~-
phere prevalent in the Paris which had spawned it, had never been in-
vestigated with care. It was these that were selected as the points of
departure for a source-and-context-oriented approach.

The logic of this reasoning was to prove itself when I became
the fortunate recipient of a Fulbright Grant to Paris for the academic
year 1960-61. Above all, it was the opportunity afforded by this grant
that proved decisive in determining the course and format of the follow-
ing study. This type of research could only have been undertaken by one
who had continued and direct access to the. primary archival sources.
Since this privilege was mine, how inappropriate it would have been to

write the same dissertation in Paris that I might have written in Ann Arbor.



PART 1

JEAN FRANCOIS LE SUEUR



CHAPTER I
THE SOURCES OF BIOGRAPHY

Jean Francois Le Sueur, composer, theorist, and teacher, en-
joyed the abundant recogniiion heaped upon him throughout the final
three decades of a long and active career. It was during these years
that his status as a composer was considerably enhanced by a growing
reputation which proved capable of transcending the boundaries of his
native France. In recognition of this European fame, new honors were
liberally bestowed upon him at home and fresh tributes arrived in steadily
increasing numbers from every corner of the Continent.

Those who concen.trate solely upon the venerable figure of Ber-
lioz' revered teacher, however, may overlook the most important as
well as the most attractive features of Le Sueur the man and artist. The
composer's youthful life - the apprenticeship and early maturity of a
young musician whc:;se destiny was decisively shaped by the turbulent
forces of a chaotic era ~ proves to be both decisive and appealing. Suc-
cess came easily to no one during those hard and cynical years when
modern France was being hammered-out of the remains of the Old Regime,
and Le Sueur paid dearly for his. As an active participant in a kaleido-
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scopic society, he knew well the pains of intense frustration and thwar-
ted ambition. Still, fortune was more than kind to this man; he lived to
see virtually all of his basic personal and professional ambitions real-
ized. __J

Although Le Sueur achieved considerable renown during his life-
time, certain facts associated with his biography remain unclear and
open to question. The composer' s genealogy has never been determined
with certainity; evidence concerning the precise sequence of his youthful
activities has failed to survive; and a number of incidents that transpired
during his mature years seem to suggest several alternate and conflict~
ing interpretations.

Despite these gaps, however, reliable information reiative to
much of Le Sueur’ s personal life and professional activity has survived
in substantial quantities. Consisting principally of official, semi~-
official, and private papers, these documents may be conveniently
grouped under the following headings: notifications of appointments
and promotions; Chapter deliberations; pay records from the Consulate,
Empire, and Restoration; personal correspondence; and a variety of
archival material. Preserved at the Bibliothéque Nationale, the Biblio-
théque de 1; Opéra, the Bibliothéque du Conservatoire de Mus fque, and
the Archives Nationals in Paris; the Archives du Département de la
Somme in Amiens; the Bibliothéque Municipale in Abbeville; and the ar-

chives of the churches which the composer served in his youth; these



11

records provide a vast body of basic knowledge about Le Sueur. In addi-
tion, several autobiographical sketches preserved in the composer's
own hand, and a number of contemporary biographies, works written
about Le Sueur by intimate and knowledgeable acquaintances, supple-
ment the ample store.

When carefully sifted, this evidence illuminates a considerable
portion of the composer’ s life. Indeed, the material yields such a mass
of apparently reliable data that one is tempted to speak of a veritable
embarrassment of riches. Unfortunately, however, not all of the sources
are equally vali/d, and great care must be exercised in evaluating their
contents. The problem of reliability, for example, becomes particularly
acute when the contemporary biographies are considered. Most were
written from a specific point of view with a definite objective in mind.
Each must be read and—interpreted within the context of the purpose for
which it was written.

If the biographies of Le Sueur written by contemporaries of the
composer raise problems of reliability, what of the autobiographical
sketches which Le Sueur himself prepared for a variety of reasons dur-
ing his life? Of the many such sketches known to have been written by

the composer, only two have survived; both are preserved in the archives

of the Bibliothéque de 1' Opéra.1 The first, dated January 16, 1815, lists

1Paris: Bibliothéque de 1' Opéra, Carton 2055.
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the dates of service spent by Le Sueur at each of the positions which
he occupied during his earlier career. It was drawn up for the Baron
Delaferté, Intendant of the Menus Plaisirs du Roi, who submitted it
to the court in connection with Le Sueur’'s appointment as Surinten-
dant of Louis XVIII's Chapelle Royale. The second, which dates from
approximately 1824,l was prepared by Le Sueur for the administration
of the Conservatoire at its request.

Considered solely in terms of accuracy and reliability, neither
of these two sketches can stand up under rigorous scrutiny. Both re-
cord chronological inaccuracies, and in several important areas, pre~
sent basic contradictions which must be resolved. Dates of service,
for instance, are merely approximated, and the titles of several posi-
tions occupied by Le Sueur during his early career are incorrectly cited.
'i‘hese errors were probably no more than inadvertent slips caused by an
imperfect memory. Le éueur had no reason to be untruthful, and facts
can easily become imprecise when they are related to incidents that
took place during a relatively short span of time thirty to forty years
earlier. Still, they serve to demonstrate that even the most simple and
obvious of autobiographical statements are not, of necessity, free from
error.

1The document bears no date, but internal references suggest
that it was written in 1824.
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The most substantial biography of Le Sueur to appear during his
lifetime was written by the composer' s contemporary and friend, Charles
Pierre Ducancel.1 An eloquent defense of the position adopted by Le
Sueur during his violent controversy with Sarrette and the Conservatoire
in 1802, Ducancel' s essay is a passionate and highly partisan account
written by the "official defender" of the co'mposer. In every respect it
is a totally biased report.

While Ducancel’ s Mémoire stands as the arch example of its
genre, it remains only one of the emotionally charged literary efforts in-
spired by the composer during his lifetime. Le Sueur was not a timid
figure, and during the period 1786-1804 he became involved in a number
of controversial incidents. In 1786 and 1802 the issues raised by these
conflicts became so intense that the Parisian press was forced to take
sides; full-scale pamphlet wars charactéristically followed. Extreme
statements concerning Le Sueur's activities soon began'to appear; al-
most invariably, these statements exceeded the bounds of propriety.

1Charles Pierre Ducancel, Mémoire pour J. F. Lesueur, 1'un des

inspecteurs de 1' enseignement au Conservatoire de musiqgue, au conseiller
d' état chargé de la direction et de la surveillance de 1' instruction publique;

en réponse a la partie d'un prétendu "Recueil de piéces [a opposer & divers
libelles dirigés contre le Conservatoire de Musique] " iniprimé soi-disant
au nom du Conservatoire, et aux calomnies dirigées contre le citoyen Le-
sueur par le citoyen Sarrette, directeur de cet établissement, et autres,
ses adhérents; contenant en outre quelques vues d'améliorations et d' af-
fermissement dont le Conservatoire parait susceptible. Par le citoyen

C. P. Ducancel, défenseur officiel et ami de Lesueur, Paris: Goujon fils,
Vendémiaire an XI [September-October, 1802]
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Pointed references were made to all facets of the composer's private
and public life, each facet being appropriately interpreted and colored
by the individual preference of the author. As the central figure in these
disputes, Le Sueur became the prime target of the opposition, and the
symbolic bulwark of the defense.

Several important encyclopedic works, compiled or published
during the period of Le Sueur's maturity, give prominent coverage to
the cor;xposer, and include lengthy ;rticles dealing with his life and
works. The article on Le Sueur in Choron' s famous biographical dic~
tionary of 18101 is an important early source of information, for the dic-
tionary was published when the composer was just fifty years old. In

1833, four years before Le Sueur's death, Fétis' Biographie universelle2

began to appear. The Belgian encyclopedist included a large and impor-~
tant article on his Parisian colleague and friend. It is this article which
has served as the major source for virtually every subsequent encyclo-
pedia.
Those contemporaries who wrote of Le Sueur during his mature
years, those years which followed 1804, occasionally disagreed with
1Alexandre Choron and Francois Joseph Marie Fayolle, Diction~

naire historique des musiciens ..., 2 Vols., Paris: Valade et Lenor-
mant, 1810-1811.

2 .
Francois Joseph Fetis, Biographie universelle des musiciens et
bibliographie générale de la musique, Paris: Firmin-Didot, 1833-44.
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respect to details1 but were consistent in their praise of the composer.
By this time Le Sueur had become a highly respected figure, richly
honored by the soéiety wh ich he served, and the literature reflected the
great esteem in which both the man and his music were held. Most of
these works were conceived as tributes to the old age of a famous com-
poser, or, if written after his death, as eulogies to mourn the passing
of a beloved figure who had occupied a leading musical position in the
service of his country. Several appeared originally as articles, necro-
logies, or notices in the periodicals of the day, and were only subse-
quently published in book or pamphlet form. Several found their way
into print as encyclopedia articles or were later incorporated in essay
anthologies. Some may be encountered, vs;ith slightly modified titles
but in virtually identical form, in several widely divergent sources.
1Most frequently, the birth date, genealogy, chronology, and
other items of a similar nature, are presented with slight discrepancies.
2Almost all of Berlioz' major literary works carry some mention
of Le Sueur. In the following list, the more important references have
been cited. Virtually all of these items had appeared originally in the

periodical literature before being collected and published in: A travers
chants ..., Paris: Michel Levy Fréres, 1862; Les grotesques de la mu-

sique, Paris: A. Bourdilliat, 1859; Mémoires de Hector Berlioz ...,

2 Vols., Paris: Calmann-Lévy, 1865. The important *Nécrologue et

esquisse biographie de Le Sueur,™ Revue et Gazette Musicale de Paris,

XLil (October 15, 1837), pp. 443 ff., was subsequently reprinted in

Les musiciens et Ia musique, Paris: Calmann-Lévy, 1867, pp. 68-79.
X (avier] Boisselot, "Notice sur Jean Francois Le Sueur,” la

France Musicale, XVII (April 26, 1840), pp. 171-172.
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All of the works cited below were written by contemporaries of
Le Sueur, people who were intimately associated with the composer or
flis family. More recent efforts, less passionate and more objective
in their view, have attempted to achieve historical perspective by elimi-
nating much of the personal bias so evident in the earlier works. The
modem critical literature devoted to Le Sueur centers about three works
published during the first decade and a half of the twentieth century:

Adolphe Boschot, "Années d'Apprentissage. - Lesueur,"

d'un romantique, Hector Berlioz 1803-1831 . ..4'1 Felix Lamy, Jean-Francois

in La jeunesse

Stephen de la Madelaine, "Notice historique sur la vie et les
ouvrages de J. Fr. Le Sueur," Notabilités Contemporaines, 1844; virtu-
ally the same article appeared as “Notice historique de Le Sueur,” Fastes
Artisti] ues, 1844; reissued as Jean-Francois Le Sueur, Paris: C. Bajat,
11844 .

Pongerville, "Jean Francois Lesueur," Biographie des hommes
célébres de savans des artistes et des littérateurs du Departement de la
Somme, Amiens: Machart, 1837.

Désiré Raoul-Rochette, "Notice historique sur la vie et les ou-
vrages de M. Lesueur, lue 3 1' Académie Royale des Beaux-Arts,™ l1a
France Musicale, LVIII (October 13, 1839), pp. 538 ff.; subsequently
published in pamphlet form with additional information as Institut Royal
de France. Séance publique de 1'Académie Royale des Beaux-Arts du
samedi 5 octobre 1839. Notice historique sur la vie et les ouvrages de
M. Lesueur, par M, Raoul-Rochette, lue d la séance de 1' Académie
Royale des Beaux-Arts, 5 octobre 1839, Paris; Didot, 1840.

Abbé Tiron, "La vérité sur Le Sueur, ou Lettre & M. Raoul-Roch-
ette au sujet de la Notice qu':l a lue a ' Institut, en octobre 1839 sur ce
célébre compositeur, par un de ses anciens compagnons d'enfance," La
France Musicale, XVI (April 19, 1840) pp. 157-161; all of this is iricorpo-
rated in Tiron's book, Souvenirs d' un vieux Picard, Amiens: Leonél
Hérouart, 1864.

11"aris: Plon-Nourrit, 1906, pp. 89~113. This is the first book of
Boschot' s three volume biography of Berlioz. The following two works
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Le Sueur, 1760-1837 . .. :1 and Wilhelm Buschkotter, “Jean Francois Le

Sueur, eine Biographie,” in Sammelbande der internationalen Musik-

Gesellschaft.2

As a group, these three works represent the first real effort to
deal with Le Sueur' s life in a scholarly and scientific fashion. In a
very real sense, however, they were preceded by two late nineteenth-
century biographies which served to bridge the gap betw=en friendly

chronicle and objective history: L. Petit, Notice historigue sur Le Sueur,

Jean Francois ... ',3 and Octave Fouque, "Un précurseur d' Hector Ber-

. ; - . . . 4
lioz, J.-F. Lesueur,"” in Les révolutionnaires de la musiqgue ....

Published in Abbeville, the birthplace of Le Sueur, Petit's pamph-
let of 1883 enjoyed only a limited circulation. It was predominantly
local in both interest and character. Substantially ignored by its au-
thor' s contemporaries, the work has exerted little noticeable influence
complete the set: Un romantique sous Louis-Philippe, Hector Berlioz -

1831-1842 ..., Paris: Plon-Nourrit, 1908; and La crépuscule d*un ro-
mantique, Hector Berlioz 1842-1869 ..., Paris: Plon-Nourrit, 1912.

1Paris: Fischbacher, 1912.

21912—1913, pp. 58-154. Buschkotter' s biography was originally
written as a doctoral dissertation, and as such, was published in pamph-
let form as Jean Francois Le Sueur, @ine Biographie, Leipzig: Breitkopf
& Hartel, 1912. The published thesis is identical to the article con~
tained in the Sammelbande, for they were both printed from the same
plates.

3Abbevi11e: C. Paillart, 1883.

4paris: Calmann Lévy, 1882, pp. 1-183.
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on subsequent devotees of the composer. Quite the opposite, however,
was the case with Fouque' s full length biography of Le Suéur; it was
widely disseminated and given considerable credence.

In organizing his biography, Fouque chose to present a predomi-
nantly journalistic and anecdotal account of the composer' s life; unfor-
tunately, he failed to substantiate his contentions from the readily
available archival record. While important sources are apparently cited,
and highly pertinent material 1s ostensibly quoted directiy, no documen-
tation of any sort is offered to validate the vital claims made on the
basis of this evidence. Many events - including the composer's birth
- are incorrectly dated. Add to all of this the highly romanticized ap~
proach adopted by the author, and it can be seen why the work is re-
lated more closely to the earlier Le Sueur literature, from which much -
of it is derived, than to the sphere of scientific biography. Fouque was
completely governed by the conviction that Le Sueur was in every respect
the immediate predecessor of Berlioz, and he directed all of his efforts
to proving that Le Sueur was in reality a Berlioz manqué; by so doing,
he threw grave doubts on the validity of his entire work.

Returning to more recent endeavors, the first work chronologically
encountered is the lengthy chapter on Le Sueur which Adolphe Boschot
included in the initial section of his three volume biography of Berlioz.

It is a substantial and excellent essay in which Boschot attempted to
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locate some of young Hector's roots in the controversial ideas advoca-
ted by his old mentor. Quite in keeping with the author's basic objec-
tive, howaver, this fine study is primarily concerned with Berlioz and
only peripherally with Le Sueur. Boschot focussed his attent‘on on the
influence which Le Sueur exerted on Berlioz and did not concern himself
with the development of Le Sueur.

The books written by Lar;ly and Buschkotter remain, and they re=-
present the two most ambitious attempts yet made to study the biographi-
cal facts of Le Sueur's life in a systematic and scholarly fashion.1 Lamy
concentrated his efforts on the composer* s earlier life, and it is in this
area that the primary strength of his study resides. As a native of Amiens,
the author inherited a specific interest in Le Sueur's youthful associa-

tion with the city' s Cathedral, and it was with the objective of clarifying

The following works must also be mentioned in connection with
Le Sueur' s biography: Georges Serviéres, "Les oratorios de J. F. Le
Sueur,” Episodes d' histoire musicale, Paris: Fischbacher, 1914, pp. 23-
10k~ This essay is a reprint of Serviéres' original series of three articles
which appeared as : "“Les oratorios de J. F. Le Sueur,” La Tribune de
Saint-Gervais XI (1905) #2, pp. 43-55; #3, pp. 78-87; #'s 4-5, pp. 109-
117. While Serviéres' study deals primarily with the oratorios of Le Sueur,
and as such, is the finest work yet produced on the subject, he does in- .
clude a short, but perceptive and well documented, biographical intro~
duction.

A second source, a work of minimal importance, must here be
mentioned, because, aside from encyclopedia articles, it represents the
sole attempt made to write an essay on Le Sueur in English: Mary Har-
grave, “"Jean Francois Le Sueur,” in The Earlier French Musicians (1632~
1832), London: Kegan Paul, Trench, Trubner & Co., Ltd., 1817, pp. 68-
74.
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and dccumenting these years of the composer' s early life that Lamy un-
dertook a careful search of the Archives du Département de la Somme.
The remainder of the book contains much valuable information. It is,
however, so conditioned by Fouque and the earlier biographers of Le
Sueur, that its trustwosthiness cannot be assumed.

Buschkotter, tco, dipped heavily into the sources and marshalled
an impressive array of documentary evidence in support of his conten-
tions. Many important documents - most of which are drawn from a vari-
ety of Parisian archives - are directly quoted in' their entirety, and the
book tends to assume the not unpleasant character of a “"Le Sueur Read-

“* Unfortunately, both Lamy and Buschkotter took unwarranted liber-

er.
ties with the sources, liberties which on occasion completely distortthe
meaning of the original documents. Both made numerous errors in tran-
scribing documents, and Buschkotter had the unhappy facility of incor-
rectly equating the Revolutionary and Gregorian calendars when confron-
ted with the problem of transcribing dates from the former to the latter.
In almost every instance his calculations are off by a day or two, and on
several vital occasions, he is incorrect by months or years.

Everything considered, both Lamy and Buschkotter possess sub-
stantial value. For all of its discrepancies and deficiencies, Busch-

kotter* s study remains the single most important book about Le Sueur

ever published. It must be emphasized once more, however, that the
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work of both Lamy and Buschkotter was primarily biographical in orien-
tation. They dealt principally with the facts of Le Sueur's life, and it

is in this area that they make their basic contribution. While both au-
thors devoted some attention to the composer' s operatic works, occasion-
al music, and theoretical treatises, only minimal mention 1s made of the
sacred compositions and the circumstances which surrounded their writ-
ing. The little that was included is frequently incorrect or, at the very

least, open to serious question.



CHAPTER II
BIOGRAPHICAL SKETCH AND CHRONOLOGY

The evidence which documents the early phase of Le Sueur' s life
reveals a number of strange contradictions. Beginning with the composer' s
date of birth, several major chronological obstacles and one complex
genealogical question must be unraveled before any absolute statement
concerning the precise sequence of his early biograpily can be validated.
A number of contemporary documents, inéluding testimony preserved in
the composer's own hand, incorrectly cite 1763 instead of 1760 as his
date of birth; these same documents yield conflicting information concemn-
ing the exact dates of his early appointments.l In addition, all ofthose
events whose precise dates must be established from information relative
to Le Sueur' s age at the time of their occurrence, may be incorrect by as
many as three years if the 1763 birth date is adopted as a base.

Assertions made by colleagues and relatives of the corr;poser,

coupled with the varied and contradictory written testimony contained in

1Sevc—:»ral documents written by Le Sueur and preserved in Paris:
Bibliothdque de 1' Opéra, Carton 2055, alternately cite 1760 and 1763 as
his date of birth, and attest to dates of service in various positions that
could not possibly be correct.

22
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several series of reference letters which Le Sueur obtained for a variety
of reasons during different periods of his life, constitute the essential

-

ingredient of the genealogical problem. Depending upon the evidence
accepted, Le Sueur might have been the son of an agricultural worker
engaged in threshing the fields of Ponthieu, the descendant of an old
and noble Picard family, or the great nephew of Eustache Lesueur, court
painter to Louis XIV.l If his precise genealogy is a matter of minor con-
sequence, the circumstances which motivated Le Sueur to amass these
documents are quite worthy of note. One group of references, that which
dates from 1802, was obtained at Le Sueur's own request and was used
by the composer to help clear his name of the slander which was being
directed against it at that time. Another series, this one dating from the
mid-1820's, apparently provided Le Sueur with an impressive set of gene-
alogical credentials to present at court during a period when Charles X

was considering the possibility of elevating him to the nobility.

1760

February 15: An extract from the Baptismal register of Drucat-Saint-Mar-

tin verifies that Jean Francois Le Sueur was born on this date inthe

lThe basic genealogical evidence is impressively marshalled,
cited, and explained by Wilhelm Buschkotter, Jean Francois Le Sueur,
pp. 58-6l.
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| .
town of Drucat-Plessiel.  Situated near the city of Abbeville, in
the Northwest corner of France, this small town occupies a site not
far from the French coast of the English channel.

1760-c.1767

Le Sueur's early youth was spent in the area immediately surround-
ing Drucat-Plessiel where his musical ability and precocious talent
were apparently soon recognized.

c.1767-¢ . 1770

He attended the parish school at the church of Saint-Wulfran in Ab-
beville and was immediately enrolled as a member of the church
choir. He remained.in Abbeville as a chorister and student until
approximately 1770.

An attestation from Saint-Wulfran, dated 14 Thermidor an X

(August 2, 1802), speaks of Le Sueur's great musical ability and
g

tells of his exemplary conduct. It says that the boy left Saint-Wul-

fran to continue his training and studies at the maflrise of the

1The Baptismal record is cited in Lamy, Jean-Francois Le Sueur,
p. 3, footnote #2: ®Le 15 Février 1760 est né en légitime mariage et le
méme jour a été baptisé par moi, curé de cette paroisse, Jean-Francois,
fils de Jean-Francois Sueur et de Marie-Jeanne Duchaussoy, son épouse.
Le parrain a été Louis Leclercq et la marraine Cécile Platel.® It is signed:
"Duponchel, curé.”

2The casual biographical information which has been provided deals
principally with Le Sueur' s early life. While many of the events are not
specifically documented, all of the major biographizal sources accept the
accuracy of this information.
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Cathedral at Amiens. Unfortunately, no precise dates of service
are provided.l |

Having been born thirty years before the French Revolution erupted
into violence, Le’Sueur' s youth and early maturity (1760-1788) were de-
cisively shaped by several of those outmoded educational institutions of
the Old Regime which had long since lost all meaningful contact with the
liberal thought of their own age. Opportunities for education were limited
in number and narrow in scope, for schooling was completely controlled
by the Church, and the Church had strong interests vested in maintaining
the status quo. At the time of Le Sueur's birth, only eight hundred schools
were to be found throughout the kingdom. Of this total, one hundred and
thirty were Colléges and a like number were cathedral schools. The vast
majority, however, were small abbey and monastery schools whose edu-
cational value was both limited and dubious.

Associated with almost every one of these schools was a special-
ized ins‘titution devoted to the professional training of musicians. Known
as maltrises, these schools occupied a dominant position in the musical
life of the Old Monarchy, for the responsibility of providing musicians in
sufficient quantity to meet the healthy demands of both church and court

was given to them. Although the maltrises enjoyed a virtual monopoly

1I’aris: Bibliothéque de 1* Opéra, Carton 2055.
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on the vocational training of young musicians, the state provided no cen-
tralized direction. While the emerging conservatories of Italy and Ger-
many were attempting to develop a uniform curriculum, each maltrise in
Pfance followed an independent course of study. Generally, music was
taught in the mornings while the afternoons were devoted to th;a study of
Latin and theology. The quality of instruction varied enormously, for it
depended entirely upon the competence and desire of the individual teach-
ers.

The maltrises were small boarding schools of limited enrollment,
supported and supervised by the clerics of the cathedral, church, or ab-
bey with which they were associated. In order to gain admission, and
thus qualify as candidates for the educational benefits which were avail-
able, parents had to sign an agreement enrolling their musically gifted
children for a period of ten years. At the expiration of this term, the
young graduates were encouraged to enter a seminary and study for the
priesthood, or join some chapelle as singer or organist. Not all, how-
ever, retained their zest for a life so oriented towards the Church, and
many left the maltrises tc assume musical positions in the army or at
court. Still others were employed in growing numbers by the theatres

and concert halls where a steadily increasing need for singers and instru-

mentalists provided substantial opportunity for a secular career.



27

Le Sueur passed the first three decades of his life steeped in this
atmosphere. Memoirs, written in their later yeérs by contemporaries and
colleagues of the composer, men who had shared this type of life and
could speak from personal experience, tend to emphasize the wholesome
and pleasant qualities which they remembered. While life at a maltrise -
undoubtedly had its lighter moments, to think of it as generally pleasant
places unwarranted trust in recollections that had undoubtedly mellowed
with the passage of time. Basically, it must have been serious, difficult,

and materially unrewarding. 1

c. 1770-¢c. October, 1776

At the age of ten, he left Abbeville and was enrolled for a ten year
period of service as a chorister and student at the maltrise of the
Cathedral at Amiens. In Amiens, Le Sueur sang in the choir and
studied music while simultaneously pursuing all of those academic
and theological subjects included in the curriculum of a cathedral

school. It was at Amiens that he wrote his earliest musical compo-

1Additional information regarding the organization of musical
training in eighteenth~century France, and Le Sueur’ s experiences as an
apprentice performer-composer in the maftrise at Amiens, may be found
in the following sources: Abbé Tiron, Souvenirs d'un vieux Picard,
Amiens: Lenoél-Hérouart, 1864; Abbé Leroy, Employés du choeur et
officiers de la Cathédrale d’ Amiens, Montdidier: J. Bellin, 1911; Lamy,
Jean-Francois Le Sueur, pp. 4-8; Fouque, "Un précurseur d' Hector Berlioz,
J.~F. Lesueur” pp. 14-16; Hargarave, "Jean Francois Le Sueur, " p. 210;
and Buschkotter, Jean Francois Le Sueur, pp. 62-64.
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sitions, and it was here that he was given the opportunity ;)f hearing
them performed.
] 1775

February 7: A note appended to the final verset of the earliest surviving
composition by Le Sueur - an autograph manuscript score of an alter-
nate verse setting of the Magnificat - reads: "“fini a Amiens le 7
fevrier 1775, Le Sueur, Enfant de Choeur.” The title page of the
same score, however, states: "fini a8 Amiens le 7 de mars 1775."l

1776
August 7: The deliberations of the Chapter at the Cathedral of Amiens

show that Le Sueur was given special permission to sing at the

Cathedral service on the festival of the Assumption (August 15). 2

1Paris: Bibliothéque du Conservatoire de Musique, MS 12260.

2Amiens: Archives du Département de la Somme, G 2984, folio
11 verso. Lamy, Jean-Francois Le Sueur, pp. 7-8, in quoting this docu-
ment, incorrectly dates it as August 6. In addition, the transcription
which he provides of the deliberations is inaccurate. Several phrases
are omitted and one extremely misleading phrase is added. The document
reads as follows: "Messieurs, ayant égard a la requéte verbale de M. Le
Sueur, petit vicaire de leur Eglise, lui ont permis de faire chanter en leur
église le jour de la f&te prochaine de 1' Assomption et qu' en leur mattrise,
il y prenne le lait d' @nesse pour le rétablissement de sa santé." Follow-
ing the word "chanter", Lamy has added: "(de la musique de sa compo-
sition)."”" It may well be that the music was indeed of Le Sueur' s own
composition, for it hardly seems likely that a chorister would have to
obtain special permission to sing at a service in his own church, but
the document does not say so.
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August 16: The Chapter deliberations for this date state that Le Sueur
had been thanked and paid 24 livres as a reward for his singing.

c. October, 1776-Summer, 1777

Le Sueur remained in Amiens, but left the maltrise to enroll in the

Collége where he studied philosophy, rhetoric, and classics. While

pursuing his studies, Le Sueur conEinued Nhis musical training at the

Cathedral, and remained associated with its musical organization.
1776 (Cont.)

October 2: The Chapter at Amiens granted Le Sueur permission to with-
draw from the maltrise four years prior to the fulfillment of his origi-
nal ten year commitment. This action would have enabled Le Sueur
to enroll at the Collége in time for the fall term.2

In reconstructing the basic chronological sequence of the young
composer' s life, heavy weight must be given to the direct testimony of

Le Sueur' s early employers. Attestations of service submitted by the

cathedrals which he had served as a young man, and the Chapter delibera-

tions, minutes kept by the governing body of each cathedral, provide the

principal sources for this information. While the deliberations yield

pertinent data relative to Le Sueur's activities, it is from.the attestations

1Amiens: Archives du Département de la Somme, G 2984, folio
12 verso.

2 .
Amiens: Archives du Departement de la Somme, G 2984, folio
19 recto.
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that his precise.dates of service and the location of his next appointment
can most frequently be determined. Furnished by an employer shortly
after a satisfactory period of employment had been ‘terminated by mutual
'agreerr.xent, these attestations served as references which tﬁe former em-~
plovee could use in seeking a new position, or as credentials which
might be offered as proof of excellent and faithful service.

As a record of employment, Le Sueur's attestations display several
unusual and interesting features. Foremost is the fact that each of tﬁe
cathedrals he had served submitted two attestations relative to his period
of employment: the first coincident with the end of the composer® s tenure,
and the second, in every instance,{?ated from the year 1802. Unfortu-
nately, neither group has survived as a complete set. The very existence
of a second series of attestations, all dating from a year considerably
later than the terminal date of Le Sueur's employment, is highly unusual,
and it seems likely that they were furnished by the cathedrals at the di-
rect request of the compdser himself. In the year 1802, a critical one in
the life of the composer, Le Sueur undoubtedly found himself in need of
character references and wrote to his former employers requesting addi-
tional letters which he might offer in his own support.

1777
May 2: The original attestation from the Cathedral at Amiens, the one

which bears this date, helps to establish with certainty the period of
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Le Sueur's tenure at Amiens. It states specifically that he had
served the Cathedral for six years, both as "petit vicaire" and "en-
fant de choeur,™ while enrolled at the maltrise. His exemplary be-
havior, faithful service, and great musical ability are all glowingly
referred to in the most generous terms.

A subsequent attestation from the Cathedral at Amiens, dated
21 Thermidor an X (August 8, 18‘02), praises Le Sueur's character,
fidelity, and service in the usual mannér, and then goes on to state
that following his withdrawl from the maltrise, he had continued his
studies at the Collége of Amiens where he had been held in equal
esteem by his colleagues and teachers. 2

Summer, 1777-Summer, 1779

Sometime during t!’le Sufnmer of 1777, Le Sueur left Amiens to assume
the duties of Maftre de Musique at the Cathedré;l of Seez. ﬁ_ea had
accepted the position, his first professional appointment, when it
had been. offered that Spring, and was to remain at Séez for approxi-

mately two years.

1Pr:xris: Bibliothéque de 1' Opéra, Carton 2055.

2 .
Ibid. Buschkotter, Jean Francois Le Sueur, p. 64, incorrectly
equates the Revolutionary and Gregorian calendars when he transcribes
the date as August 5, 1802.
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1777 (Cont.)

July 30: The deliberations of the Cathedral Chapter at Amiens, by
recognizing Le Sueur's request for financial assistance, documents
his presence in Amiens as of this date. Specific note is made of
the fact that he was about to l'eave Amiens for the new position at
Séez. In the words of the Chapter, he was *...a la veille 4’ 8tre ~

maltre de musique d Sées, ...."

The requested financial assist-
ance was probably needed to help the young composer establish
himself in new surroundings.

An attestation. from the Cathedral at Séez, dated 5 Vendémiaire

an XI (September 27, 1802), establishes Le Sueur' s dates of service

at Séez as during 1777 and 1778. The document further states that
the terms of employment had been fulfilled most conscientiously by
Le Sueur, and that the composer had left the Cathedral, with the
regrets of the Chapter, to assume a new position in the capital
(Paris), one which would permit him greater opportunity to display

his musical talent more advantageously.

1Amiens: Archives du Département de la Somme, G 2984, folio
58 verso.

2Paris: Bibliothéque de 1* Opéra, Carton 2055. Buschkotter,

Jean Francois Le Sueur, p. 65, incorrectly equates the Revolutionary and
Gregorian calendars when he transcribes the date as September 26, 1803.
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c. Fall, 1779

It seems likely that Le Sueur remained at Séez throughout the summer
of 1779, taking his leave sometime during the early fall. The more
advantageous position which he had accepted, the one referred to '
in the attestation from Séez, was that of Sous Maitre de Musique

at the church of the Saints-Innocents, Paris; it was here that he
studied and collaborated with the Abbé Roze (or Rose), Maltre de
Musique at the church. Although specific details concerning this
appointment have failed to survive, Choron provides the following
relevent statement when writing about the Abbé Nicolas Roze: "In
1775, the Abbé Roze was appointed Maltre de Musique at the church
of the Saints-Innocents, Paris. .. .The Abbé Roze resigned from
this position on November 1, 1779. ul Le Sueur must have resigned
at approximately the same time.

Winter, 1779-May, 1782

Le Sueur's tenure as Sous Maltre de Musique at the Saints-Innocents

was an extremely short one. It could hardly have lasted more than

1Alexandre Choron and Francois Joseph Marie Fayolle, Dictionnaire
historique des musiciens. . . , 2Vols., Paris: Valade et Lenormant,
1810-1811, Vol. II, p. 246: "En 1775, M.. 1' Abbé Roze fut nominé maltre
de musique des Saints-Innocens, & Paris. . . . M, 1' Abbé Roze donna
sa démission le premier novembre 1779."
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several months, for by the end of 1779, he had accepted a post as
Mafttre de Musique at the Cathedral in Dijon. Since the original

attestation is dated May 24, 1782 and specifically states that

Le Sueur had been associated with the Cathedral for three years,
it must be assumed that he arrived in Dijon sometime late in 1779.l
A second attestation from Dijon, this one dated 10 Thermidor an

X (uly 29, 1802) , cites the years 1779 to 1782 as the period of

Le Sueur's service. After corroborating the excellence of Le Sueur's
work, the report incorrectly states that the composer left Dijon for

a position at Notre Dame in Paris. ("qu'il n'est sorti de ses fonc-
tions de Maltre de Musique 3 la Cathédrale de Dijon que parceque
ses talens supérieures qui 'y avaient fait admirer, 1' appellaient

. , tre . N
a remplir celles de M.~ de Musique de Notre Dame de Paris."")

He actually left for a post at the Cathedral of Le Mans, and did not

arrive at Notre Dame until several years later.

1Paris: Bibliothéque de 1' Opéra, Carton 2055. As of May 24, 1782,

the date of the original attestation, Le Sueur could not possibly have been
at his post in Dijon for three years. The report apparently referred to
years of the calendar (1779-1782), for Le Sueur' s total service at Dijon
could not have exceeded two and one half years.

2Paris: Bibliothéque de 1' Opéra, Carton 2055.
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1782
March 21: Le Sueur's motet, Beatus Vir, was performed at the Concert
- 1
Spirituel.

April 5: A Magnificat by Le Sueur, the second work of the young com-

poser to be programmed within a two week period, was performed
2
at the Concert Spirituel.

May 11, 1782-¢. January, 1783

-

During these seven and a half months, Le Sueur served as Maltre
de Musique at the Cathedral of Le Mans.
1782

May 1l: The original attestation from Le Mans, dated January 24, 1783,

cites May 11, 1782 as the date on which Le Sueur arrived to assume
his duties at the Cathedrai. 3
A second attestation from the Cathedral of Le Mans, dated 24

Vendémiaire an XI (October 16, 1802), places the composer in Le Mans

during 1782 and 1783. The second attestation is accompanied by a

letter, dated "Mans le 17 octobre 1802,”" which clearly states that

1Michel Brenet, Concerts en France au XVIIIe. s 8cle, Paris:
Fischbacher, 1900, p. 339, footnote #2.

2Ibid.

3Paris: Bibliothéque de 1* Opéra, Carton 2055.



36

Le Sueur himself had written to the Cathedral asking for their refer-

ence, and had indicated quite specifically just what should be in-
1

cluded.

c. January, 1783-c. Spring, 1784

Early in 1783, Le Sueur left Le Mans to accept an appointment as
Maitre de Musique at Saint-Martin in Tours; he remained in Tours
for a period of approximately fifteen months.

The second attestation from Saint-Martin, dated 10 Thermidor

an X (July 29, 1802) , certifies that the composer had faithfully and

honorably discharged all of the duties assigned him during his tenure ,
a tenure which extended over a period of more than a year, and that
he had resigned from the post with regret to assume the position of

Maitre de Musique at the church of the Saints-Innocents in Paris. 2

lBoth the second attestation and the letter are preserved in the
same archive. The letter begins: "Je m’ empresse de vous envoyer,
Monsieur, le certificat rev€tu de toutes les formalités, telles que vous
avez paru les désir, par la lettre que vous m'avez fait 1' honneur de
m' écrire, ..."

2Paris: Bibliothéque de 1* Opéra, Carton 2055. Buschkotter,
ean Francois Le Sueur, p. 69, incorrectly equates the Revolutionary
and Gregorian calendars when he transcribes the date as July 27, 1802.
In addition, he fails to include the most important section of the document,
for in his citation he omits that portion of the attestation which refers to
the length of Le Sueur's tenure at Saint-Martin, and leaves out the sen-
tence which specifically indicates the composer®s destination as the
Saints-Innocents in Paris.
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1783

November 3: A setting of the psalm, Dilexi, preserved in an autograph

manuscript, definitely establishes Le Sueur in Tours as of this date.
The title page of the score reads: "a Tours, le 3 Novembre 1783,
Le Sueur. wl

c.Spring, 1784-June, 1786

Le Sueur served as Maitre de Musique at the church of the Saints~
Innocents for approximately two years. Returning to Paris, and the
church he had served as Sous Maltre for several months late in 1779,
he quickly became an active participant in the capital’'s multi-face-
ted musical life. Befriended by Sacchini, Le Sueur soon developed
an avid interest in the stage, and began the composition of his first
opera after having been encouraged to do so by the Italian master.
The highly dramatic sacred music which he wrote for the Saints-In-
nocents aroused keen interest throughout the capital, and works by
Le Sueur began to appear on the programs of the Concert Spirituel

with increasing frequency as the composer' s name became more

—_—

¢

widely known.

lParis: Bibliothéque du Conservatoire de Musique, MS 736l.
Three additional Le Sueur manuscript scores: Beati omnes, Super flumina
Babylonis, and a Stabat Mater, all written while the composer was at Tours,
have been collected in one volume and preserved as Bibliothéque du Con-
servatoire de Musique, MS 8073. The title page reads: “Composé par J.
F. Le Sueur, Maitre de Musique de 1' Eglise st -Martin de Tours ,” butgives
no specific date.
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1784
May 20: Le Sueur's Super flumina Babvlonis was performed at the Con-
cert Spirituel.l
December: A Mass and Stabat Mater by Le Sueur gave rise to consider-
able comment when presented at the Saints-Innocents. 2_’
1785
March 22: An ode, based upon texts by J. B. Rousseau which had been
set to music by Le Sueur, was performed at the Concert Spirituel..
It was favorably received a;xd repeated several timés during the fol-
lowing few weeks.
1786
April 10: Le Sueur's Dilexi was performed at the Concert Spirituel. 4

April 12 and April 15: Several choruses, composed by Le Sueur to poetry

of Racine and Corneille, were performed at the Concert Spirituel. S

1Brenet, Concerts en France, p. 339, footnote #2.

2]ournal de Paris, March 24, 1785. Cited by Serviéres, "Les

oratorios de J. F. Le Sueur,” p. 53, and Buschkotter, Jean Francois Le
Sueur, p. 70.

3Brenet, Concerts en France, p. 340; Fouque, "Un précurseur d'

Hector Berlioz, J.-F. Lesueur,” p. 19; Buschkotter, Jean Francois Le
Sueur, p. 70; Lamy, Jean-Francois Le Sueur, pp. 12-13.

4Brenet, Concerts en France, p. 339, footnote #2.

5Ibid, p. 340; Buschkotter, Jean Francois Le Sueur, p. 70.
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April 29: An anonymous article appearing in the Mercure de France of

this date, refers to Le Sueur's music as; ®full of spirit and warmth. "
It continues by saying that "his music is very dramatic; perhaps it
even has more of a dramatic character than it does the character of
the chapelle; this is a happy defect. ul
For a little more than a year, from June of 1786 until the fall of
1787, Le Sueur served as Matltre de Chapelle at the Cathedral of Notre

Dame in Paris. Since the propriety of Le Sueur's professional activities

became the focal point of considerable controversy during the composer"* s
tenure at the Cathedral, it has become virtually impossible to separate
fact from fiction when attempting to evaluate the record. The precise cir-
cumstance s of his appointment, and the true facts surrounding his depar-
ture, have been so interpreted, reinterpreted, and misinterpreted by par-
tisans and opponents of the composer, that only the colored legends which
their authors wished to perpetuate remain. The following account is an
attempt to set forth the known and ascertainable facts as objectively as
possible.

Soon after his appointment as Maltre de Chapelle, Le Sueur peti-

tioned the Chapter of the Cathedral requesting additional funds to be used

1Mercure de France, April 29, 1786: "pleines d'esprit." "Sa
musique est trés dramatique; peut-etre méme a-t-elle plus ce caractére
que celui de chapelle, ce qui est un heureux défaut.” Buschkdtter, Jean
Francois Le Sueur, p. 73, quotes this notice in German translation.
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for supplementing the musical means then at his disposal. Long an out-
spoken proponent of programatic church music, Le Sueur advocated a
style of sacred composition which would stimulate emotional and religi-
ous feeling by musically illustrating the liturgy in a "meaningful”™ manner.
It was the composer’ s contention, a contention shared by neither all of
his colleagues nor his superiors, that the service for each of the church
festivals should become a type of music drama or oratorio, dramatically
appropriate and quite literally descriptive of the events being portrayed.
If these objectives were to be realized, argued Le Sueur, if sacred music
was to become a truly moving experience which would significantly en-
ligh_ten the congregation, than an elaborate musical organization was ne-
cessary.

He obtained the desired permission and proceeded to implement his
plan by.engaging singers and instrumentalists from the Opéra. With the
assistance of this expanded musical organization, Le Sueur performed
the highly programatic services which he had composed for presentation
at the Cathedral during the four great festivals of the church year: Chris-
mas; Easter; Pentecost; and the Assumption. The works were given a
mixed reception.

Large crowds were attracted to the Cathedral by the reforms which
Le Sueur had initiated. Admirers of the composer heartily endorsed the

novel experiments, while enemies of Le Sueur reacted in violent opposi-
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tion by claiming that the church had been sacreligiously transformed into
a theatre. Marie Antoinette herself dlsplayéd keen interest in Le Sueur's
work, and tangibly expressed her open admiration for the composer by
regularly attending Mass at Notre Dame. Her enthusiastic comments
about Le Sueur's music reflected an attitude which she apparently shared
with other members of the royal f7mily, for there is no doubt that Le Sueur
would have received an appointment as Maltre de Chapelle to Louis XVI
had not the Revolution intervened.

Le Sueur's contention that the dramatic and picturesque elements
of music were highly desirable characteristics, characteristics which
should be fully exploited in sacLed composition, was far from a unani-
mously acceptable doctrine. The opposing forces became increasingiy
more vocal in stating their respective positions. Attacks followed by re~
buttals quickly appeared in the Parisian press, and in the tradition of
French intellectual-artistic disputes, soon erupted into a full-scale pamph-
let war. While the more conservative clerics, together with some segments
of the capital' s musical hierarchy, openly scoffed at these innovations,
derisively referring to them as "les opéras de gqueux,” (the beggars®
operas), the public, as well as many intellectuals, responded with con-
siderable favor.

Contemporary newspapers were sharply divided on the question,

and the merits of Le Sueur' s sacred music became the subject of heated
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public debate. Controversy raged about a number of specific composi-

tions, with the Regina coeli of 1786 and the overtu;e which the composer

had provided for the Easter Mass of 17%7 among the most frequently in-
voked. Those who opposed Le Sueur condemned his reforms as frivolous
and scandalous. Such music, they maintained, was not fit to be performed
in church for it failed to suit the mood of peaceful contemplation which
should accompany public worship. The administrators of the Concert
Spirituel, too, opposed Le Sueur’' s efforts; the spectacular services which
the composer offered free to the public at the Cathedral had proven to be
highly competitive.

Those who approved, heartily endorsed Le Sueur's attempt to in-
ject life and "reality” into the service. The general public was very favor-
ably disposed to Le Sueur's colorful Masses, motets, and oratorios; con-
temporary reports indicate that the massive basilica was not large enough
to hold the throngs of admirers who came to hear the "new" music being
offered at Notre Dame. Those in the forefront of the literary and musical
world were divided. Some supported the composer while others opposed
him.

Late in 1786, partly in response to the public clamor caused by
his experiments, and partly to satisfy himself, Le Sueur wrote a pamph-

let in which he enumerated his basic ideas concerning church music. Pub-

lished in February of 1787, the pamphlet was entitled: Essai de musique
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P . a Pl . . 1
sacrée, ou musigue motivée et méthodique, pour la féte de Noél.” Em-

ploying the Mass he had composed for Christmas of 1786 as his point of
departure, Le Sueur tried to explain his philosophy in relation to a_speci-
T
iic composition, one which was still fresh in the mind of the public.
Le Sueur's pamphlet failed to elicit the hoped for support, and -
the composer' s enemies replied by issuing a manifesto of their own,

Anonymously written and anonymously published, the work bore the title:

1'Ile des chats fourr:_s_._ Violently attacking those principles which

would permit the divine Office to be transformed into a spectacle, the
anonymous author did pot limit his arguments to the philosophical ques-
tion at hand, but assailed Le Sueur's integrity as well. He imp-lied that
the composer was so lacking in ability that he had written neither the
pamphlet which set forth his views nor the music in which they were in-
corporated, and the pamphlet war was on in earnest. |

Le Sueur respoﬁded by publishing a related series of four short

theoretical essays which were collectively entitled: Exposé détaillé

. . . . : . 2
d'une musique, une, imitative, et gartlculiére a chaque solemnite.

Intent upon presenting a more extensive explanation of his position than

that contained in the original Essai de musique sacrée, Le Sueur used

1 .
Paris: Herissant, 1787.

2Paris: Heérissant, 1787.
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these essays as a forum. They provided him with an excellent oppor-
tunity to discuss his ideas about music in general, the nature of music,
music' s relation to the other arts, etc. in considerable detail; particular
emphasis was placed on the functional nature of sacred music. Emplo&—
ing the cyclic organization of the church year as his spring board, Le
Sueur devotes single essays to each of the four major festivals: Christ~
mass;1 Easter;2 Pentecost;3 and the Assumption.4 A theoretical essay,
plus a detailed sketch of a musical service appropriate to the respective
festival, is included in each of the pamphlets. The sketches, originally

conceived as program guides to be distributed before the service began,

1 . . s . .
Exposé d'une musique, une, imitative, et particuliére & chaque
solemnité; ol 1' on donne les principes généraux sur lesquels on 1' établit,

et le plan d' une musique propre & la féte de Noél ..., Paris: Hérissant,
1787.

2 . I . -~ . . N A
Suite de 1' essai sur la musique sacrée et imitative, ou 1'on
donne la plan d' une musique propre & la féte de PAque ..., Paris: Héris-
sant, 1787.

3 ” , et
Exposé d'une musique, une, imitative et propre a chaque solem-

nité; ou 1' on donne une dissertation sur ses effets, et le plan d' une mu-
sique particuliére 3 la solemnité de la PentecOte. Suite de ' essai ...,

Paris: Hérissant, 1787.

4 - Y . » Iy . s & -~ .
Expose d’' une musique, une, imitative, et particulieére & chague
solemnité; ou 1' auteur, 3 la suite de ce qu'il a déja publié & ce sujet,

donne a ceux de ses éléves qui se destinent & composer la musique de
nos temples, les préceptes qu'il leur a cru nécessaires pour mettre la

plus de poésie de peinture, et d' expression possible dans leurs ouvrages.
Il y donne aussi le plan d' une musique propre & la féte de 1' Assomption.
Suite de l'essai ..., Paris: Hérissant, 1787.

-
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were intended to clarify the means used by the composer in dramatizing
the service, and to provide the worshippers with an outline of his speci-
fic objectives.

Throughout the polemics which followed, Le Sueur argued the
basic philosophical and artistic question, while the opposition concen-
trated heavily on personal slander. In 1787, matters came to a head. Ap-
parently beset by financial difficulties, the Chapter of Notre Dame deci-
ded to curtail the Cathedral' s music budget. Although the retrenchment
was not publicly announced until late that summer, - after the Assumption,
when Le Sueur was away on vacation - it was a step that had long been
advocated by many officials of the Cathedral who disapproved of Le Sueur’ s
worldly and expensive ideas. The decision was warmly received by all
who were critical of the composer.

When Le Sueur was notified of the Chapter’ s action, he found
himself in a difficult position. He was reluctant to resign, for his re-
signation would have been interpreted as an admission of defeat. Under
the circumstances, however, he could hardly have continued at the Cathe-
dral for the curtailed budget would have forced him to abandon the experi-
ments which he had so notably begun. In September of 1787, the compo-
ser requested an extended leave of absence. The Chapter chose to inter~
pret Le Sueur's request as a resignation although it was quite obviously

not intended as such. The position assumed by the Chapter was clearly
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underlined later in the year. Despite repeated applications from Le Sueur,
they obstinately refused to reinstate the composer.

Late in 1787, one aspect of the financial situation at Notre Dame
was made the subject of a most unpleasant incident. Le Sueur's enemies
accused the composer of appropriating Cathedral funds set aside for other
purposes. In an anonymously written and published pamphlet entitled,

Dessert des plats de son métier que M, 1'Abbé L * * * 3 fait servir 8 son

E. Monseigneur l' archevéque de Paris 3 messieurs du chapitre de la mé-
tropole, Le Sueur's honesty and i'ntegn;y v&ere attacked in the most vio~
lent fashion. It required the testimony of the canons of Notre Dame to
clear his name of the scandal.

And so the controversy lingers in the printed pages of books pub-
lished over a century and a half ago. Whether Le Sueur resigned his post
at the Cathedral voluntarily, or was actually asked to leave the position,
remains uncertain. In either event, it may be said with certainty that
many non-musical and non-professional considerations were directly in-
volved. Friends of Le Sueur claim that the effrontery of the situation
caused him to resign rather than modify his program, while his enemies
maintain that he was justly chésed from the position. Since the composer
himself did propose a leave of absence, it is likely that he intended a
trip to England before returning to his post at Notre Dame. London held

out the prospect of fame and fortune without the turmoil of the pamphlet
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wars which raged in the French capital. In any case, the Chapter's ac-
tion in accepting his “resignation® precluded this possibility.l
It is interesting to note that several years later, during the early
phase of the Revolution, the composer was arrested and charged with the
crime of having made music for the glory of God. He was eventually re-
leased, but not before being threatened with a jail sentence for his form-
er activities. Had he remained at Notre Dame, the outcome might have
been considerably different and the verdict far harsher.
1786

June 26: The deliberations of the Chapter at the Cathedral of Notre Dame

show that Le Sueur had of;ficially been appointed Maltre de Chapelle

at the Cathedral as of this date, and that hewas to assume the duties

of his new position on the first of Iuly.2

11='or further information concerning Le Sueur' s tenure at Notre Dame,
as well as summaries of the theoretical works published during this period,
see: Lamy, Jean-Francois Le Sueur, pp. 13-34; Buschkotter, Jean Francois
Le Sueur, pp. 70-94; and Serviéres, "Les oratorios de J. F. Le Sueur,”
pp. 31-52. Althoughthese works are not completely consistent, either with
respect to one another or with respect to the documents, they do present
most of the pertinent information concerning this period of Le Sueur’ s life.

zParis: Archives Nationales, "Registre des délibérations du chapi-
tre de Notre Dame, " LL 23240, See also Abbé Francois~Léon Chartier,
... L'Ancien chapitre de Notre Dame de Paris et sa maltrise, d'aprés les
documents capitulaires (1326-1790) ..., Paris: Perrin et C'T, 1897,
Buschkotter, Jean Francois Le Sueur, p. 72, quotes the document but
makes several errors in transcribing it. Two certified copies of this docu-
ment, stating that they had been officially transcribed from the Royal Ar-
chives, together with a French translation of the original Latin, may be
found in Paris: Bibliothéque de 1' Opéra, Carton 2055.
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July 3: The Chapter deliberations state that Le Sueur had requested per-
mission to enlérge the Cathedral's regular musical organization dur-
ing the four major festivals of the year by hiring supplementary per-
formers to assist him. He was granted permission to do so for the
approaching festival of the Assumption - August 15th - and told that
due consideration would be given to the remainder of his request fol-
lowing that holiday.1

August 14-15: A notice in the Journal de Paris of August 13th announced

that a Te Deum by Le Sueur, with orchestra, would be performed at
Matins on August 14th and repeated at Mass and Vespers on August
15th at the Cathedral.

November 17: T}:e Chapter granted Le Sueur the additional financial sup-
port he had previously requested. He was to receive 2400 francs to
pay for the supplementary musical forces under the following condi-
tions: the number of instrumentalists would not interfere with the

singing of the chorus; no performers from the Opéra would be permit-

1Paris: Archives Nationales, " Registre des délibérations du
chapitre de Notre Dame," LL 23240, Buschkdtter, Jean Francois Le
Sueur, p. 73, quotes the document but makes several errors in trans-
cribing it and omits a portion of the heading. Two copies of these de-
liberations, one of which is in the hand of Madame Le Sueur and dated
August 1, 1856, may be found in Paris: Bibliothéque de 1' Opéra, Car-
ton 2055.

Lald
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ted to appear at the Cathedral, for the clerics deemed them unworthy
of participating in a church service.1

December 8: "L' Ombre de Sacchini,™ a cantata written by Le Sueur in
memory of the recently deceased composer, appeared on the program
of the Concert Spirituel. It was performed immediately following
Sacchini' s oratorio Esther which was given in memoriam.

1787

April 11: Responding to an anonymous letter written in opposition to Le
Sueur’ s experimental sacred music, Count Lacépéde published an
article in the Journal de Paris of this date in which he praised Le
Sueur highly and stated that there was much of great value to be
found in his work. 3

August 27: Le Sueur was unanimously elected to honorary membership in

the Academy of Science and Fine Arts of A’miens.4

1l:’.aris: Archives Nationales, "Registre des délibérations du
chapitre de Notre Dame,™ LL 23240, cCited by Serviéres, "Les oratorios

de J. F. Le Sueur,” pp. 33-34; and Buschkotter, Jean Francois Le Sueur,
p. 74.

Brenet, Concerts en France, p. 340.

3 . .
Buschkotter, Jean Francois Le Sueur, pp. 76-77, quotes Lace-
péde's reply in German translation.

4 . . .
Paris: Bibliotheque de 1* Opera, Carton 2055: "L'académie
.+.d"'un voix unanime a nominé membre honoraire MY Le Sueur mattre
de chapelle de 1' Eglise Métropolitaine de Paris ... ™
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September 7: The deliberations of the Chapter at Notre Dame indicate

that a letter, written by M. Le Sueur from Amiens on the third of
September, had been read. Since the composer had stated his in-
tention to travel outside of the Kingdom, and thus absent himself
from the Cathedral for a long period of time, the Chapter declared
the position vacant.1

September 24: The Chapter deliberations indicate that initial attempts
to find a replacement for Le Sueur had failed. A composer named
Hérissé, then Matltre de Chap;elle in Orléans was to be contacted
about the post.z

October 3: The Chapter deliberations state that following an exchange
of letters, Hérissé had agreed to accept the position. 3

October 17: According to the Chapter deliberations, Hérissé had written

a second letter expressing his regrets, for upon considering the

lParis: Bibliothéque de 1' Opéra, Carton 2055 contains a certified
copy of this meeting. It réads: "Lecture faite d'une lettre écrite d'A-
miens par le MY Le Sueur, matftre de Musique de !’ Eglise de Paris endate
du 3 de ce mois, par laquelle il annonce & Messizurs un voyage hors du
royaume qui doit le rendre absent pour longtemps, et qui est un abandon
réel de sa place. Messieurs ont en conséquence déclaré la dite place
vacante, et ont arreté qu® il sera procédé incessamment & !’ élection d’ un
autre mafltre de Musique." Quoted by Buschkétter, Jean Francois Le Sueur,

p. 91, and Lamy, Jean-Francois Le Sueur, p. 36.

2Paris: Archives Nationales, "Registre des délibérations du
chapitre de Notre Dame," LL 23240, A certified copy may be found in
Paris: Bibliothéque de 1' Opéra, Carton 2055. Serviéres, "Les oratorios
de J. F. Le Sueur,” pp. 49-50 discusses this document.

3Ibid.
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matter further, he had decided not to accept the appointment. Ap-
parently, Hérissé had been informed of the difficulties encountered
by Le Sueur at Notre Dame only after his initially favorable response,
and had decided that he did not wish to accept under these condi-
tions.

November 5: In view of Hérissé's refusal, the Chapter appointed a com-

mittee to find a suitable replacement. 2 An understanding seems to
have been reached among the composers of France not to accept a
position which they felt had been honorably filled by a colleague
who had been unjustifiedly dismissed. Thus the Chapter experienced
great difﬁcult.y in trying to locate a qualified candidate for the post.

November 17: The deliberations show that the Chapter refused to reverse
its original position and reinstate Le Sueur despite the fact that a

==

letter had been received from the composerrequesting suchaction. 3

'bid.

“Ibid.

3C:hartier, 1' Ancien chapitre de Notre Dame de Paris, as cited by
Servieres, "Les oratorios de J. F. Le Sueur,” pp. 49-52. For further dis-
cussion concerning the eventual disposition of Le Sueur's old position,
and the ultimate course adopted by the Chapter with respect to musical
procedures at the Cathedral, a course which was followed until the Re-
volution, see: Paris: Archives Nationales, "Registre des délibérations
du chapitre de Notre Dame," LL 2324 0-41, Relevant discussion took place
at the Chapter meetings of March 3, March 21, April 2, and April 9, 1778.

See: 1'Abbé Meuret, Le chapitre de Notre Dame de Paris en 1790, Paris:
Picard, 1904.
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The entire Notre Dame affair was officially concluded on

March 21, 1788 when the Chapter sent Le Sueur an attestation certi-
fying the excellence of his character and noting the meritorious qual-
ity of the service he had rendered while employed at the Cathedral.
The attestation refers to the fact that Le Sueur was then being con-
sidered for the post of Maltre de Chapelle to the King, and a note,
appended to the document in Le Sueur's own hand, indicates that
the composer had submitted a copy of this attestation to M. le Duc

de Villequier in April of 1788 as support for his candidacy.1

11=‘aris: Bibliothéque de 1* Opéra, Carton 2055: "Nous sous-
signés chanoines du chapitre de Paris, déclarons que M. Lesueur,
maltre de musique de notre église a honoré la musique de chapelle par
ses grandes idées musicales et ses nouveaux plans en ce genre ou il a
fait une véritable révolution. Nous lui devons des louanges sincéres
pour 1' éducation distinguée qu'il donnait @ nos éléves enfants de choeur:
il leur inspirait 1' excellence de la sienne. Ses moeurs, sa conduite, sa
probité, son honneur furent irréprochables. Sa maniére d'étre et les talents
extraordinaires qu'il a développé dans notre église aux yeux de la ville
et de la cour, laisseront une longue mémoire parmi nous. Si les mémes
talents le portent a la chapelle du roi nous pourrons répondre qu' il rem-
plira cette place au-dela m@me des espérances que Messeigneurs les
Gentilshommes de la chambre du roi pourraient en concevoir. Nous jouirons
de la gloire musicale qui I’ attend et nous partagerons ses triomphes.  Nous
donnons cette présente déclaration le vingt-un mars mil sept cent quartre
vingt huit. 21. III. 1788."™ It is signed: "De Champigny, chanoine,
Dantichamp, gr. vicaire, Devienne, ch ., and Radix, chanoine.™ The
appended note in Le Sueur's hand reads: "Le Sueur a donné double de
cette attestation & M, le Duc de Villequier au mois d'avril 1788 pour une
survivance a la chapelle du roi qu‘il lui prommettait. "

The copy of this attestation which appears in Buschkotter, Jean
Francois Le Sueur, pp. 93-94, contains several minor errors.
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Fall, 1787-Fall, 1788

2

Other than the fact that LeSueur was being considered as a candi-

date for the position of Maltre de Chapelle to Louis XVI during the
Spring of 1788, ‘- verified by the attestation from Notre Dame dated
March 21, 1788 and Le Sueur's marginal note of April, 1788 - nothing
is known of the composer' s activities during this period.

Late in the fall of 1788, Bochart de Champigny, one of the canons
of Notre Dame whc; had befriended Le" Sue;Jr and had supported his cause
throughout the ordeal of 1787-1788, advised the composer to leave the
capital, and suggested that he live at the cleric' s country home in
Champagne as a guest. Le Sueur gratefully accepted the generous invi-
tation, and free from material care, passed four pleasant years at the
home of his gracious host. It was during this stay that the composer was
first provided with an extended opportunity to try his hand at operatic
composition. His interest in the theatre had been s>teadily developing,
and these carefree yea;'s in the country were devoted to composing several
works for the stage.

T'hus ’ whilé much of France was engaged in the tragic business
of revolution, Le Sueur, at a‘safe distance from the capital, concentrated
his creative efforts on composing a series of ‘three three~act operas. The

first two, La_Caverne and Paul et Virginie, were entirely new works, while

V74 I



54

the third, a setting of Télémague, was a revised version of the opera he
had- first begun in 1784 at the behest of Sacchini. Originally intended

for the Opéra, it had been accepted in 1787, but withdrawn by the compo-
ser prior to its first performance. In addition to revising the entire work,
Le Sueur replaced the sung recitative of the original setting, the Télémaque

intended for the Opéra, with spoken dialogue. All three works were sub-

!

sequently produced with great success in Paris.

La Caverne was accepted.by the Thédtre Feydeau, and during the
winter of 1792 Le Sueur returned to Paris to assist in the production of
his first opera. The work was very favorably received, and its composer,
known to the capital primarily as the ex Maltre de Chapelle of Notre Dame
who had caused such an uproar a few years earlier, began a new career
as an operatic composer. During the next few years, Le Sueur enjoyed
a series of triumphs at the Théatre Feydeau where the three opéras com-
posed in Champagne were all succeséful-ly premiered.

Caught up in the revolutionary zeal of £he era, Le Sueur, together
with many of his colleaques, became active participants in the Corps de
Musique of the Garde 'Nationale. Dedicated to serving the musical needs
of the Revc;lution.. this informal orgamzat.ion was originally controiled by
a group of enthusiastic volunteers who had been rec;mited from the ranks
of soldier musicians. When professional performers and composers began

to join in substantial numbers, however, the amateur and spontaneous
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character of the original corps slowly disappeared. As the newcomers
rose to positions of leadership, and as the Revolution itself continued
to gain momentum, the loose, amorphous structure of the original corps
was gradually replaced by a tight and highly purposeful order.

Realizing the propaganda potential of an organized musical force
operating under direct governmental control, the Convention moved to
create an Institut National de Musique, hoping thus to achieve its objec~-
tive. On November 12, 1793 (22 Brumaire an II), the Corps de Musique
was officially disbanded; it was succeeded by the new Institut National,
a more militant organization, specifically created to provide music for
the Revolution. Le Sueur was rewarded for his former participation by
being assigned an important role in the new Institut. Indeed, a solid
nucleus of the old membership was retained although the basic structure
of the organization had been completely revised.

Less than two years later, acting upon the recomrqendation
of Marie Joseph Chénier, the Convention enacted legislatiorn which pro-
vided for the establishment of a Conservatoire National de Musique et
de Déclamation. On August 3, 1795 (16 Thermidor an III), after a short-
lived existence of only twenty months, the Institut National was succeeded
by the Cériservatoire. It was the membership of the Institut, however,
that supplied the basic impetus and necessary professional talent for the

new organization. Bernard Sarrette was named administrative director of
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the Cons'ervatoire - he had held important administrative posts in both
the old Cérps cie Musique and the Institut National - but'the professional
direction and supervision of the Conservatoire' s activites i:ecame the
collective responsibility of five Inspecteurs chosen from among the com-
posers. Le Sueur, destined to play an extremely significant role in the
early history of the Conservatoire, was named as one of the five original
Inspecteurs. Together with his colleagues, Cherubini, Gossec, Grétry,
and Méhul, he helped shape the future of the newly formed school.1

The growth of governmental interest in the use of music as propa-
ganda may almost be measured in terms of the tight‘ened administrative
structures and increasingly professional direction imposed by the Con-
vention on the three organizations which successively were responsible
for providing the music. The composition of music for use during the
revolutionary festivals, first systematized when the Institut National de
Musique replaced the Corps de Musique of the Garde Nationale, became
still more tightly regimented when the Conservatoire superseded the In-

stitut.

1The antecedents and early history of the Conservatoire, including

a careful analysis of the roles played by the Institut National de Musique
and the Corps de ‘Musique of the Garde Nationale, are thoroughly docu-

mented in the following excellent studies, both written by Constant Pierre:
._Sarrette, et les origines du CQonservatoire National de Musique et de

Declamatlon, Paris: Delalain Fréres, 1895; and Le Conservatoire national

de musique et de déclamation. Documents his storiques et administratifs,
recueillis et reconstitués, Paris: Imprimerie Nationale, 1900.
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1793

February 16: (28 Pluviose an I) Le Sueur’' s La Caverne ou le repentir, a

lyric drama in three acts with libretto by Palat Dercy - based on an
episode drawn from Lesage's Gil Blas - was given a highly success-
ful premiere at the Théatre Feydeau; it quickly established itself as

a popular favorite and remained in the repertory for a considerable
period of time. Over one hundred performances of La Caverne were
presented at the Thédtre Feydeau alone in the following fifteen months.

November 12: (22 Brumaire an II) The Convention passed a decree offici-

ally creating the Institut National de Musique from the old Ecole de
la Garde National, Corps de Musique.

November 21: (1 Frimaire an II) Le Sueur was appointed to the Institut

National de Musique as composer and teacher.

1794

- ——

January 13: (24 Nivose an II) Paul et Virginie ou le triomphe de la vertu,

a lyric drama in three acts with libretto by A. du Congé Dubreuil -
based on the novel of Bernardin de Saint-Pierre - was given a success-
ful premiere at the Théatre Feydeau.

June 8: (20 Prairial an II) Le Sueur's Scéne religieuse et patriotique en

1' honneur de 1' Etre sugréme, to a text by Paulin Crassous, was re-

portedly performed at the Féte de 1' Etre supréme held on this date.
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October 21: (30 Vendémiaire an III) Le chant deg triomphes de la Républigue

frangaige, a short work for mixed chorus and wind orchestra set to

an ode by La Harpe, was sung to help celebrate the military- victories

won by the Revolutionary armies. For the first time since war had

brok.en out betwéen Revoluﬂonary France and Monarchial Europe in

the Spring of 1792, all foreign troops had been driven from French soil.
November 7: (17 Brumaire an III) a Scéne E. triotique: "C'est peu d’ avoir

obtenu la victoire,* an extenfied work for male soloists, male chorus,

and wind orchestra set to a text by Dercy, was performed for the first

time at a concert sponsored by the Institut National de Musique and

held in the Thédtre Feydeau.

1795

July 27: (9 Thermidor an III) Together with a number of works by several

different composers, Le Sueur_‘ s Hymne du IX Thermidor, a short compo-

sition for solo soprano or tenor, chorus and orchestra set to a text
by Desorgues, was performed at the ceremony which marked the con-
clusion of the National Convention's session of this date.

August 3: (16 Thermidor an III) The Conservatoire Nétional de Musique et
dé Déclamation was created, and Le Sueur was appointed to the post
of Inspecteur. As an Inspecteur, and member of the Committee on
Instruction, Le Sueur was directly and actively involved in the organi-

zation of the Conservatoire' s original curriculum. He was a member
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of the committee, a body consisting of Agus, Catel, Cherubini,
Langlé, Le Sueur, Méhul, Rigel, and Rey, which collaborated to

write the institution's first official instruction manuals: Principeg

élémentaires de musique, arretés par les membres du Conservatoire,

pour servir & 1' étude dans cet établigssement, ...; and Solféges

pour servir a 1’ é&tude dans le Conservatoire de Musique & Paris, ... .

1796

May 11: (20 Florial an IV) Télémagque dans 1'ile de Calypso ou le triomphe

de la sa'gesse, a lyric tragedy in three acts with libretto by Dercy,

was successfully premiered at the Thédtre Feydeau. It was in a

completely revised version, a setting in which the sung recitative of

the original (1784) Télénaque had been completely replaced by spo-

ken dialogue, that the opera was finally produced. |
1798

anuary 21: (2 PluviGse an VI) The Chant national pour ' anniversaire du

2] Janvier, a work for mixed chorus and orchestra set to a text by
Le Brun, was performed for the first time at the Church of Saint-Sul-
pice.

June 28: (10 Messidor an VI) The Féte de 1'Agriculture, sponsored by the
administration of the Commune of Paris, took place in the capital.
It was on this occasion that Francois de Neufchateau's topical poem,
subsequently set to music by Le Sueur but originally sung to the melo- .

dy of the Marseillaise, was premiered.
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July 28: (10 Thermidor an VI) The Chant dithyrambique pour I' entrée

triomphale des objets de science et d'art recueillis en Italie, a

combined strophic chorus for several soloists, mixed chorus, and
orchestra, set to two stanzas of a much larger poem by Le Brun, was
performed by artists from the Conservatoire. The performance was

a high point of the huge celebration held on the Champ de Mars to
cheer the triumphal return of the army and view the spoils of war
which had been gathered in Italy.

1799

anuary 21: (2 Pluvidose an VII) Le Sueur's Chant national pour l' anniver—

saire du 21 janvier, first performed the previous year, was repeated.

Auqust 27: (10 Fructidor an VII) The Hymne pour la Fete de la Vieillesse,

10 fructidor, a short and simple work for soloist, unison chorus and

small wind ensemble to a text by Arnault, was performed at the Féte
de la Vieillesse.
1800

September 23: (1 Vendéemiaire an IX) The Chant du le‘r Vendémiaire an IX,

a dramatic scene of near oratorio proportions set to a text by J. Esmé-
nard, a.nd scored for soloists, four mixed choruses and four orches-
tras, was performed in the Church of Les Invalides, renamed the Tem~
ple of Mars during the Revolutio;u, to celebrate the anniversary date
of the Republic's proclamation. Spectacular in scope, the work re-

mains Le Sueur’ s masterpiece in the genre of Revolutionary music.
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Late in the final decade of the eighteenth century, a serious rift .
developed between Le Sueur and Bernard Sarrette, Director of the Conser-
vatoire. In 1801-1802, after having smoldered dangerously beneath the
surface for several years, this personal, professional, and philosophical
disagreement finally erupted into the open. The issues involved included
Le Sueur' s unorthodox ideas concerning the nature of dramatic music,
the methods of instruction followed at the Conservatoire, and the forced
cancellation of a Le Sueur opera which Sarrette had managed to engineer.

Early in 1791, Le Sueur submitted 1La Mort d' Adam and Ossian ou

les Bardes, his two newly composed operas, to the jury of the Thédtre
des Arts de la République - the renamed Opéra - for consideration. Both
works were quickly accepted and the theatre undertook immediate nego~

tiations for their early presentation. La Mort d'Adam, in particular, was

enthusiastically received, and Le Sueur was urged to have the opera ready
to be mounted in a production proposed for late 1797. Soon after the ini-
tial arrangements had been completed, however, great pressure was
brought to bear upon a number of newly appointed administrators at the
Opéra. They were strongly urged to reconsider their original judgment
concerning the onera's basic merit. Under steadily mounting pressure,
exerted by several of the capital' s most influential musical figures - in-
cluding some who were prominent at the Conservatoire - whose enmity

towards Le Sueur was well known, the Opéra was finally forced to cancel
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the originally scheduled production. Ostensibly, the cancellation was
to be a temporary matt:er.l

Although the premiere of lLa Mort d' Adam was publicly' announced
on several different occasions during the next two years, each of the
proposed productions was postponed with the customary assurance that
the delay would be only temporary. Throughout 1798 and 1799 Le Sueur
engaged in an extensive and heated correspondence with the administra-
tion of the Opéra concerning this matter. By late 1800, the entire affa11:
had developed into a.major public conflict and both sides of the issue
were being prominently debated on the pages of the leading newspapers
and journals.

In May or June of 1801, the Projet d'un plan général de 1' instruction

musicale en France,2 an anonymously written pamphlet in which the

teaching methods employed at the Conservatoire were violently attacked,
further divided the capital. The anonymous author, subsequently revealed

to be Le Sueur, advocated an immediate return to the pre-Revolutionary

‘ 1The long and complex history of the incidents thus begun may be
found recounted in considerable detail in Lamy, Jean-Francois Le Sueur,
pp. 73-91, and Buschkotter, Jean Francois Le Sueur , pp. 108-127. Much
of the correspondence, and several of the most important documents di-
rectly involved in these events, are quoted in these two sources.

2Pro;let d’un plan général de 1' instruction musicale en France,
particuliérement dirigée vers la vocale et la composition, renfermant la
nécessité de rétablir les anciennes écoles primaires de musique (dites
maltrises) et de former & Paris un collége de musique pour le perfection-

nement du chant et de la composition, Paris: Brasseur alng, prairial an
IX [May-June, 1801]
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mattrise system of musical training. Apparently motivated by his growing
discontent 'with the administration of both the Opéra and Conservatoire,
neither of which was in sympathy with his ideas concerning .dramatic
music, Le Sueur probably produced this brochure as much in the spirit of
revenge as from conviction; it is difficult to conceive of Le Sueur, the
anonymour author, being so diametrically opposed to the teaching methods
advocated by Le Sueur, the Inspecteur and member of the Committee on
Instruction at the Conservatoire.

On May 8, 1801, concurrent with the appearance of Projet d' un

plan général, Le Sueur delivered a eulogy for Piccini who had died the

previous year.l Speaking in his official capacity as an Inspecteur at
the Conservatoire, Le Sueur used the opportunity to expound many of his
own controversial ideas, ostensibly relating them to the dramatic con-
cepts of the dead composer whose memory was being honored. The eulogy,
combined with tﬁe pamphlet, served as additional fuel for the heéted
parﬁphlet war which was already well under way.

During the summer of 1801, the entire matter wasvaggravated
further when the Opéra, at the request of Sarrette, set aside both La Mort

"d'Adam and Ossian in favor of Sémiramis, a first opera by Sarrette's

]VVhen Piccini returned to Paris in 1798, he was completely desti-
tue; 1n his honor, the Conservatoire created the post of a sixth Inspecteur.
He occupied this position until his death in 1800.
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protégé, Catel. Although both of the Le Sueur works had priority of accept-
ance, and presumably the right to first performance, Sarrette, allied with
other influential opponents of Le Sueur, was able to command sufficient
govemmental support that he carried off the intrigue successfully.

Incensed by this grave injustice, Le Sueur wrote to Nicolas Fran-
cois Guillard, the librettist of La Mort d'Adam, setting forth his grie-
vances and enlisting Guillard's support in the continuing struggle. Guillard
a famous librettist and well-known poet who had previously collaborated
with Gluck (Iphigénie en Tauride) and Sacchini (Qedipe & Colone), was
an old man tired of theatrical vagaries. His response to Le Sueur's im-
passioned letter was sympathetic, but considering the issues and his own
personal involvement, quite perfunctory. The indifference of Guillard's
reply led directly to the writing and publication of a second letter addressed
to the librettist, Le Sueur's one hundred and thirty-five page Letire en

response a Guillard of October, 1801.1

It was in this polemic letter, only superficially addressed to
Guillard, that Le Sueur publicly enumerated all of the evils perpetrated

against him by his opponents. He claimed that Catel' s opera had been

1Iean Francois Le Sueur, Lettre en réponse a Guillard, sur l' opéra
de la Mort d' Adam, dont le tour de mise arrive pour la troisieme fois au
Theatre des Arts; et sur plusieurs points d' utilité relatifs aux arts et aux
lettres; par Lesueur, de plusieurs sociétes savantes, Membre et 1' un des
Inspecteurs de 1' enseignement du Conservatoire de Musique (ci-devant
Maitre de Chapelle de ' ancienne Métropole de Paris): pour &tre distri-
buée aux autorités, Paris: Baudouin, Brumaire an X \October-November,
18013
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given priority at the Opéra for purely personal reasons, because Sarrette
was his patron. He acknowledged having written the anonymously pub-
lished pamphlet, Projet d' un plan général, and complained bitterly abcut
being discriminated aginst because of it. He pressed his attack on the
teaching methods followed at the Conservatoire, despite the fact that
his earlier insinuations had caused a storm of disapproval to be raised
at that institution, and he reiterated in detail his own quite specific ideas
concerning the nature of dramatic music. The pamphlet is concluded with
the composer' s voice raised in opposition to the “disasterous innovations
which menace the Théatre des Arts."

The 1ncendiary nature of the insinuations contained in the Lettre

en réponse a Guillard, combined with the heated debate in progress since

before the publication of the Projet d' un plan général, produced a violent

pamphlet war between the exponents of the Conservatoire system and those
who favored a return to the old cathedral schools. The musicians and
literati of Paris took s.ides, and evén the faculty members of the Conser-
vatoire were forced to choose, for the question was basic to the institu-
tion's curriculum. Charges and counter-charges of increasing intensity
produced an atmosphere in which the legitimate professional disagreement
became of secondary importance as character assassination and personal
vilification became the primary ijectives.

During late 1801 and early 1802, a series of pamphlets written by

the group of conservatives who advocated a return to the maltrise system,
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made their appearance. All of the authors chose to remain anonymous,
for most denounced the Conservatoire, its methods, and its supporters,
in virulent and inflamatory terms. Only a few of these vitriolic pamphlets
have survived, but judging from the periodical literature of the time,

the following works were regarded as the most important of the group:

A Ay l A »
Censure des Theatres; La Fantasmagorie des Menus;2 Le Russe a 1' opera,

p 3 .
ou reflexions sur les institutions musicales de la France; and lettre a
M. Paisiello par les amateurs de la musigge.4
The combined effect of these pamphlets was substantial, and

since Le Sueur had sent copies of the Lettre en réponse 3 Guillard to

Napoleon, as well as to many other officials of the government, their
ultimate significance should not be underestimated. In late 1801, hoping
to gain redress for his grievances, the composer engaged in an extended

correspondence with Chaptal, the Minister of Interior. 5 The entire matter

'Paris: 18 Germinal an X [April 8, 1802] .
zParis: 1802.
3.
Paris: 1802.
%Paris: anX (May, 1802] .

5Several of these letters are quoted by Buschkotter, Jean Francois
Le Sueur, pp. 115-122, These letters, plus additional documents -~ inclu-
ding letters dated November-December, 1801, addressed to Le Sueur by a
number of government officials, acknowledging receipt of their copies of
Lettre en réponse 3 Guillard, - are to be found in Paris: Biblioth&que de
1' Opéra, Carton 2055.
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reached a head on June 15, 1802, when a forty page rebuttal to Le Sueur's

allegations, a pamphlet entitled, Recueil de piéces a opposer adivers libelles

dirigés contre le (.‘,onservatoue,1 burst upon the scene. Written by mem-
bers of the Conservatoire faculty, the brochure rebuffed the com;:;oser,
and replied to the accusations he had made against the Conservatoire by
personally attacking him in a highly slanderous manner. The immediate
result of this exchange was embodied in a letter written to Le Sueur on
June 22, 1802, by Roederer, Consul in charge of public instruction. The
Consul, disturbed by the situation, temporarily relieved Le Sueur of his
post at the Conservatoire, suspending him without prejudice in the hope
of clarifying the issues and arriving at the truth. He suggested a recon-
ciliation between the composer and Sarrette. 2

In response to the Conservatoire' s Recueil de piéces 3 opposer

a divers libelles and Roederer's letter, Charles Pierre Ducancel wrote

his passionate Mémoire pour J. F. Lesueur. An eloquent defender of the

composer' s integrity, Ducancel addressed his Mémoire directly to the
Consul in charge of public instruction. Pubiished in September of 1802,
the Mémoire, together with the second group of attestations obtained By

Le Sueur that summer from the cathedrals he had previously served, all

lParls: P. Didot, an X.

2 . .
Paris: Bibliotheque de 1' Opéra, Carton 2055. Quoted with
minor errors, by Buschkotter, Jean Francois Le Sueur, p. 124.

—_—
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testified to the composer* s good character. The effort was in vain, how-
ever, for in October, Le Sueur was formally dismissed from his post at
the Conservatoire. The official reason given for this action is indicated
in the letters exchanged by Chaptél and Sarrette testifying to the neces-
sity of reducing the number of people attached to the Conservatoire staff.l
A copy of Chaptal' s letter, dated September 24, 1802, a letter which was
'addressed to Sarrette in his capacity as director of the Conservatoire, was
included with the official letter of dismissal sent by Sarrette to Le Sueur

on October 3, 1802. 2

lSome of the correspondence, including a letter from Roederer to
Sarrette dated 20 Messidor an X [July 9, 1802} -~ written after the letter
he had addressed to Le Sueur on June 20th, - several letters from Chaptal
and other officials of the government concerning the proposed reorganiza-
tion at the Conservatoire, as well as other pertinent information, is in-
cluded in Pierre, B. Sarrette et les origines du Conservatoire, pp. 145-150.

2Many of these letters are to be found in Paris: Bibliothéque de
1* Opéra, Carton 2055. Sarrette's official letter of dismissal reads as fol~
lows: "Paris, le 1l Vendémiaire an XI® de la République fr.angaise, une et
indivisible. Le Directeur du Conservatoire de Musique au citoyen Lesueur:
Citoyen, le gouvernement a ordonné une réduction dans le nombre des per-
sonnes attachées au Conservatoire de Musique, Cet ordre a été exécuté;
j' ai le regret de vous annoncer que vous n'avez pas été compris dans le
nombre des artistes réelus pour composer le Conservatoire. Je vous trans-
mets copie de deux lettres qui m' ont été adressées , 1'une par le Ministre
de 1' Intérieur, 1’ autre par le Conseiller d' Etat chargé de la Direction de
1' Instruction publique; en conséquence de cette derniére, je vous invite a
venir faire au Secrétariat du Conservatoire de Musique les déclarations
qu' elle nécessite pour me mettre & méme d' établir 1* état qui m' est de-
mandé. Salut et considération, Sarrette."

The copies of the two letters referred to by Sarrette are to be found
in Paris: Bibliothéque de 1' Opéra, Carton 2055. They are both quoted in
Pierre, B. Sarrette et les origines du Conservatoire, pp. 148-149.
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1801
May 8: (18 Floréal an IX) In his official capacity as an Inspecteur at the
Conservatoire, Le Sueur delivered his controversial eulogy in memory

of Piccini.

May-June: (Prairial an IX) Projet d'un plan général de 1' instruction musi-

cale en France was published.

October; (Brumaire an X) Lettre en réponse 8 Guillard was published.

November 9; (18 Brumaire an X) Le Sueur's Hymne religieux, for chorus

and orchestra was given its premiere at a concert presented in the
Temple de la Paix. The work has been lost, and other than this re-
cord of its performance, nothing more is known of it.

1802

[anuary-May: Most of the anonymous pamphlets attacking the Conserva-
toire and 1ts system appeared during this period.

Spring: Paisiello was selected by Napoleon Bonaparte, First Consul of
the French Republic, to serve as the initial director of the soon-to-
be-formed Chapelle Consulaire. The re-introduction of an official
governmental chapel was merely one of many steps taken by Bona-
parte, following the successful conclusion of the Concordat with the

Papacy in July of 1801, to reinstate Catholicism in France.

April 14: (24 Germinal an X) The Chant de paix dans le genre gallique,

apparently a short chorus set to a poem by Baour-Lormian, was per-

formed on the first day of a gigantic three day concert held at the
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Opéra to celebrate the Peace of Amiens, signed on March 25, 1802.1

Several excerpts from the as yet unperformed Ossian and la Mort

d' Adam were also included on the program.
April 18: (28 Germinal an X) A newly composed Te Deum, written speci-
fically for the occasion by Paisiello, was sung at the Cathedral of

Notre Dame to celebrate the official reconciliation of Church and
State symbolized by the Concordat.

June 15: (26 Prairial an X) Recueil de piéces & opposer & divers libelles
dirigés contre le Conservatoire was published.

July 20: (1 Thermidor an X) Napoleon officially dedicated the Chapelle
Consulaire.

September: (Vendémiaire an XI) Ducancel' s Mémoire appeared.

October 3: (11 Vendémiaire an XI) Le Sueur was dismissed from his posi-
tion at the Conservatoire.

Between September of 1802 and April of 1804, Napoleon Bonaparte
worked diligently to consolidate all available political power. The Cor-
sican adventurer was so certain of his own ability, that, while sti}l First
Consul of the Republic, he devoted substantial effort towards preparing

himself for the day when he would rule as Emperor of France. While

The date of the performance is incorrectly cited as April 14, 1803,

in Théodore de Lajarte, Bibliothéque musicale du Théadtre de 1' Opéra, ...,
2 Vols., Paris: Librairie des Bibliophiles, 1878, Vel. I, p. 250.
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momentous political events were thus transpiring, events which would
decisively alter the entire future history of Europe and dramatically affect
Le Sueur' s career, the composer disappeared from view. Sarrette ha?i
clearly emerged the victor in their extended skirmish, and Le Sueur had
been forced to leave the position he had occupied at the Conservatoire
since its founding. Following his dismissal, he apparently was unable
to locate another position, and nothing is known of his activities during
this period.

In April of 1804, at a time when he mus'; have been virtually de-
stitut;a, Le Sueur received a remarkable appointment. He was unexpec-
tedly named by Napoleon as Maltre de Chapelle of the Chapelle Consu-
laire. Within a few weeks of the composer' s acceptance, and following
a carefully planned and well calculated series of incidents, Bonaparte's
long cherished ambition was realized. He was named hereditary Emperor
of the French. With Napoleon's political rule secure, Le Sueur's own
position was further solidified when the Emperor appointed him to the post
of Mattre de Chapelle of the newly created Chapelle Impériale.

From the moment that Napoleon chose him as Mattre de Chapelle,
until death overtook the composer in October of 1837, Le Sueur's profes-
sional standing was never again to be jeopardized. During Bonaparte's
long journey to the heights of military and political glory, success crowned
the efforts of his MaTtre de Chapelle. Le Sueur' s fortunes closely paral-

lelled those of his monarch.
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The parallel ceased on that fateful Qay in June of 1815 when Naﬁb—
leon was finally defeated on the plains of Belgium at the Battle of Water-
loo, and the Bourbon king, Louis XVIII, was restored to his throne for the
second time. The ex-Emperor was exiled; but Le Sueur was permitted t.o
continue much as before. Although his title changed - he was now Surin-
tendant of ‘the Chapelle Royale instead of Mafltre de Chapelle of the Cha-
pelle Impériale - the composer continued to serve the court in virtually
the same positiloh he had occupied since 1804. He shared the post, first
with J. P. E. Martini and later with Cherubini, during the successivé
reigns of Louis XVIII and Charles X. His official duties ceased only after
the revolution of July, 1839 when the demise of the Chapelle was tacitly
sanctioned by Louis Philippe.

In the meantime, Le Sueur had been awarded the Legion of Honor,
reappointed to his old position as professor of composition at the Conser-
vatoire, elected to membership in the Institut RoyaT, named a member of
the nobility, and honored by most of Europe's distinguished musical soci-
eties. When death came to Le Sueur in October of 1837, he was a thor-
oughly respected composer and teacher, honored and revered throughout
Europe. Tbirty-three years of success served to remove any of the pain
that might have lingered as an after effect from the conflicts which had
marked his earlier career, for the composer' s mature years were happy

and successful ones, unmarred by bitter memories of the past.
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1804
April 11: (21 Germinal an XII) Le Sueur was officially appointed Mattre
de Chapelle of Napoleon's Chapelle Consulaire.
May 18: (28 Floréal an XII) The "Organic Senatus Consultum™ was adopted
by the Senate, and Napoleon Bonaparte became hereditary Emperor of

France.

July 10: (21 Messidor an XII) Ossian ou les Bardes, an opera in five acts

with libretto by P. Dercy and J. M. Deschamps - based loosely upon
Macpherson' s poetry of Ossian - was given a wildly successful pre-
miere at the Académie Impériale de Musique. The Opéra had been
renamed once more, for the Thédtre des Arts de la République had be-
come the Académie Impériale de Musique on July 4th, only six days
prior to Ossian's premiere.

July 18: (29 Messidor an XII) Le Sueur was elected to membership in the
Légion d* hormeur.1

December 2: (1l Frimaire an XIII) Napoleon's coronation took place in

Paris at the Cathedral of Notre Dame. Some of the music performed

was composed by Le Sueur.

1The letter of notification, bearing this date, is quoted by Busch-

kotter, Jean Francois Le Sueur, p. 130. The autograph of this letter is in
Paris: Bibliothéque de 1' Opéra, Carton 2055.
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It was during 1806 that Le Sueur was appointed to the musical juries
of the Opéra and the Opéra Comique. He retained his membership in
both through 1826.

June 3: Jean Francois Le Sueur and Adeline Jamart de Courchamps were
married in Paris at the Church of Saint-Louis d'Antirx.1 The composer
was forty-six years old and his bride was nineteen. Four children,
a son and three daughters, were born of this marriage. The son,born
the following year, only lived for a few months. Clémence, the old-
est daughter, was born in 1808 and died when she was twenty years
old. The second daughter, Eugénie, married the composer Boisselot,
a student of her father in 1827; and the third, Clémentine, married
a Monsieur de Civray in 1842, 2

1807

January 2: A one act interméde, L' Inauguration du temple de la victoire,

written by Le Sueur in collaboration with Persius to a libretto by Baour-

Lormian and choreography by Gardel, was performed for the first time

lHargrave, "Jean Francois Le Sueur,™ p. 217, claims that Napoleon
and Josephine both signed the contract de mariage. The civil acte de mari-~
age was destroyed in the fire set by the Commune of 1871 and the religious
acte de mariage fails to mention the presence of the Emperor.

2
Lamy, Jean~Francois Le Sueur, pp. 116-118, provides more de-
tailed information about the marriage.

P



75

at the Académie Impériale de Musique. Basically a patriotic cantata
in the form of a divertissement, the work was presented only four
times.

October 23: Le Triomphe de Trajan, a lyric tragedy in three acts with

music by Persius and Le Sueur to a libretto by J. A. Esménard, was
premiered at the Académie Impériale de Musique. Strictly a political

piéce de circonstance, written to celebrate Napoleon's return to

Paris, the work was based upon an incident in which the Emperor
had only recently been involved. Not long before, Count Hatzfeldt,
who had conspired against the Emperor' s life, was generously ex-
tended a pardon by Bonaparte; the parallel suggested by Trajan's
act of clemency in the opera could hardly have been an accident.
That the-work was able to achieve the impressive total of one hun~
dred and twenty-three performlarices between 1807 and 1827 is a tri-
bute to the prestige of Napoleon, and not an acknowledgement of the
dramatic-musical merits of the score. Le Sueur's contribution con-
sisted of three choruses and a march.

1809

March 21: La Mort d' Adam et son apothéose, a lyric tragedy in three acts

with libretto by Guillard - based upon Klopstock's drama - was finally
given its premiere at the Académie Impériale de Musique. Performed

only_’sixteen times during the 1809-1810 season before being with-
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drawn from the repertory,. the work must be regarded as an honorable
. 1
failure.
1810
April 1;: After having had his marriage to Josephine annulled because she
had not bbrne him an heir, Napoleon married Marie Louise, the eight-
een year old daughter of the Hapsburg Emperor of Austria, and thus
allied himself with the oldest and most distinguished of the European

royal families. Portions of Le Sueur's Cantate religieuse and his

motet Veni sponsa mansueta, veni coronaberis, were performed at

the wedding.
March 10: The infant son of Napoleon and Marie Louise was given the title

of King of Rome at birth. Le Sueur's cantata, Johannes in deserto

baptizat was performed at the infant's baptism in the Cathedral of
Notre Dame.
1814
April 11: ﬁarly in April, with the conquest of ';he Einpir~e a certainty, Napo-
leon was deposed by the French éenate. On April 11th, the very day
chosen by the Emperor to announce his uncond‘itionai abdicétion, a
treaty specifically designed to settle Bonaparte's future was conclu-

ded. Known as the Treaty of Fontainebleau, this document permitted

1The premiere of La Mort d*Adam has frequently been misdated in
the literature because the libretto, by mistake, incorrectly bears the date
March 17, 1809. '
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Napoleon to retain the title of Emperor, but confined his rule to the
island of Elba; by provision of the Treaty, permission to leave this
tiny domain was never to be granted. Marie Louise, his Hapsburg
Empress, was granted full sovereignty over the Duchies of Parma,
Piacenza, and Gustulla, all three of which were to pass to her son
and his heirs. While the treaty was being negotiated, the Count of
Provence, legitimate Bourbon heir to the throne, was making his way
from England to France. Being the brother of Louis XVI, the Count

had fled to England almost a quarter of a century earlier to escape

I—

the Revolution.

May 3: A special ceremony was held at Notre Dame to welcome the re-

turning monarch. Le Sueur's motet, Dominus Deus liberavit nos,

and a Te Deum were performed on this occasion.

May 30: The First Treaty of Paris was ratified. Moderate in its sanc-
tions, the treaty reestablished the borders of France as the boundary
lines in force on January 1, 1792.

September 15: The deliberations of the Congress of Vienna, destined to
continue through June 9, 1815, began. The Count of Provence was
officially restored to the throne of France and began his rule as
Louis XVIII. Following the Restoration, despite his outspoken ad-
miration for Napoleon, Le Sueur was provisionally retained as Surin-

tendant of the Chapelle Royale. He remained in this position, shar-
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ing it first with J. P. E. Martini and subsequently with Cherubini,
throughout the reigns of Louis XVIII and Charles X. His duties at
the Chapelle came to an end only after the Revolution of July, 1830.
The Orleanist Louis Philippe, who succeeded Charles X to the throne
of France, did away with the royal chapel.

1815 h

January 1: Le Sueur's appointment as permanent co-Surintendant of the
Chapelle Royale became official. He shared the directorship with
Martini.

March 1: Napoleon escaped from Elba, and gathering followers enroute,
triumphantly marched on Paris to begin the final Hundred Days of his
rule. Louis XVIII, meanwhile, fled to Ghent and the safety of the
allied armies.

June 18: The Duke of Wellington defeated Napoleon at the Battle of Water-
190 and rang down the final curtain on one of the most dramatic careers
in history. "To the British was left the thankless task of serving as
his jailers. They hurried him off to his captivity, and in October, he
landed at Saint Helena, a distant island in the Atlantic, whc;se 'salu-

brious climate' he enjoyed until his death on May 5, 1821."1 For

the second time, Louis XVIII regained his throne.

1
Leo Gershoy, The French Revolution and Napoleon, New York:
Appleton-Century-Crofts, Inc., 1933, p. 533.
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November 20: The more severe Second Treaty of Paris was ratified.

1816

February 10: Cherubini was appointed co=Surintendant of the Chapelle

Royale when Martini, with whom Le Sueur had shared the direction

of the Chapelle since the Restoration, died.

March 16: By a royal ordinance of this date, Le Sueur was elected a mem-

ber of the Institut, known since the Restoration as the Académie
¢

Royale des Beaux Arts.

June 17: Le Sueur's Cantate religieuse, a somewhat expanded version of

the work written by the composer in 1810 for the wedding of Napoleon

and Marie Louise, was performed at the wedding of the Duke of Berry.

November 20: Reappointed to his old post, Le Sueur once more joined the

faculty of the Conservatoire, now appropriately named the Ecole

Royale de Chant et de Déclamation. He proved himself an excellent

teacher, and fourteen of his students - including Berlioz, Thomas,

and Gounod ~ were awarded the prix de Rome.

1817

February 10: Since those elected to membership in the Légion d*' honneur

during the reign of Napoleon were not officially recognized following

the Restoration, the Baron de Laferté, Intendant Général des Menus

Plaisirs, renominated Le Sueur.1

IThe letter of nomination is preserved in Paris: Bibliothéque de
1’ Opéra, Carton 2055. Buschkotter, Jean Francois Le Sueur, p. 141.
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August 28: Le Sueur was awarded a certificate of membership in the Lé-
gion d* honneur for the second time. Presented at a ceremony which
took place in the Chateau des Tulleries, the certificate acknowledges
that the composer had previously been named a "Chevalier de 1' Ordre
Royale de la Légion d' honneur® on July 18, 1804."

1818

March 2: In a letter dated March 2, 1818, the Baron de Laferté informed

Le Sueur that he had been named to the "Jury d' Examen de 1' Ecole

Royale de Musique et Déclamation. u2

May 26: Le Sueur's Simphonie funébre3 was performed at the burial ser-

vice held at Saint-Denis for the Prince of Conde.

December 2: Elected to membership in the Royal Academy of Music,

Stockholm.
1821
May 1: In a special ceremony held at the Ch3teau des Tuileries, Le Sueur
was presented with the cordon of Saint Michael and named a “Cheva-

lier de 1* ordre de 8¢ Michel. "

1Paris: Bibliothéque de 1' Opéra, Carton 2055. Virtually all of
the many certificates and honors awarded the composer during his maturity
are to be found in these archives.

2Pans: Bibliothéque de 1' Opéra, Carton 2055.

3The work appears to be the beginning of a_Requiem.

4paris: Bibliothéque de 1! Opéra, Carton 2055.
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May 14: The "“Intoruit de caelo dominus,™ Canticum cum choris dupli-

cibus, was performed at the baptism of the Duke of Bordeaux, posthu-

mous son of the Duke of Berry.

1822

———

December 22: The composer was decorated with the Cross of Hesse-

Darmstadt.

1823
Alexandre & Babylone, a grand opera in three acts with libretto by
Baour-Lormian, was finished and accepted for performance at the
Opéra. The work was never given a stage production during the
composer' s lifetime although the score was published and a sub-

stantial number of excerpts were heard in the concert hall.

November 22: A letter from Schalle, Director of the Royal Chapel of

Copenhagen, reports that Le Sueur’ s music was well known in Den-
mark where the composer was held in such high esteem that he had
recently been decorated with the Royal Danish Medal of Merit. A
box, containing "la medaille en or de Merite, que sa Majesté le roi
m' avait chargé de vous faire passer,“1 was being sent separately.

1825

June 8: The coronation of Charles X was celebrated in the Cathedral at

Reims. A considerable portion of the music performed during the

1Paris: Bibliothéque de 1' Opéra, Carton 2055.
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ceremony, as well as many of the works written for associatéd muni-
cipal celebrations and attendant religious rites, was composed by
Le Sueur. 1
RS 1826

March: Le Sueur was elected to membership in the well known literary
society, Société Académique des Enfans d’ Apollon. 2

October 28: The composer received notification that he had been elected
a member of the Gesellschéft des Musikfreunde des Oesterreichis-
chen Kaiserstaates. In a letter dated April 20, 1826, the Viennese
society had written to Le Sueur acknowledging receipt of a manu-
script Credo which he had sent to them. The letter indicates that
Le Sueur had been well known and highly honored for years in the

Austrian capital where LaCaverne and Ossian appear to have been

particular favorites. 3
1827

August 8: Elected to membership in the Philharmonic Society of Vienna.

1

Some of the correspondence between Le Sueur and the commission
in charge of the coronation relative to these matters has been preservedin
Paris: Bibliothéque de 1’ Opera, Carton 2055.

2
The nominating speech, given before the society by Bouiller, the
permanent secretary, has been preserved in Paris: Bibliothéque de 1' Opéra,
Carton 2070.

3Paris: Biblioth&que de 1' Opéra, Carton 2055.
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It was in 1828 that the first two volumes - Premiere messe solennelle

and Debbora - of Le Sueur's sacred music appeared. The collected
edition eventually ran to seventeen volumes, the final six of which
were published posthumously. As the publications continued to ap-
pear, numerous letters of praise were addressed to the composer from
the leading musical societies of France and elsewhere. Frequently,
these letters report successful performances of the works, and in
general, attest to the popularity of Le Sueur's music.

July 17: By order of Charles X, Le Sueur was elevated to the nobility with
the title of Ecuyer. 2

1829

Noyemb;r 16: In a letter dated November 23, 1829, W. Watt, Secretary
of the Philharmonic Society of London, informed Le Sueur that at a
general meeting of the society held on November 16th the composer
had unanimously been elected to membership. The letter, written in

English, has a literal French translation appended.

1Paris: Bibliothéque de 1' Opéra, Carton 2050; Carton 2055; Carton
2070.

2The following document, preserved in Paris: Bibliothéque de
1' Opéra, Carton 2055, attests to this fact. Undated, the statement is
written in the hand of Madame Le Sueur and reads as follows: "Par ordo-
nance du Roi Charles X en date du 17 juillet 1828, le Sueur a été décoré du
titre de noble. Les lettres patentes en parchemin en date du 18 octobre
1828 sont signées Cte Portalis, C'® A. de Pastoret avec le sceau de 1' état
en cire verte. Elles conf@rent a le Sueur le titre d' Ecuyer. "
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1830-~1832
Following the Revolution of July 1830, the Chapelle Royale was offi-h
cially dissolved. Le Sueur, very much concerned for the welfare of
the performers who had formerly served under his direction at the
Chapelle and were now unemployed, devoted a great deal of time and
energy to writing a variet~y of government officials requesting that
pensions be granted these musicians. He referred to the fact that
Napoleon had established a pension system for the musicians of the
Chapelle and that following the Restoration, the Bourbons had con-
tinued the practice. He pointed out that France had always been
most hospitable to foreign artists, and with a final patriotic plea,

argued that justice should be accorded her own children.

1836

J[anuary 23: A certificate dated Amiens, February 1, 1836, stipulates that
the Académie des Sciences, Agriculture, Commerce, Belles-Lettres
et Arts of the Département de la Somme, had elected Le Sueur a cor-
responding member at t}‘meir meeting of this date.
1837
QOctober 6: Following a short illness, Le Suéur died on Friday, October6,
1837, in Chaillot, a suburb of Paris.
" While occupying several of his country' s most distinguished posi-

tions, Le Sueur contributed significantly to the changing French musical
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scene during a career that spanned more than a half a century. Fame
proved fleeting, however, and despite the enormous prestige and acclaim
enjoyed by the composer when he was alive, relatively little of his music
was performed after his death; by 1845, virtually no trace of the composer
is to be found on contemporary programs. None of his operatic works re~
mained in the active repertory, and, by a gradual process of attrition, his
sacred works suffered a similar fate.

Undaunted by these facts, Madame Le Sueur systematically at-
tempted to reverse the trend, and in so doing, proved herself a true cham-
pion of her late husband. Soon after Le Sueur's death she began an ex-
tensive correspondence, the principal objectives of which were to glorify
the composer' s name and insure the everlasting fame of his music. Be-
tween 1840 and 1845 she conducted an extensive campaign; during this
period she distributed copies of Le Sueur's music, both sacred and secu-
lar, to a considerable number of municipal, royal, and cathedral libraries,
hoping to perpetuate his name and fame. She wrote to numerous philhar-
monic societies, both in France and abroad, as well as opera houses,
churches, and conservatories, attempting to initiate renewed interest in
Le Sueur and promote performances of his works. In addition, she tried
to have local authorities name streets after her late husband, and promoted
subscriptions to raise money for the commissioning of statues in his

memory.
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This indefétigable correspondent condn}cted an exceedingly far
flung campaign. Letters and packages were dispatched to friends, ac-
quaintances, and professional colleagues in Toulouse, Caen, Metz,
Rennes, Reims, Strasbourg, Poitier, Beauvais, as well as Munich, Vienna
and Berlin. The results were singularly unrewarding. Several hundred re-
plies to these letters, many of which were annotated by Madame Le Sueur
herself, have been preserved.1 They are filled with vague promises,
polite platitudes, and professed concern, but little else.

One final day of glory remained. In 1852, a statue of Le Sueur
was dedicated in the Place Saint-Pierre in Abbeville. Eloquent discour-
ses and eulogies were read and a cantata, specifically composed for the
occasion by the master's grateful pupil, Ambroise Thomas, was performed.2
Oblivion followed, for Le Sueur lived on only in the works of his former
students. The legacy was a substantial one, however, for in his many
years of teaching Le Sueur had trained several generations of young French

composers.

1Paris: Bibliothéque de 1* Opéra, Carton 2055.

2The cantata is a brief work which was never published. The
-manuscript score is preserved in Abbeville at the Bibliothéque Munici-
pale.



PART II

THE SACRED MUSIC IN ITS MILIEU



CHAPTER III
THE WORK OF A YOUTHFUL MAITRE DE CHAPELLE

Considerable attention has been focused upon the music written
by Le Sueur throughout his formative years, those years preceding the
outbreak of the French Revolution, during which many of the composer' s
basic professional and philosophical attitudes were decisively shaped.
Since it has been consistently maintained that none of the musical sources
dating from this period of Le Sueur’s life has survived, those tentative
conclusions which have been suggested have all been predicated upon ac-
counts rendered by contemporaries of the composer, or reports which ori-
ginated long after the events being considered. Statements which describe
the nature of the music itself have been given wide credence, and com-
ments which discuss the relationship to be observed between the music
and Le Sueur's own notions concerning the application of musical-dramatic
theories to the composition of sacred music have been accepted at face
value. These, together with reports that speak of the impact that music
and theory combined produced upon the public, have all been readily ac~

cepted as sound, objective, and accurate.

88
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It was during the fall of 1779, after he had accepted the position
of Sous Maftre de Musique at the church of the Saints-Innocents in Paris,
that Le Sueur's music attracted a considerable amount of public attention
for the first time. The stormy relationship in which the ebb and flow of
fickle public opinion was to heap alternate criticism and adulation upon
both the composer and his music for the next thirty years had been born.
The innovations which Le Sueur' attempted, the composer’ s novel approach
to the problem of dramatizing the liturgy, placed him squarely in the public
spotlight, and it is not surprising to find the activities of the young Sous
Mafltre - he was only nineteen at the time - sufficiently unusual to war-
rant notice in the Parisian press.

Apparently the capital' s sophisticated musical society had been
quite impressed by young Le Sueur during the composer' s initial period
of tenure at the Saints-Innocents. The entrepreneurs of the Concert Spiri-
tuel, in any event, seem to have been sufficiently impressed by his work
that they felt obliged to have the composer represented on their programs.
Although no direct proof can be offered, it seems likely that Le Gros, the
director of the famed concert series, invited Le Sueur to submit a number
of scores to the jury of the Concert. The logic of this contention is sub-~
stantiated by the appearance of several Le Sueur compositions at the Con-

cert Spirituel during the four and a half years which were to elapse be-
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fore the composer returned to Paris in the spring of 1784.1 They were all
well received.

It was in late March of 1782, at a time when the composer was
concluding his tenure as Maltre de Musique in Dijon and was about to
accept a similar position at the Cathedral in Le Mans,2 that Le Sueur's
name appeared for the first time on the program of the Concert Spirituel.
His motet, Beatus Vir, was performed at the concert presented on March 2lst;
barely two weeks later, on April 5th, the composer was represented by a
second work whefx a Magnificat setting of his was programmed.

The appearnace of thése works at a time when Le Sueur was n;:ot a
resident‘ of Paris, and had not lived in the capital for over two years, is
notable. While the stir created by Le Sueur in late 1779 might have been
of sufficient magnitude to lend substantial staying power to his name, it
seems more likely that the composer' s reputation was kept alive by the
influential friends he had made during his initial appointment to the musi-
cal staff of the Saints—Innocents.' Furthermore, the provincial Cathedrals

served by Le Sueur in the interim were all located quite close to Paris, and

1Lamy, Jean~-Francois Le Sueur, p. 12, is incorrect when he states
that it was not until 1785 that Le Sueur had the opportunity to hear one of
his works performed outside of a church.

2The original attestation from Dijon is dated May 24, 1782, while
that from Le Mans - dated January 24, 1783 - cites May 11, 1782 as the
date on which Le Sueur arrived to assume his duties at the Cathedral.

3
Brenet, Concerts en France, p. 339, footnote #2.
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the possibility remains that the composer visited the capital from time to
time. In any case, it seems highly unlikely that Le Sueur attended these
performances. _Although the opportunity for a trip to the capital might have
come "between jobs," it is difficult to conceive of any Maitre de Musique
finding the time required for a journey to Paris during the busy Easter sea-
son.

It is impossible t6 establish with certainty the precise cémposition
dates of these two works. Le Sueur might have written them before 1779,
prior to his first stay in Paris, in the capital during his tenure as Sous
Maitre at the Saints-Innocents, or after he had left for Dijon. It is quite
possible that the Magnificat performed at the Concert Spirituel of April 5th
was the alternate verse setting of the canticle text which Le Sueur had
completed in February or March of 1775 while he was still at Amiens; on
the other hand, it might have been a newly composed work. With respect
to Beatus Vir, no setting of this text survives from any period of the com-
poser' s life.

Early in 1783, Le Sueur left Le Mans to accept an appointment at
Saint-Martin in Tours. He remained at this post for approximately fifteen
months, leaving it in the spring of 1784 to rejoin the musical staff of the
Saints-Innocents, this time as Maltre de Musique. Once back in the capi-
tal, he became an active member of the F‘arisian artistic community. Dur-

ing his second period of service at the Saints-Innocents, and throughout
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his controversial tenure as Maitre de Musique at the Cathedral of Notre
Dame, the journals of the day devoted substantia‘l space to the composer.
The dramatized liturgical music which he performed in church, and the
miscellaneous compositions programmed with increasing frequency by the
Concert Spirituel, evoked a tremendous volume of critical discussion.
Little by little this stream of comment grew until it became a veritable
flood; the torrential climax was reached during the pamphlet war of 1785~
1786.

Given these circumstances, it is easy to understand why descrip-
tions of the music which Le Sueur wrote during this period abound, and why
reports of the activities in w}}ich he was engaged are readily available,
Despite the unanimity of the previously cited sources, hoﬁever, one need
not rely completely on hearsay for information concerning the compositions
written by Le Sueur during this period of his life.

Mention of the 1775 Magnificat, and reference to the position
occupied by the composer at Tours, may well serve to reintroduce the en-
tire question of musical sources which have survived from the years of .

Le Sueur's apprenticeship and early maturity. Al;hough several specific
compositions have been cited in the literature about Le Sueur, it has been
consistently maintained that none of the music composed by Le Sueur dur-

ing his youth remains extant; such, however, is definitely not the case.

At least five works, all of which pre~date the Revolution, survive; they
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may all be found in autograph manuscript score in Paris at the Bibliothéque
du Conservatoire de Musique. In addition to the Magnificat, the group
includes the four motets which were composed in Tours between January

of 1783 and the spring of 1784: Dilexi - finished in November of 1783;

Beati omnes; Super flumina Babylonis; and a_Stabat Mater.1

Written when Le Sueur was only fifteen years old, the Magnificat
is a simple work for soloists with chorus.2 It is an alternate verse setting
of the canticle text in which the odd-numbered versets, intoned in chant,
alternate with a series of short airs and duos. In one air and in one duo,
‘the respective soloists are joined by a four-part chorus. The total accom-

paniment provided consists of a siumple basso continuo line.

1

LWhile it may be stated with reasonable certainty that no other
early Le Sueur works are to be found in the libraries of Paris, there remains
the distinct possibility that additional compositions have been preserved
in the libraries and archives of the churches around Paris which the com-
poser served in his youth. Time did not afford me an opportunity to thor-
oughly check this possibility.

2 o . . )
The Magnificat,preserved in an autograph manuscript score, is
to be found in Paris: Bibliothéque du Conservatoire de Musique, MS 12260
(8 pages). The title page reads: "fini & Amiens/Le 7 Mars/1775. Le Sueur
fecit/Le Sueur Enfant de/Choeur de la Catedralle {sic] /D' Amiens 7 Mars
1775/." A note which appears at the conclusion of the final verset, how-
ever, reads: "fini & Amiens le 7 février 1775,/Le Sueur, Enfant de Choeur/."
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Magnificat

soloists: soprano, alto, tenor, bass
chorus: soprano, alto, tenor, bass

accompaniment: basso continuo

1. Air
(59 measures)

¥Et exsultavit:” soprano

basso continuo

Recit. gai
(A major, 2)

Et exsultavit spiritus meus: 1n Deo salutari meo.

2. Duo
(31 measures)

*Quia fecit:" tenor, bass

basso continuo

Duo. Moderato
(E major, 6/8)

Quia fecit mihi magna qui potens est: et sanctum nomen ejus.

3. Air with chorus
(64 measures)

"Fecit potentiam:" soprano, chorus

basso continuo
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Rondeau. Vif
(A major, 2)

Fecit potentiam in brachio suo: dispersit superbos mente cordis
sui.

4, Air
(33 measures)

"Esurientes implevit:® soprano
basso _continuo

Recit. Moderato
(A minor, 2)

Esurientes implevit bonis: et divites dimisit inanes.

5. Duo
(32 measures)

"Sicut locutus est:¥ alto, tenor
basso continuo

Duo. Lent
(C major, 3)

Sicut locutus est ad patres nostros, Abraham et semini ejus in
saecula.

6. Duo with chorus
(38 measures)

"Sicut erat in principio:* soprano, tenor, chorus

basso continuo

Duo. Gratioso
(A minor, 2)

Sicut erat in principio, et nunc, et semper, et in saecula
saeculorum. Amen.
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" Twenty-three or twenty<four years old when the four Tours motets
were composed, Le Sueur had obviously developed the compositional means
at his disposal to a high degree of sophistication during the eight or nine

yvears that had passed since 1775. The recitatives, airs, ensembles, and

choruses contained in the three Psalm settings and Stabat Mater, are ma-
ture, sensitively handled compositions in which an expressive and well
developed musical technique is employed to good advantage. The manner
in which the texts are set, the meaningful use of accompanying media,

the handling of larger forms, and the tonal relationships are all worthy

of note and admiration. Similarly socred for soloists, chorus, and orches-
tra -~ woodwinds, hormns, and strings - the four works are closely relaied
stylistically and were probably composed in reasonable proximity to one

1
another.

1Dilexi (Psalm 114), is preserved in an autograph manuscript score
found in Paris: Bibliothéque du Conservatoire de Musique, MS 7361
(64 pages). The title page reads: "Dilexi. Mottet & grand orchestre/&
Tours/le 3 Novembre 1783/Le Sueur./"

Beati omnes (Psalm 127), Super flumina Babylonis (Psalm 136),
and the Stabat Mater, all preserved in autograph manusc:ipt scores that
have been collected and bound in one volume, are to be found in Paris:
Bibliothéque du Conservatoire de Musique, MS 8073 (211 pages). The
respective title pages which precede each work read as follows: "Beati
omnes/Motet & grand~Qrchestre/Composé par/J. F. Le Sueur/Maftre de
Musique de 1' Eglise S. Martin de Tours/* (31 pages); "Super flumina/
Mottet & grand-Orchestre/Composé par/J. F. Le Sueur/ MaTtre de Musique
de 1'Eglise St Martin de Tours/* (84 pages); “Stabat Mater./Mottet § G¢
Orchestre./Composé par/J. F. Le Sueur/Maftre de Musique de 1' Eglise
St Martin de Tours/™ (96 pages). No dates are provided, but the works
were probably composed in 1783 or in early 1784.
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1
Dilexi
soloists: soprano I, soprano II, alto, tenor, bass
chorus: soprano, alto, tenor, bass

orchestra: 2 oboes, 2 bassoons, 2 horns, violin I, violin II,
viola I, viola II, cello, bass

1. Air
(163 measures)

"Dilexi, quoniam exaudiet Dominus:” soprano
2 oboes, 2 horns {n A, violin I, violin II, viola, cello, bass

Allegro con spiritoso
(A major, C)

Dilexi, quoniam exaudiet Dominus vocem orationis meae, quia
inclinavit aurem suam mihi, et in diebus meis invocabo.

2. Recitative and air
(162 measures)

®Circumdederunt me dolores:"” alto
violin I, violin II, viola I, viola II, cello, bass

Largo
(C major, C, 9 measures)

Circumdederunt me dolores mortis, et pericula inferni invenerunt
me;

lF‘salm 114 (complete)
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*Tribulationem et dolorem:”™ alto

Allegretto con expressione
(F minor, 2/4, 153 measures)

tribulationem et dolorem inveni et nomen Domini invocavi: O
Domine, libera animam meam.

3. Quintet
(179 measures)

"Misericors Dominus:” soprano I, soprano II, alto, tenor, bass

2 oboes, 2 bassoons, 2 horns in F, violin I, violin II,
viola, cello, bass

Allegro moderato
(D major, C)

Misericors Dominus et iustus et Deus noster miseretur.
Custodiens parvulos Dominus; humiliatus sum, et liberavit
me. Convertere, anima mea, in requiem tuam, quia Dominus
benefecit tibi, quia eripuit animam meam de morte, oculos

meos a lacrimis, pedes meos a lapsu.

4. Chorus
(167 measures)

"pPlacebo Domino:* chorus

2 oboes, 2 horns in C, violin I, violin II, viola, cello,
bass

Allegro
(C major, 2)

Placebo Domino in regione vivorum.
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Beati omnesl

soloists: soprano, alto, bass
chorus: soprano, alto, tenor, bass

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
violin I, violin II, viola, cello, bass

1. Air
(142 measures)

“Beati omnes:" alto
2 oboes, 2 horns in D, violin I violin II, viola, cello, bass

Allegro moderato
(D major, 2)

Beati omnes qui timent Dominum, qui ambulant in viis eius.
Labores manuum tuarum quia manducabis, beatus es et bene
tibi erit.

2. Chorus
(102 measures)

"Uxor tua:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in A,
violin I, violin II, viola, cello, bass

Amoroso
(A major, 6/8)

Uxor tua sicut vitis abundans in lateribus domus tuae; filii
tui, sicut novellae olivarum, in circuitu mensae tuae. Ecce
sic benedicetur homo qui timet Dominum.

1Psalm 127. (complete)
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3. Duo
(136 measures)
"Benedicat tibi1” Dominus: alto, bass
violin I, violin II, viola, cello, bass

Allegro
(F major, C)

Benedicat tibi Dominus ex Sion, et videas bona Ierusalem
omnibus diebus vitae tuae.

4. Air with chorus
(82 measures)

"Et videas filios:® soprano with chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, violin I,
violin II, viola, cello, bass

Allegro .
(D major, 2) e

Et videas filios filiorum tuorum, pacem super Israel.

Super flumina Babylonis1

soloists: soprano, alto, tenor, bass
chorus: soprano, alto, tenor, bass

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homs,
violin I, violin II, viola I, viola II, cello, bass

- e am e em @ ee

1Psalm 136 (complete)
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1. Chorus and air
(184 measures)
"®Super flumina Babylonis:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 basscons, 2 horns in F,
violin I, violin II, viola I, viola II, cello, bass

Moderato un poco andante
(F minor, 2, 99 measures)

Super flumina Babylonis illic sedimus et flevimus cum
recordaremur Sion:

“In salicibus:"™ soprano
1 flute, violin I, violin II, viola I, viola II, cello, bass

[Moderatd)
(F major, 3/8, 85 measures)

In salicibus in medio eius suspendimus organa nostra,

2. Introduction (recitative~duo) and duo
(230 measures)

"Quia illic interrogaverunt:" bass
violin I, violin II, viola, cello, bass

[Recitative, moderatd]
(C major, C, 27 measures)

Quia illic interrogaverunt nos, qui captivos duxerunt nos,

verba cantionum; et qui abduxerunt nos: Hymnum cantate
nobis de canticis Sion.

®Quomodo cantabimus:® soprano, alto
violin I, violin II, viola, cello, bass

Cantabile
(G major, 3, 11 measures)

Quomodo cantabimus canticum Domini in terra aliena ?


file:///jRecitative
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%Si oblitus fuero tui;® soprano, alto

— 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in G,
violin I, violin II, viola, cello, bass

Allegro vivace
(G major, C, 72 measures)

Si oblitus fuero tui, lerusalem, oblivioni detur dextera mea;
adhaerat lingua mea faucibus meis, si non meminero tui;

Io tempo
(G major, 3, 15 measures)

Quomodocantabimus canticum Domini in terra aliena?

Allegro vivace
(G major, C, 105 measures)

‘

Si non proposuero Ierusalem in principio laetitae meae.

3. Air and chorus
(196 measures)

“Memor esto:® bass

2 oboes, 2 horns in D, violin I, violin II, viola, cello,
bass

Sostenuto
(D major, q:, 13 measures)

Memor esto, Domine, filiorum Edcm in die lerusalem,

Allegro
(D major, C, 45 measures)

Qui dicunt: Exinanite, exinanite usque ad fundamentum in ea.

o
I” tempo
(D major, (1:, 29 measures)

-

Memor esto, Domine, filiorum Edom in die lerusalem,



103
Largo
(D major, C, 6 measures)
Filia Babylonis misera.
®"Beatus qui retribuet:™ chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homs in D,
violin I, violin II, viola, cello, bass

Moderato
(D major, C, 103 measures)

Beatus qui retribuet tibi retributionem tuam, quam retribuisti
nobis. Beatus qui tenebit et allidet parvulos tuos ad petram.

1
Stabat Mater
soloists: soprano, alto, bass
chorus: soprano, alto, tenor, bass

orchestra: 1 flute, 2 oboes, 1 bassoon, 2 horns, violin I, vio~
lin II, viola, cello, bass

1. Air (2 sections)
(169 measures)

/
“Stabat Mater dolorosa:"” soprano

1 flute, 2 oboes, 1 bassoon, 2 horns in E-flat, violin I,
violin II, viola, cello, bass

Andante expressivo
(E-flat major, C, 31 measures)

Stabat Mater dolorosa/Juxta crucem lacrimosa,/Dum pendebat
Filius./

1
Complete, but with minor variations in the text.
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|\"Cujus animan gementem:” soprano

Allegro agitato
(E-flat major, C, 138 measures)

Cujus animam gementem,/Contristatem et dolentem,/Per-
transivit gladius./

2. Solo with chorus, air, solgo with chorus
(240 measures)

L]

*O quam tristis:" bass with chorus

violin I, violin II, viola, cello, bass

Lento: chorus
(B-flat minor, (F, 34 measures)

O quam tristis et afflicta/Fuit illa benedicta/Mater Unigenitil/

Quae maerebat et dolebat,/et tremebat cum videbat/Nati poenas
inclyti./

Allegro, Andante con moto: bass with chorus
(C major, C, 10 measures)

Quis est homo qui non fleret,/Matrem Christi si verderet/In
tanto supplicio?/

Lento
(C major, C, 15 measures)

maerebat et dolebat . . . inclyti.

Allegro ma non tropo, Largo
(C major-F major, C, 14 measures)

Quis non posset contristari,/piano Matrem contemplari/ Dolentem
cum Filio?/
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*Pro peccatis suae:* bass

2 oboes, 2 horns in C, violin I, violin II, viola, cello,
bass

Allegro
(F major, 2/4, 109 measures)

Pro peccatis suae gentis/Vidit Jesum in tormentis,/Et flagellis
subditum./

"Vidit suum dulcem:® bass with chorus
violin I, violin II, viola, cello, bass

Larghetto
(B-flat minor, 3/4, 33 measures)

Vidit suum dulcem natum/Morientem [sic] desolatum,/Dum
emisit spiritum./

Io tempo
(B-flat minor, ¢, 25 measures)

O quam tristis . . . Unigeniti! Quae maerebat et dolebat et
tremebat.

3. Duo (2 sections)

(166 measures)
e

PEia Mater:™ soprano, alto

2 oboes, 2 horns in D, violin I, violin II, viola, cello, bass

Grazioso
(D major, 2, 69 measures)

Eia Mater, fons amoris,/Me sentire vim doloris/Fac, ut tecum
lugeam./
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l:l'-‘ac ut ardeat:” soprano, alto

Allegro spiritoso
(D major, C, 97 measures)

Fac ut ardeat cor meum/In amando Christum Deum, /Ut sibi
complaceam./

4. Trio with chorus (3 sections)
(234 measures)

/

*Sancta Mater:" soprano, alto, bass
violin I, violin II, viola, cello, bass

Un poco andante
(B-flat major, C, 51 measures)

Sancta Mater, istud agas,/Crucifixi fige plagas/Cordi meo
valide./ Tui nati vulnerati,/Tam dignati pro me pati,/Poenas
mecum divide./ Fac me tecum pie flere,/Crucifixo condolere,/
Donec ego vixero./ Juxta crucem tecum stare,/Et me tibi
sociare/In planctu desidero./

"Virgo virginum:" soprano, alto, bass

Piu allegro
(B-flat major, C, 40 measures)

Virgo virginum praeclara,/Mihi jam non sis amara:/ Fac me tecum
plangere./ Fac ut portem Christi mortem,/Passionis ejus [sic)
'sortem, /Et plagas recolere./ Fac me plagis vulnerari,/cruce

hoc inebriari,/ob amorem Filii./

*Inflammatis:* soprano, alto, bass with chorus

N 2 oboes, 2 horns in B-flat, violin I, violin II, viola, cello,
bass

Allegro
(B-flat major, 2, 143 measures)

Inflammatis et accensus,/Per te Virgo, sim defensus/In die -
judicii./ Fac me cruce eustodiri/morte Christi proemumiri/
Conferere gratia./ Quando corpus morietur,/Fac ut animae
donetur/Paradisi gloria./ Amen./
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On May 20, 1784, presumably soon after Le Sueur had returned to

the Saints-Innocents, a Super flumina Babylonis by the composer was per-

formed at the Concert Spirituel.l It seems reasonable to assume that it
was the same psalm setting which Le Sueur had composed while in Tours.
Interestingly, portions of this motet were subsequently reworked and used
by the composer in one of his Revolutionary compositions; still later, re-
vised once more and reunited with its original text, the work was published

as the setting of Super flumina Babylonis which appears in the collected

edition of Le Sueur's sacred music.

In December of 1784, a Stabat Mater - possibly the Stabat Mater

written in Tours - and an unidentified Mass by Le Sueur aroused consider-
able interest when they were performed at the Saints-Innocents. On March
22, 1785, Le Sueur’ s setting of a text by J. B. Rousseau was performed at
the Concert Spirituel. The work was so well received that it was repeated
several times during the foilowing weeks. 3 Unfortunately, other than this
reference, no trace of the work has survived.

Almost a year later, on April 10,. 1786 - only a few weeks before
he assumed'the duties of Maltre de Musique at the Cathedral of Notre

Dame ~ Le Sueur's Dilexi, presumably in the setting composed at Tours,

1Brenet, Concerts en France, p. 339, footnote #2.

2
These changes are all enumerated in the appendices.

3
Brenet, Concerts en France, p. 340.
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was performed at the Concert Spirituel.1 Within five days, on April 12th
and 15th respectively, several choral settings which Le Sueur had based
on the poetry of Racine and Corneille were programmed at the Concert
Spirituel.2 These choruses have not survived.

So stand_g~ the surviving record relative to those works written by
Le Sueur prior to his association with Notre Dame. Although the greater
part of his early compositional activity must have been directed to the
sacred music which he wrote for the churches that employed him, only
the five works already noted can be definitely assigned to this period of
his life. The remainder of this early repertoire has been lost. Despite
his obvious inclination towards sacred music, by 1784, it had already be-
come evident that Le Sueur was developing a substantial interest in se-
cular composition. Shortly after his return to Paris he had become inter-
ested in writing for the stage, and in 1784, he began to compose his first
opera, the initial setting of Télémaque, under the tutelage of Sacchini.

The pattern thus established was maintained throughout Le Sueur's

fifteen month tenure at Notre Dame. Te Deums, motets, and Masses,
composed by the Maltre de Musique and performed at the Cathedral, were
prominently announced in the journals; his continued, albeit sporadic ef-

forts in the field of secular composition were similarly noted. Periodicals

1
Brenet, Concerts en France, p. 339.

%1bid, p. 340.
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devoted special articles to specific works, a number of which were dis-
cussed in considerable detail, and public attention came to be focused on
Le Sueur' s experiments at an ever increasing rate.

On December 8, 1786, Le Sueur’ s memorial cantata for Sacchini,
"1' Ombre de Sacchini," was performed at the Concert Spirituel, and a few
weeks later, on Christmas Day, the Mass which he was subsequently to
employ in outlining his theoretical objectives was heard at Notre Dame.
Nothing is known of the cantata; but when the composer included a de-

tailed sketch of an appropriate musical service in his Essai de musique

sacrée, ou musique motivee et méthodique, pour la féte de Noél of Febru-

ary 1787, it was this particular Mass that he chose to cite as a model.
Indeed, of all the works written while Le Sueur was at Notre Dame,
it is the Christmas Mass of 1786 that provides the only direct musical clue
to the raging controversy in which the composer became embroiled. Al-
though the Mass has not survived in its original form, a somewhat re-
worked version of the composition does remain. Some forty-five years
after its premiere, the revised Mass was published by Le Sueur under the

title, Oratorio de Noél. The published work corresponds so closely tothe

program guide included in Le Sueur’ s theoretical treatise, that the genesis
of the "oratorio” can hardly be doubted. It was the direct offspring of the

1786 Christmas Mass.
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Both Fouque and Serviéres have noticed this relationship and re-
marked upon it. Fouque has reproduced much of Le Sueur's original plan
for the Christmas Mass in considerable detail, while simultaneously pro-
Viding”an impressive amount of speculative and fanciful comment.1 Ser-
viéres has pointed up the similarities to be observed when comparing Le
Sueur' s program with't}';e published form of the work as it finally emerged
almost a half century later.

The process adopted by Le Sueur in applying his theory was a
basically simple one. Following the general design provided by the ap-
propriate Mass, the composer literally dramatized the liturgical texts and
adapted them to the character of the specific festival. He inserted rela-
ted but non-liturgical Latin recitatives to heighten the dramatic unity be-
ing sought. Wherever possible, suitable and well known music was em-
ployed in setting the texts. Folk songs and carols proved to be particu-
larly suitable for this purpose and were prominently featured by the com-
poser. The use of well known and generally recognizable musical mater-
ial was yital to the success of the plan, for the audience, upon hearing
the familiar airs, would immediately associate them with the composer' s

intentions, thus reinforcing the meaning of the holiday being celebrated.

l"Un précurseur d' Hector Berlioz, J.-F. Lesueur,” pp. 49-64. -

2
"Les oratorios de J. F. Le Sueur,” pp. 34-38.
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Stated in its simplest and most essential form, Le Sueur's pri-
m'ary theoretical objective was to achieve dramatic appropriateness in the
area of §acred composition; all of his theoretical treatises were directed
towards the realization of this ideal.1 While the program booklets pro-
vided by the composer for éach of the four major festivals vary in detail,
the basic procedure advocated by Le Sueur remained constant. In each
case, the objective was to provide an imaginative and rich spectacle,
one brimming with splendor, meanigng, and pageantry. How close Le Sueur's

musical realization of his imaginative programs approached the theoreti-

cal ideal cannot be ascertained, since the Oratorio de Noé&l, a reworked

torso of the 1786 Christmas Mass, remains the lone surviving example by
means of which the composer's success can be judged. It is an interest-
ing, but by no means overwhelming, work.

It has been shown that during this period of his life, Le Sueur con-
centrated his energy in an attempt to create a genre of composition which
might best be termed Mass-oratorio. His so-called “"radical” activity re-
ceived a mixed reception, however, and eventually, he was forced to un-
dergo the considerable personal and artistic anguish previously indicated.
Objectively considered, the goals advocated by the composer were hardly

deserving of the title radical. During the Middle Ages, before the Mass

1 .
For a general discussion of this subject, see: Servieres, ™Les
oratorios de J. F. Le Sueur,” pp. 38-48.
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itself had been completely codified, portions of the liturgy had been con-
sistently and successfully dramatized. Chronologically closer to Le Sueur,
an entire school of early eighteenth-century German composers had treated
liturgical subjects - particularly Passion settings - in a manner specifi-
cally designed for threatical production. 1 These movements, too, had
been greeted with heated words not unlike those directed against Le Sueur
by his opponents. In the broad context of history, the c:mposer was re-

treading an old and well worn aesthetic path, a path that seemingly re-

quired periodic renewal.

1

Theile, and other early eighteenth-century composers and poets
centered in Hamburg, wrote many biblical operas, poetically paraphrased
liturgical texts, and staged their own originally conceived Passion set-
tings.



CHAPTER IV

CATHOLICISM, REVOLUTION, AND CONSULATE

IN AN UNCERTAIN FRANCE

From that moment on July 5, 1788 when Louis XVI yielded to mount~
ing public demands by issuing a royal edict announcing a convocation of
the Estates General, his already tenuous position on the throne of France
became increasinly more uncertain, Despite tremendous pressure genera-
ted by domestic revolution and foreign warfare, Louis managed, with the
successive support of the National and Legislative Assemblies, to main-
tain his shaky kingdom. He issued contradictory orders, repudiated pub-
lished manifestoes, and simultaneously attempted to appease all of the
feuding fac;tions which had developed in a France rent by strife. By the
summer of 1792, however, it became evident that the monarch's position
was rapidly deteriorating. Increased republican opposition, fanned by
widespread disenchantment with the moderate course taken by the Revolu-
tion, made it apparent that the future prospects of the vacillating Louis
were darkening.

It was not until August 3, 1792, however, the day chosen by the

insurrectionists of the Paris Commune to restate forcefully their demands

113
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pertaining to the removal of Louis XVI from the throne, that the deathknell
of the monarchy was unmistakably sounded. Their ultimatum, delivered
to the Assembly on the following day, left no room for ne.gotiating or equi-
vocating. Quite specific in its demands, it stipulated that the threatened
march on the Tuileries Palace would take place if the king were not de-
posed by midnight of August 9th. Since Louis temporized in his usual
fashion, and the Assembly appeared incapable of any specific and posi-
tive action, the signal bells tolled at midnight of the designated day.
The advance which was to terminate the monarchy and initiate a revolt
against the relatively moderate policies of the Legislative Assembly had
begun.

The excessive violence which accompanied the taking of the Tuile-
ries Palace on August 10, 1792 led directly to the savage massacres of
the following month; combined, these two events served to drown the
monarchy in a bath of blood. The extreme position adopted by the insur-
rectionists was merely an outward symptom of the unrest and insecurity
which gripped the entire nation. The enemies of France were advancing
on Paris, and the capital was in very real danger. Since decisive action
was required, the radical extreme gained adherents rapidly; moderatiod
and deliberation were luxuries that could not be afforded at such danger-

ous times.
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With the deposed king awaiting trial for treason, and the moderate
internal policies of the Legislative Assembly completely discredited, all
thoughts of restoring the monarchy in'any form were reluctantly dismissed.
The external trappings of royalty could hardly be expected to survive in
such a hostile atmosphere, and predictably, the Chapelle Royale was
among the first institutional victims to fall before the purge. Strong anti-
monarchial sentiment and rampant anti-clericalism made it quite apparent
that the Chapelle Royale - institutional symbol of Throne and Church uni-~
ted - could be given no recognition in a radically oriented France.

The suppression of the Chapelle Royale served only to aggravate
the mutual distrust that had developed between Church and State; it was
one of the final links forged in a chain of ever increasing hostile acts.
Unalterably opposed to the Revolution from its inception, the upper clergy
of the First Estate viewed revolutionary principlés and Catholic.: ideals as
totally irreconcilable entities; to them, the two forces were absolutely
alien and completely incompatible. It was quite the opposite, however,
with a majority of the lower clergy. Their initial reaction to the idea of
social reform had been a favorable one, and in general, most had genu-
inely endorsed much of the early revolutionary legislation.

The Civil Constitution of the Clergy, formally adopted on July 12,

1790, had proved decisive. It forced the lower clergy to retreat and take

their stand at the side of their ecclesiastical superiors, for any legisla-
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tion whose primary objective was to regulate the Church and politically
incorporate it as a department of the civil state could not be tolerated by
any Churchman. The vast number of changes and controls imposed and
superimposed upon the entire structure of French Catholicism caused the
final breech. Recasting the Church in a form which would permit it to
conform with the new concept of civil society envisioned and pursued by
successive revolutionary governments involved radical displacements in
the political, economic, and social hierarchy of the Church. Such sweep-
ing changes could hardly be effected or mediated during the earlier stages
of the Revolution.

The fall of the Tuileries Palace completed the rupture which had
begun 1n 1790. Those few tenuous threads which had permitted Church
and State to maintain minimal and temporary relations were now irrevoc-
ably severed. When the religious and musical activities of the Chapelle
Royale were suppressed, all hope for any form of coexistence was aban-

. doned, and the rift occurred. Once established, the break stretched into
an agonizing ’;en-year moratorium during whiéh a bitter and cynical offi-
cialdom actively encouraged the de—ChristianizinQ movement which swept
across France. Priests were unfrocked; churches were closed or conver-
ted into temples of reason; and anti~Catholic demonstrations were com~

‘monplace.



117

As an antidote for this atheistic phase of the early Revolution,
and to fill the void created by the absence of an officially sanctioned
and formally organized religion, the civil authorities created a state re-
ligion, a cult of the Supreme Being. Emphasizing the relationship which
existed between moral ideals and revolutionary principles, the official
religion was designed to serve as a unifying moral force for the State. In
&

an address delivered before the Convention on May 7, 1794, Robespierre,
a most convincing and eloquent spokesman for the new state religion,
outlined its objectives as follows:

It was to be free from degrading superstition and the corrupt influence

of a priesthood; it was to have only two positive articles of faith - be-

lief in a Supreme Being and in the immortality of the soul. To impress

the moral ideas of Virtue upon the nation and to mold the spiritual

character of the citizens, regular ceremonies were to be held . . . in

honor of various generous abstractions such as 'liberty and equality,'

' filial piety,' 'the benefactors of humanity,' 'paternal devotion,' and

' modesty. vl

While the new theology combined a fundamentally deistic belief

with an abiding faith in immortality, the formal rite provided the balance
necessary to complement these intentionally vague tenets. Predominantly
functional in nature, it concentrated attention on the solid and tangible

moral principles of patriotism and virtue. Since pomp and ceremony had

always been essential ingredients of religious observance, the new re-

1As quoted in Gershoy, The French Revolution and Napoleon,
p. 287. For more detailed information, see: Julien Tiersot, Les fétes et
les chants de la révolution frangaise, Paris: Hachette, 1908, pp. 123-168.
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ligion was provided with a full share, and music was accorded a position
of singular importance in the organization of the rite proper.

In addition to its important function as a vital component of the
religious service devised for the new cult of the Supreme Being, music
was exploited in many ways by the revolutionary governments. Promi-
nently featured at all public observances, it soon became quite indis-
pensable as an officially sanctioned means for arousing national feelings.
The power which music possessed to move people was fully recognized,
and the government quickly came to realize the potential which it offered

1
as an agent for psychologically abetting national objectives.

1]ulien Tiersot and Constant Pierre are the two scholars who have
produced the outstanding studies in the area of French Revolutionary Mu-
sic. Tiersot's Les fétes et les chants de la Révolution francaise provides
an excellent chronological introduction to the festivals and Ceremonies of
the Revolution as well as a fine survey of the music written for their cele-
bration. Constant Pierre has produced several outstanding studies which
deal in depth with both the music and the sources. His Musique des fétes
et cérémonies de la révolution francaise; oeuvres de Gossec, Cherubini,
Lesueur, Méhul, Catel, etc., recueillies et transcrites par Constant Pierre,
Paris: Imprimerie Nationale, 1899 contains a scholarly edition of one hun-
dred and fifty Revolutionary Compositions, with their orchestral accompani-
ments reduced for keyboard, plus a thorough and excellent introduction of
seventy-one pages. In Les hymnes et chansons de la Révolution; apercu
général et catalogue avec notices historiques, analytiques et bibliogra-
phique par Constant Pierre, Paris: Impimerie Nationale, 1904, Pierre has
produced a truly monumental bibliographical study which exhaustively
treats all of the sources of French Revolutionary Music. Thorough and
accurate, the scope of this work literally staggers the imagination.

Other works of substantial importance are: Constant Pierre, Mu-
sique exécutée aux fétes nationales de la Révolution fransaise. (Chant,
choeurs et orchestre) recueillie et mise en partition d'apres les parties
originales manuscrites ou gravées et accom@gnée de notices historiques
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All of the revolutionary festivals, those specifically created to
furnish a focal point for the new rite as well as those whose function was
primarily patriotic, had one fundamental objective. They were designed
to satisfy the spiritual and emotional needs of the public previously ca-
tered to by the Church. The ceremonies themselves varied considerably,
and the music written for them ranged over the entire spectrum, but the
basic task remained constant: a highly moving experience was to be pro-
vided for the participants. Sacred music and-public worship, both ele-
mental forces in the life of the French peasantry, had fallen before the
Revolution, and the government, quick to sense the danger which con-
fronted it as well as the potential opportunity which it was afforded, re-

sponded knowingly by creating appropriate ceremonial occasions to fill

par Constant Pierre, Paris: Alphonse Leduc, E1893-1894]: Constant Pierre,
B. Sarrette et les origines du Conservatoire National de Musique et de
Déclamation, Paris: Delalain fréres, 1895; Constant Pierre, Le Magasin

de musique al' usage des fétes nationales et du Conservatoire, Paris;
Fischbacher, 1895; and Constant Pierre, Le Conservatoire national de mu-~

sique et de déclamation. Documents historiques et administratifs, re-
cueillls et reconstitués, Paris: Imprimerie Nationale, 1900.

Throughout the final decade of the 19th century, Tiersot and Pierre
became fiercely engaged in a vitriolic pamphlet war which they fought out
on the pages of la Ménestrel. In general, Tiersot was the attacker and
Pierre the defender. The most extensive reply made by Pierre to the charges
of Tiersot was contained in a series of articles published in several suc~-
cessive numbers of la Ménestrel between August 28 and September 25, 1898.
Subsequently, these articles were extracted and published separately as a
thirty-one page pamphlet entitled: Sur quelques hymnes et faits de la Ré-
volution, réponse &8 M. J. Tiersot par Constant Pierre, Commis Principal
au Secrétariat du Conservatoire National de Musique, Officierde 1' instruc-

tion publique. Extrait du Ménestrel du 28 aolit au 25 septembre 1898,
Paris: Chaix, 1898.
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the void. It was a well calculated act, one which served its purpose re-
markably well, for traditional forms of religious cbservance were not of-
ficially reintroduced until after the turn into the nineteenth century. It
was during the year 1801 that Napoleon Bonaparte, then First Consul of
France, motivated by political realities rather than spiritual scruples,
negotiated a Concordat with the Papacy. Napoleon's official chapelle,
his Chapelle Consulaire, was constituted in the image of the old Chapelle
Royale and began to function in July of 1802.

Napoleon was motivated by many factors when he assumed the
initiative in actively seeking a reconciliation with the Church shortly
after the Battle of Marengo (June 14, 1800) had decisively reestablished
the military might of France. Throughout the protracted negotiations in
which both Napoleon and the newly elected Pope Pius VII were directly
engaged, continued military success served the future Emperor well. The
treaties of Lunéville and Amiens, both concluded in 1801 while the nego-
tiations were still in progress, led directly to the cessation of hostilities
in Europe. Describing the circumstances which surrounded the emergence
of France as the Continent' s dominant power after more than a decade of
continuous warfare, privation, and revolution had threatened the country's
very existence, Talleyrand, the eminent French statesman, wrote:

One may state without the slightest exaggeration that at the time of
the peace of Smiens, France enjoyed abroad, thanks to its military

supremacy, such power, glory, and influence that the most ambitious
person could desire nothing more for his country. And what made this
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stdte of affairs still more marvelous, was the rapidity with which it
was accomplished. In less than two and a half years, . . . France
had climbed from the depths of degradation, into which the Directory
had cast it, to the highest position in Europe.

With European peace temporarily achieved, Bonaparte was at
liberty to devote himself to the pressing problem of internally pacifying
an unsettled France. Never having firmiy espoused a personal religious.
doctrine, Napoleon had always proved willing to bend theologically in
the direction which afforded the most attractive immediate advantage. By
courting the Pope at a time when France was militarily secure, he could
negotiate from a position of undeniable strength. The desired rapproche-
ment with the Church, once accomplished, could yield tremendous politi—
cal dividends at home, and would help to dispel.the prevalent notion that -
the Revolution was basically atheistic in nature. Furthermore, Napoleon
would certainly become more personally acceptable to the established
monarchs of Europe if he could cast hirr;self in the role of defender and
rejuvenator of the Faith in France.

The Concordat, which was finally concluded in July of 1801, uni-
ted Church and State in an agreement that reconciled the extreme posi-
tiOI“IS originally adopted by the two opposing parties. While the substan-

. tial concessions made by the Pope were masked in ambiguous terminology,

his gains were plainly evident and clearly set forth. He had succeeded

<1 .
As quoted in_Gershoy, The French Revolution and Napoleon, p.365.
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in preventing France from becorﬁing a completely secular state, a terri-
fying spectre which had been fréquently raised during the negotiations by
the threatening Bonapaft_e. Free Catholic worship was to be reinstated
in France, but the government was to join the clergy in supervising the
administrative and financial structure of the Church. For his part, the
First Consul succeeded in realizing all of his pfimary objectives: the
religious freedom legislated by successive Revolutionary governments
was maintained; and Catholicism was not to be declared the o‘fficial state
religion. Furthermore, by relinquishing all claims to the ecclesiastical
property confiscated and sold during the Revolution, the Pope recognized
the civil conquests of the past decade, and announced the sale of all
Church land proper and binding.

The reconciliation of Church and State was publicly solemnized
in a special ceremony held at the Cathedral of Notre Dame on Easter Sun-~
day, April i8, 1802. A newly composed Te Deum, written on Bonaparte's
special commission by Giovanni Paisiello, Chapel Director to the King of
Sicily, was the highlight of the commemorétive celebration and served to
surround-the announcement of the Concordat's formal publication with ap-
propriate pomp. To implement the provisions of the agreement, and simul-
taneously demonstrate his good faith, Napoleon ordered that Mass be
said at the Tuileries Palace every Sunday at noon. The music which would

accompany the service was to be provided by a_chapelle, organized in a
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manner similar to that which had prevailed under the monarchy. Paisiello,
selected by the First Consul as director of the Chapelle Consulaire, left
his position in Naples, and in the spring of 1802 journeyed to Paris where
.he assumed his new duties.1

The selection of Paisiello as director of the Chapelle Consulaire
served as a severe rebuff to all native French musicians. An avid parti-
san of the Italian style, Napoleon had on several previous occasions ex-
pressed public admiration for the music of Paisiello, and in 1797 had com-
missioned the Italian to write a funeral ode in memory of General Hoche.
Following a Parisian performance of this reportedly mediocre composition,
Napoleon had openly declared to the five Inspecteurs of the Conserva-
toire (Cherubini, Gossec, Grétry, Le Sueur, and Mehul) that Paisiello
was the first composer of the day, and that Zingarelli alone was the sole
contemporary musician of comparable stature.

A position so unequivocally stated, did little to ingratiate the
First Consul with the leading representatives of a flourishing Parisian
musical society. The obvious hostility which many of the French com-

posers felt towards Napoleon's Italianate taste in artistic matters, could

lThe circumstances surrounding the appointment of Paisiello to this
position remain largely unexplained. Although it is widely known that Napo-
leon was a great admirer of Paisiello, it has never been established that the
composer wished to leave the service of the King of Sicily for that of Bona-
parte. Once in Paris, however, Paisiello accepted the challenge and gave
unstintingly of himself to serve Napoleon well.
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hardly be openly expressed, for the First Consul did not take kindly to
any type of direct criticism. Cherubini, the outspoken Florentine who
had becom\e a naturalized French citizen and made Paris his home, incurred
v

the direct wrath of Bonaparte when he questic-)ned Napoleon's judgment in
a purely musical matter.1 It has been suggested, with apparent justifica-
tion, that Cherubini's forthrightness cost him a number of outstanding op-
portunities for advancing his own interests. The only avenue open to those
French composers who wished to retaliate was that of subterfuge and indi-
rection.

The public life of the Chapelle Consulaire was inaugurated on July
20, 1802, when the First Consul of the Republic formally dedicated the re-
constituted Chapelle. Castil-Blaze, an eyewitness to the event, has pro-
vided the following description of the physical surroundings in which the
celebration of the Mass was reiniroduced as an officially sanctioned govern-

mental function:

The chapel of the Tuileries had been destroyed and it was necessary to
celebrate the divine office in the hall where the sessions of the State

1The following incident, concerning the enmity which developed be-
tween Napoleon and Cherubini, is reported in the Mémoires de M€ de Ré-
musat, Paris: Calmann-Lévy, volume II, p. 414. One day, when Napoleon
was still a general, he had occasion to praise enthusiastically a work of
. decidedly questionable quality. Being pressed for his opinion, Cherubini
replied obliquely by stating that one could be extremely able on the battle-
field without being at all well versed in matters pertaining to harmony or
counterpoint. It was ten years before Napoleon chose to forgive this re-
mark and renew friendly relations with the composer.
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Council were held. It was only in this hall that there was sufficient
room to place the singers [vocal soloists] and the piano. Arranged in
two rows behind the singers, [chOir] the violins played in a small
gallery opposite the altar. The cellos and string basses, together
with the wind instruments, were relegated to a neighboring chapel.
The musicians had great difficulty performing under conditions so dis~-
advantageous for ensemble playing. The.tables, chairs, and desks,
removed from the hallon the eve of the Sabbath, to ready the room for
its function as a private chapel on Sunday, were replaced for the
Monday meetings of the Council.

Since the installation of a permanent altar was unfeasible, a
temporary altar, modest and mounted on wheels so that i1t might be housed
in a nearby closet during the week, was rolled into the Council Hall on
Sunday mornings. Lack of space forced the congregation of government
officials and ladies of the court to stand against the back wall of the Hall
where they ranged themselves, as best they could, behind the First Con-
sul. The musicians of the Chapelle, who thus addressed themselves to
an uncomfortable and unreceptive audience, were required to perform under
the most adverse conditions. The vocal solists, with the piano that ac-

companied them, could be accomodated in the Council Hall, but the

choir and orchestra, as described by Castil-Blaze, had to be placed in

IChapelle—musig@ des rois de France,.Paris: Paulin, 1832, p.166.
"la chapelle de Tuileries avait été détruite, on célébrait 1' office divin
dans la salle du Conseil d' Etat ou les chanteurs et le piano pouvaient
seulement &tre placés . Rangés sur deux files derriére les chanteurs,
les violons jouaient dans une petite galerie en face de l' autel; les basses
et les instruments & vent étaient relégués dans la chapelle voisine. Les
musiciens avaient beaucoup de peine & manoeuvrer sur un terrain si désa-
vantageux pour l' ensemble. Démeublée, la veille, des tables, fauteuils
et bureaux, la salle que 1' on disposait en oratoire pour le dimanche était
remise en ordre le lundi pour les séances du Conseil.™
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various adjacent galleries. Amid such cramped confusion, and in_ the
physical starkness of a room denuded of the furnishings which served it
in an entirely different capacity, the celebrant was faced with the unre-
warding task of presenting a dignified and meaningful service.1

Despite the formidable array of physical handicaps with which he
was confronted, Paisiello served well as director of music at the Chapelle
Consulaire for two years. In the Spring of 1804, however, he requested
permission of the First Consul to resign his Parisian appointment and re-
turn to Italy. In the letter which he submitted in support of this petition,
Paisiello claimed that his health, as well as that of his wife, had deter-
iorated in Paris, and they wished to return to the warmer climate of Naples.
The increasingly open enmity displayed by many of the native composers
towards the Italian *“intruder™ must also have been highly irksome to
Paisiello. Motivated by jealousy, and an overwhelming desire to counter
the Italianate musical position adopted by the First Consul, these un-
warranted attacks were really aimed at Napoleon, and only symbolically
at his Italian Maltre de Chapelle. Despite these uncalled for abuses,
Paisiello' s loyalty to Napoleon remained unquestioned, and for the twelve
years of life that remained to him after his return to Italy, he made sub-
stantial contributions to the repertory of the Bonaparte Chapelle from across

the Alps.

lLamy, Jean-Francois Le Sueur, pp. 96-97.
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When Paisiello' s intended retirement was publicly acknowledged,
Napoleon was confronted with a difficult task; the choice of a successor
was a matter that would require great tact, for a considerable amount of
artistic restiveness had already been generated. There were many poten-
tial candidates, for almost every composer in Paris, whether native or
foreign born, vied for the coveted position. Cherubini was the logical
choice. He was famous, respected, and had had a considerable amount
of experience as a composer of sacred music; in the eyes of Napoleon,
however, he was disqualified for personal reasons. No other single can-
didate emerged from the remaining field as an obvious choice.

In the midst of this considerable confusion, and under circumstances
which have never been fully explained, Le Sueur was appointed by Napo-
leon in the Spring of 1804 to succeed Paisiello. Speculation concerning
the appointment of Le Sueur as di_rector of the Chapelle Consulaire is not
lacking. Fétis holds that Napoleon, unable to make Paisiello reconsider
his retirement, ask.ed him to designate his own successor, and that the
Italian had recommended Le Sueur as the most worthy candidate for the

" 1 v o . . .
position.” Servieres, citing the memoires of Blangini (Souvenirs de

Blangini, Paris, 1834), states that Le Sueur had been chosen by Paisiello

in 1803 to act as assistant director of the Chapelle Consulaire,2 and that

1Biggraghie universelle, Vol. V, p. 286.

2This is the only source that mentions Le Sueur as Paisiello’'s
assistant in 1803, or indicates any formal association between Le Sueur
and the Chapelle Consulaire prior to April of 1804.
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when the director had sought permission to return to Italy, Bonaparte had
spontaneously selected Le Sueur to succeed him.l Other accounts state
that the post had first been offered to Méhul, and when he declined, it
had been given to Le Sueur. 2 Still others mention the possible interven-
tion of Josephine, for she had a great liking for the composer, or the
direct action of Napoleon himself, who, remembering the vivid pageantry
of Le Sueur's Revolutionary compositions, had acted decisively on his
own initiative.

However veiled the circumstances leading to Le Sueur's appoint-
ment as director of the Chapelle Consulaire may remain, the facts and
dates surrounding the appointment itself are thoroughly documented. The
official letter of notification, dated "A Paris, le 21 Germinal an XII
[April 11, 1804] de la République frangaise," reads as follows:

Le Général Gouverneur du Palais au citoyen Le Sueur.

Le Premier Consul, Citoyen, ayant bien voulu accorder &
M. Paisiello la permission de retourner en Italie pour y soigner sa
santé, vous nomme 3 la place de Directeur de sa musique qui devient

vacante. M. Paisiello vous remettra avant son départ tous les ren-
seignements que vous pourrez désirer.

1Serviéresx, "Les oratorios de J. F. Le Sueur,” p. 57.

2Hargrave, "Jean Francois Le Sueur,"® p. 216.

3Lamy Jean-Francois Le Sueur, pp. 94-96; Buschkotter, Jean

Francois Le Sueur, pp. 126-127.
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Le Premier Consul se plait d croire que par votre talent, vos
soins et votre dévouement vous justifierez la choix qu' il fait de vous.

Je vous prie d' étre persuadé du plaisir que j'ai d' étre son
organe dans une circonstance aussi agréable pour vous.

J' ai 1' honneur de vous sélu_er
Durocl

Nine days later, on April 20, 1804, Le Sueur received a second
letter in which the financial particuiars relative to his new position were
set forth in some detail. Having experienced serious monetary difficulty
since his dismissal from the faculty of the Conservatoire in October of
1802, the generous terms of his new employment must have been received
with considerable joy and gratification.

Je vous préviens, Monsieur, que le Premier Consul vient de
fixer votre traitement annuel & la somme de dix mille francs: que vous
toucherez par douziéme chaque mois sur mon ordonnance chez le tré-
sorier. C'est @ partir de demain, premier Florial E&pril. 21] que votre
traitement vas courir; ainsi & la fin du mois en me présentant a or-
donnancer 1' état du traitement de chaque employera la musique; vous
aurez soin de vous y comprendre pour un douziéme. de votre traitement.
Quand aux formes usitées dans la rédaction de cet état, ainsi que pour
ceux dles concerts et dépenses de musique, j' espére que vous aurez
prié M. Paisiello de vous instruire. Il vous aura sans doute appris
que le Premier Consul passe pour frais une somme de 2500 francs par
andont vous pouvez tous les mois disposer par douziéme. Il y a aussi
une somme de six cents francs qui est passée dans la dépense annuelle
pour les gages d'un commissionnaire & votre disposition. .

Vendredy 30 Germinal Remusat2
an douze

1Paris: Bibliothéque de 1* Opéra, Carton 2055. Buschkdtter, Jean
Erancois Le Sueur, p. 127, in transcribing this letter, makes several text-

ual errors. ‘In addition, he incorrectly equates the Revolutionary and Greg-

orian calendars when he transcribes 21 Germinal an XII as April 10, instead
of April 11, 1804.

2Paris: Bibliothdque de 1' Opéra, Carton 2055.
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If the newly appointed director of the Chapelle Consullaire had
gooéi reason to be pleased with the financial security conferred by his
new position, 'the restraints placed upon his artistic activites by the
physical inadequacies of the Council Hall which still served as a tempo-
rary chapel must have hampered him severely. Political events of suffi-
cient magnitude to provide decisive changes in all areas of French life
were rapidly coming to a head, however, and their far~reaching conse-~
quences were soon to affect the activities of the governmental Chapelle
substantially. As early as May, 1802, a questionable parliamentaw
m&neuver, one which was subsequently ratified by an overwhelmingly
favorable popular vote in August of the same year, had produced the po-
litical machinery which Napoleon needed to have himself proclaimed First
Consul for life.

The life Consulate, however, was not Bonaparte' s ultimate ob-
jective; indeed, it was merely one more point of repose on the climb
which led to a more ambitious goal. For two years it provided Napoleon
with sufficient time to bolster his personal ambitions, consolidate poli-
tical gains, and marshal the material resources necessary for the final
upward step. Early in 1804, with his tremendous popularity swelled by
the favorable reaction which greeted his sweeping internal reforms, Napo-
leon Bonaparte was declared Emperor of France by a united Senate and

Assembly. This proclamation, subsequently corroborated by a popular
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referendum conducted later in the year placed the formal and legal seal

of legitimacy upon the imperial dreams of Napoleon.



CHAPTER V
THE CHAPELLE IMPERIALE

The pomp associated with Napoleon' s coronation was so extra=~
vagant that legendary accounts of its splendor were soon being dissemi-
nated throughout Europe. Held in Paris at the Cathedral of Notre Dame
on December 2, 1804, 1 the elaborate rite served a twofold purpose: it
satisfied the formal demands of protocol and gratified the Emperor' s
vanity. Pope Pi\l.ls VII journeyed from Rome to participate in the ceremony
forﬂ he believed that the sight of Bonaparte bowed to receive the Papal
blessing would considerably enhance the European prestige of the Church.
Naopleon shrewdly encouraged Pius for he realized that Papal sanction
would help legitimatize his claim to the imperial throne.

For the occasion, the interior of the Catheciral was d'ecorated with
lavish Neo-Greek and Roman furnishings that provided an appropriate

setting for the elaborate theatricalism of the coronation. Albert Sorel, in

lBuschkéitter, Jean Francois Le Sueur, p. 127, incorrectly states
that the coronation took place on May 18, 1804. In so doing, he has con-
fused the date on which Napoleon was declared Emperor with the date of
his coronation.

132
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attempting to evaluate the significance of the spectacle, wrote the fol-
lowing perceptive comment: "Le sacre fut un spectacle de haute politique;
il s' accomplit dans un décor de théatre mélange de tragédies pour les
rites et d' opéra pour les cortéges. nl

The pomp that surrounded his extravagant coronation proved to be
an accurate indicator, for Napoleon soon turned his attention towards the
establishment of a glittering imperial court, one complete with all of the
trappings and ceremonial customs of the old Monarchy. Early in 1805,
with this objective clearly in mind, Napoleon commissioned the architects
Fontaine and Percier todesign a permanent chapel, a proper Chapelle
Impériale in the Tuileries Palace, to replace the inadequate temporary

chapel still in use. He allocated the large hall formerly occupied by the

lAlbert Sorel, '1' Europe et la révolution francaise, 8 Vols., Paris:
E. Plon, Nourrit et C1€, 1885-1904, Vol. VI, p. 40§.

It is certain that some of the music which accompanied the cere-
mony was composed by Le Sueur, but any attempt to identify the precise
works performed during each section of the coronation leads to a frustrat-
ing and perplexing maze of contradictory evidence. Superficially, there
appears to be no problem at all. Virtually all of the sources agree to the
following facts: Paisiello composed the solemn Mass used for the rite
proper; Abbé Roze directed the chant sections and also contributed the
concluding Vivat; Le Sueur was responsible for providing the remaining
music. He was charged with the composition of the incidental works -
marches, motets, scenes, choruses, arias, etc. - which were employed
to accompany all of the ceremonial action. The entire question is inti-
mately associated with the music contributed by Le Sueur in 1825 to the
coronation of Charles X, and is examined at some length in CHAPTER VI
during the description of Charles' coronation. For a detailed presenta-—
tion of the entire problem, see: Serviéres, “Les oratorios de J. F. Le Sueur,"
pp. 58-62 and pp. 87-95.
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Convention as its meeting chamber for this purpose, and work began at
once. Before the year was out, the neo-classic design of the architects
had been successfully achieved. The completed chapel remained virtually
intact and unchanged until the fire set by the Paris Commune of 1871 de- -
stroyed the entire ’i‘uileries Palace. During its sixty-six years of service,
it witnessed an Emperor (Napoleon Bonaparte), three kings (Louis XVIII,
Charles X, and Louis Philippe), the short-lived second French Republic,
and a second Bonaparte Emperor (Louis Napoleon) emerge and recede upon
the French political scene.

Lamy, paraphrasing the more detailed account of Frédéric Masson,
provides the following description of the new chapel:

Du moins, c'était une vraie chapelle; elle était vaste, un emplace-
ment commode, sorte de grande niche ronde, était réservé aux musi-
ciens derriére le baldaquin de 1' autel. Le rez-de- chausseée de la
chapelle était ouvert au public sans rétribution, sans carte d’ entree,
sans aucune autre condition qu'un extérieur décent. A gauche s’ éle-
vait une longue tribune que décoraient de leurs brillantes toilettes,
sinon toujours de leur beauté, les Dames du Palais et les Dames
présentées a la Cour. A droite, aux fenétres grandes ouvertes de la
salle du Conseil d'Etat, se pressaient officiers et fonctionnaires
tous en grand uniforme ou dans le costume de leur emploi. Dans la
tribune impériale, au fond, face & 1' autel, Joséphine au premier rang,
agenouillée sur un prie-Dieu, donna1t toutes les marques d'une dé-
votion grande et probablement sincére, .... Napoléon écoutait la
messe dang une attitude militairement correcte, debout, immobile,
les bras croisés, le regard vague, sans distraction et sans recueille-
ment. Derriére les souverains prenaient place les membres de la
famille et quelques hauts dignitaires. ... sous l'ceil du mattre
chacun se contraignait 3 une attitude irréprochable. Contrainte assez
courte d'ailleurs. La messe durait a peine une demi-heure toute rem-
plie d' excellente musique.

A ,
Lamy, Jean-Francois Le Sueur, pp. 97-98; Frédéric Masson,{‘
Napoleon chez lui, Paris: Ollendorff, 1901, pp. 255-265.
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It was this weekly Mass, barely a half an hour in length and filled
with excellent music, that was Le Sueur's primary responsibility. To
assist him in the performance of his office, the director of the newly or-
ganized Chapelle Impériale had at his disposal a group of excellent mu-
sicians. A pay list and roster dating from 18041 clearly shows that many
who had origiﬁally been appointed to the staff of the Chapelle Consulaire
by Paisiello in July, 1802 had been retained by the new director, and that
all of the musicians in the employ of the Chapelle Impériale were among
the best to be found in Paris. Le Sueur proved himself extremely able at
recruiting the best talent that the capital' s sophisticated musical society
had to offer. The Emperor had apparently given him a free hand and a
liberal budget.

Heading the Chapelle's roster, Le Sueur maintained his director-
ship, and with the newly created title of Surintendant, was paid the
generous annual stipend of 10,000 francs; Rey, the Chef d'orchestre,
and Kreutzer ainé, 2 the 157 violon de I' Empereur, followed at a salary
of 4000 francs each. The twenty-seven member orchestra, an extremely

able ensemble, possessed the following instrumental complement: 2 flutes,

1
Paris: Archives Nationales, 0262.

2The famous violinist and composer, Rodolphe Kreutzer, was al-
ways designated at kreutzer ainé when his first name was not given, to
distinguish him from his younger brother, Jean Nicholais Kreutzer, also
a violinist in the orchestra of the Chapelle Impériale, who was referred
to as Kreutzer cadet, or Kreutzer jeune.
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2 oboes, 2 clarinets, 2 bassoons, 3 horns, 1 harp, 4 violiﬁs I, 4 violins
II, 2 violas, 2 cellos, 2 bassesj and a piano accompanist.

Each of the performers was an outstanding instrumentalist, care-
- fully chosen for his ability from the best of the Parisian orchestras, and
received a salary ranging from 1500 to 2500 francs for his yearly service.
The ten members of the Chapelle's vocal organization received salaries
£hat ranged from 1500 francs for the choristers to 3000 francs for the lead-
ing soloists. Many of the capital's reigning singers were included émong
the vocal soloists, for performers such as Monsieurs Lay and Nourrit,‘
Mesdames Branchu and Manet, were the toast of the Paris Opéra. In
addition to actual performers, a secretary, Louis Grégoire, a librarian,
Francois Lefebvre, and a tuner, Pierre Dubois, were carred onthe 1'olls.1

Throughout its brief history, the number of performers and admini-
‘gtrators attached to the musical organization of the Chapelle Impériale
gradually increased. The nature of this growth can be most clearly under-
stood by examining the complement of the Chapelle during the two distinct
phases which clearly mark its existence. During the period 1804-1809,
the number of musicians added were relatively few, and the total rose only
slightly. The forty-two member organization of 1804 (Surintendant, Chef

d' orchestre, an orchestra of twenty-seven, a vocal organization of ten,

secretary, librarian, and tuner) remained intact through 1805. In 1806,

1Ir1 1804, the total budget of the Chapelle Impériale came to approx-
imately 90,000 francs. Paris: Archives Nationales 0262.
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with the strength of the orchestra increased by two, and that of the chorus
by four, the total reached forty-eight. By the end of 1809, with the further
addition of two orchestral members and one singer, the Chapelle Impériale
was maintaining an orchestra of thirty-one, a vocal organization of fif-
teen, a Surintendant, a Chef d'orchestre, and three administrators for a
total of fifty om.a.1

At the beginning of 1810, the Chapelle was reorganized, and, with
the aid of a substantially increased budget, nearly doubled in size. By
the end of 1810 a total of ninety seven people were employed in its ser-
vice. Le Sueur maintained his position as Surintendant, but L' Oiseau
de Persius had replaced Rey as Chef d* orchestre, and Hugé de Rochefort
had been appointed to the newly created position of 2% Chef d' orchestre.

By year's end, the increased orchestra numbered fifty one performers,2

lAll of the figures cited in connection with the personnel and bud-

get of the Chapelle Impériale, were obtained from documents found in

Paris: Archives Nationales, 02 62. These figures do not correspond
exactly with those presented by Serviéres, "Les oratorios de J. F. Le Sueur,®
pp. 62-63; Georges Serviéres, "La Chapelle Royale sous la Restauration, *

Episodes d' histoire musicale, Paris: Fischbacher, 1914, pp. 103-146; or
Castil-Blaze, Chapelle-musique des rois de France, pp.165-220.

2With the reorganization of 1810, the Chapelle's enlarged orches-
tra possessed the following forces: 2 flutes, 3 oboes, 4 clarinets,
4 bassoons, 4 homns, 1 harp, 9 violins I, 8 violins II, 4 violas, 8 cellos,
and 4 basses. Additional brass players, for trumpet and trombone parts,

as well as percussion players, etc., were recruited as required on an in-
dividual performance basis.
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while the Chapelle's vocal resources had been enlarged to include thirty-
five singers: six soloists, and thirty-one choristers. Two piano accom-
panists, an organist, a tuner, and four administrators were required to
support the enlarged force.

During the first six years of Le Sueur' s tenure as director of the
Chapelle, the number of performers listed on the rolls had more than
doubled. With only minor changes - several supplementary orchestral
players and four new choristers were added ‘during the period - the size
and personnel of the musical organization remained virtually intact until
political events dictated that the entire Chapelle be formally dissolved
early in the summer of 1815. The payroll dated June, 1815, the last one
met by the imperial administration, carried a total of 103 names. The
annual budget, -approximately 90,000 francs in 1804, the year in which
the Chapelle Impériale had been created to supersede the two-year old
Chapelle Consulaire, had mounted in proportion to the noted increase of
personnel; t.he final sum reached in the summer of 1815 was 160,000 francs.

Compared to the practices followed by the old Monarchy, these
figures represent a substantial increase. In 1790, two years prior to its
final suppression, the Chapelle Royale had possessed a complement of
e@ghty-seven musicians. It had employed the services of two superinten-
dants' to direct an orchestra of forty-four and a choir of thirty-nine. The

orchestra contained 2 flutes, 2 oboes, 2 clarinets, 5 bassoons, 2 horns,
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.1 trumpet, 1 timpani, 16 violins, 4 violas, 3 cellos, and 6 basses, while
“the choir consisted of twenty-seven professional singers aided by twelve
apprentices. An organist and a pianist completed the roster.l
With a permanent Chapelle Impériale an established reality, - the
formal inauguration of the new chapel built in the Tuileries Palace took
place on February 2, 1806 2 - Le Sueur devoted hir'nself conscientiously
to the leadership of its musical organization. Whether physically housed
in its new permanent quarters, or temporarily located at one of the two
nearby chateaus (Saint-Cloud and Fontainebleau) which the Emperor and
his court were fond of freiquenting, the Chapelle required a substantial
body of music to satisfy its weekly and festival needs. As director, the
selection of the repertory became Le Sueur' s prerogative, and there is
little reason to doubt that most of the music chosen for performance waé
of his own composition.
Those compositions provided by Le Sueur for the Chapelle Impéri-
ale have proved to be among the most perplexing of all his works; for

lack of precise information has given rise to a considerable body of

1Constant Pierre, Notes inedites sur la musique de la Chapelle
royale, Paris: Schola Cantorum, 1899

2Mas’son, Napoléon chez lui,p262 reports that the inauguration
of the new chapel took place on December 9, 1805. Castil-Blaze, Cha~
pelle musique des rois de France,p.171 and Grégoire, secretary of the
Chapelle Impériale, in a note cited by Serviéres, "La Chapelle-Royale
sous la Restauration,®™ p. 104, both give the date as February 2, 1806.
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incorrect speculation and assumpiion. Writing some fifty years ago,
Georges Serviéres suggested a logical explanation, one which adequately
accounted for this gap in knowledge, but unfortunately, his' lead was
never subsequently followed. 1

Basing his conclusions upon evidence contained in a manuscript
entitled, "Répertoire des messes et oratorios de Le Sueur,"2 Serviéres
maintained that some of the works thought to have been written by the
composer following the Restoration, were, in fact, composed for the reper-
tory of the Chapelle Impériale. The vital "Répertoire," a catalogue of
Le Sueur's sacred compositions prepared by Louis Grégoire at the request
of Madame Le Sueur following the death of her husband, was apparently
compiled in late 1838, for the manuscript is dated January 15, 1839. In
his catalogue, Grégoire, librarian of the Chapelle Impériale from its in-
ception and secretary of the Chapelle Royale following the Restoration,
.listed all of the works written by Le Sueur for the two chapels. Accord-

ing to Serviéres, only a few of the listed compositions were specifically

1Serviéres, "Les oratorios de J. F. Le Sueur,” pp. 63-72.

2Serviéres, *Les oratorios de J. F. Le Sueur,” pp. 63 and 68,
states that the catalogue was to be found in the personal library of
Charles Malherbe. My own investigation has revealed that following
Malherbe' s death, his extensive manuscript collection was divided for
distribution: one portion was given to the Bibliothéque de 1' Opéra, and
the other to the Bibliothéque du Conservatoire de Musique. Most of the
collection is still to be found in these two libraries, but unfortunately,
the Grégoire catalogue seems to have disappeared.
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dated, but many of the entries included the names of participating solo-
ists. By collating this information with the pay records and rosters of

the two chapels, Serviéres was able to suggest approximate dates of com-
positions for some of these works.

Serviéres' general conclusions remain remarkably v_alid, although
some of his suggestions must now be regarded as both tentative and in-
complete. Unfortunately, not all of the available information seems to
have been at his disposal, and he was in no position to present a defini-
tive explanation, one which would account for all of the circumstances
surrounding the music written by I.e Sueur for the Chapelle Impériale. He
failed to realize the extent of the repertory with which he -was dealing,
and he was unable to perceive the true relationship that existed between
the Chapelle Impériale-Chapelle Royale compositions, and the body of
music presented in the subsequently pi.iblished sacred works of Le Sueur.
For this he can hardly be blamed; like all who have written about Le Sueur,
he based several of‘his argumejnt_s., upon a number of incofreg:t assumptions.
Essentially, these miscon:ceptions may be traced to three major problems.

The first centers about the absence of sources which may be of-
fered in support of "'those contérr_lporaries of Le Sueur who testify to the

large body of music written by the composer for use in the Imperial chapel.

Prior to 1810, at a time whéh the Chapelle Impériale itself had been in

llbid‘ pp. 68-72.
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existence for no more than five years, Choron was able to write of "some
twenty musical works such as oratorios, Masses, and motets which Mon-
sieur Le Sueur had already composed for the Chapelle Impériale, where
they produce the most happy results each time they are performed. wl Yet
no musical examples from this period of Le Sueur's life appear to have
survived, although similar works, compositions written by other cbmpo-
sers for the Chapelle, have been preserved.

The second problem is directly related to that portion of Le Sueur's
sacred music which was published between 1826 and 1841 in a collected
edition of seventeen consecutively numbered volumes. 2 Presenting a
varied cross section of the sacred repertory, these publications contain
Masses, Latin oratorios, psalm settings, and motets. It has long been
maintained that these works were composed for performance by the recon-
stituted Chapelle Royale.of Louis XVIII and Charles X, and were thus writ-

ten in close proximity to their dates of publication.3 Little consideration

1Choron and Fayolle, Dictionnaire historique des musiciens ...,
Vol. I, p.417. "...d'une vingtaine de piéces musicales, comme oratorios,
messes, et motets, que M. Lesueur a déja composées pour la chapelle im-
périale, ol elles produissent la plus vive sensation chaque fois qu'on les
exécute."”

2
Dates of publication must be approximated, for very few of the
titles pages are dated.

3Such is the impression given by Berlioz in all of his written re-
ferences to these works. See, for example, ®*Rachel, Noémi, Ruth et Booz,"
in Les musiciens et la musique, p. 64. Most subsequent authors have ac-
cepted the word of Berlioz and followed his lead in attributing these works
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has been given the possibility that they were composed at some consi-
deraBly earlier date.

The third and final problem is basically one of terminology. Wri-
ting at a time when Le Sueur was still living, F. J. Fétis, friend and col-
league of the composer, mentions a total of thirty-three Masses written
by Le Sueur, some for performance at the various churches he had served
in his youth, but most for the repertories of the Chapelle Impériale and
the Chapelle Royale.1 Taking Fétis at his word, for he was a musician
of considerable stature who was directly involved in these matters, most
subsequent authors have followed his lead and repeated this assertion.
A check of the seventeen published volumes, however, reveals that only
three Mass settings have been preserved. Consequently, 1t has been
generally assumed that thirty of Le Sueur' s Masses, most of which have
been attributed to the enigmatic repertoy of the Chapelle Impériale, have
been lost.

Viewing the last of these problems first, a careful re-reading and

re-thinking of Fétis' statement clarifies the issue and suggest an inter-

to a period that post-dated the Restoration. Indeed, there was no reason
to doubt the word of Berlioz for the composer has been a student of Le
Sueur, an intimate of the Le Sueur household, and an eye witness to the
events he described.

1Biographi.e universelle, Vol. V, p. 288.
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pretation of the utmoét importance. As an active participant in the speci-
alized musical society of early-nineteenth century Paris, Fétis was a
knowledgeable observer possessed of a keen and inquiring mind. When
he described 2 composition as a “"Mass, " it may. safely be assumed that
something quite specific was intended. In the vérnacular of the Chapelle
Impériale, a vernacular subsequently adopted by the Chapelie Royale, all
compositions destined to be performed during a liturgical service, be they
complete Masses, Mass sections, oratorios, psalm settings, or motets,

were uniformly referred to as "Masses,"” and it was unquesionably with
this meaning clearly in mind that Fétis used the term.

The meaning generally associated with the word "Mass™ when
used in a musical sense, however, is something quite different, apd any-
one attempting to locate thirty-three Masses by Le Sueur would hardly be
satisfied with any fewer than thirty-three settings of the Ordinary of the
Mass from the hand of that composer. Indeed, such has been the case,
and the so-called thirty missing Masses of Le Sueur's have been the re-
sult. As indicated above, however, the sbiution to this appareht enigma
is extremely simple, for the entire problem resolves itself into a question
of semantic misunderstanding. Once understood, the very problem ceases
to exist, for Fétis' statement becomes completely comprehensible in an

entirely different light, and the search for the thirty-three Masses to which

he alludes may be broadened to include works other than settings of the Mass

Ordinary.
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Proof which positively supports this statement is contained in an
extremely important manuscript discovered among the archival holdings
of the Bibliothéque de 1' Opéra, Paris.l Entitled, "Etat de la Bibliothdque
de la Musique du Roi," this manuscript provides an index to both the mu-
sical and textual incipits of material contained in the library of the Cha=-
pelle Royale following the Restoration. Unfortunately, this manuscript
catalogue bears no date, but evidence contained within suggests that it
was originally compiled in 1817 or 1818; added material which updates the
manuscript to approximately 1825 was subsequently appended.

The catalogue occupies two volumes; each is bound in red leather
and embossed with the royal coat of arms belonging to Louis XVIII. Thé

title page of Volume I reads:

Etat
de
la Biblioth&que
du Roi
1% volume

[Frangois—Charlemagne] Lefebvre,2 Bibliothécaire rue Ste. Anne

N® 57, & Paris

l - » »

Paris; Bibliotheque de 1’ Opéra, Rés. 9191-2. This manuscript
catalogue has never been mentioned; its existence has been unnoticed
until now.

2Prancois—Charlemagne Lefebvre was a composer and librarian
attached to the staff of the Chapelle Royale,
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This title page occupies side three of the six unnumbered sides
with which the volume begins; sides one and two,' as well as four and
five, remain blank. Following the sixth undesignated side, 384 num-
bered pages are found. Volume II, similarly arranged, begins with six
unnumbered sides which are followed by 403 numbered pages. Many emp-
ty leaves, undoubtedly provided for subsequent additions and intended for
use as need arose, are interspersed throughout. Indeed, Volume II is
virtually empty.

The table of contents which initiates Volume I occupies a total of
four pages, the first of which 18 the final unnumbered side of the initial
six while the second is designated as page one of the manuscript proper,
and reads as follows:

Musique/du R01/1 Volume/l PartLe/MuSLque sacrée pour le/Ser-
vice de la Chapelle, page 5. /2 de partie/Musique de Concerts, page
215./3M€ Partie/Musique des Ballets/Divertissements et Quadrilles./

Service du Théatre, page 275./

157 Partie/Messes & Te Deum/de M- Paisiello, page 5/ de M. Le
Sueur, page 45/de MY Martini, page 83/de M! Zingarelli, page 107/

Requiem, Stabat, Miserere/Motets, Marches, etc., Morceaux/séparés
de dlfferents auteurs/de M! Paisiello, page 119/de M! Le Sueur, page
131/de MY Martini, page 143/de MY Zingarelli, page 155/de MY Persius,
page 161/de Rameau, Page 167/

de Pergolese, page 169/de Jomelli, page 179/de M. Gossec, page 35/
de MI Nadermann, page 191/de M! Cherubini, page 197 (voyez le 2%
Volume)/dle Durante, page 203/de Mozart, page 209/de MY Lefebvre,
page 187/

1
The table of contents-is neither complete nor absolutely correct.
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On the first page of the table of contents a complete but general
outline of all the material included in Volume I is presented. The remain-
der of the table, however, contains a specific guide only to the lex:e Par-

tie, the Musique sacrée pour le Service de la Chapelle; no detailed list-

ing of the items included in the second and third parts is provided. Ma-
jor titles, indicating the precise nature of the material catalogued in each
section, are provided at periodic intervals throughout all three sections
of the volume.

Those two sections in the first part of the catalogue which are

headed Messes and Morceaux ségrés . are of primary importance to this

study. | Each page of the section entitled Messes is devoted to an indi~-
vidual entry, an entry in which both the thematic and textual incipits to
every major division (section or movement) included in a single large com-
position are set forth. Accordingly, it might follow that the number of
pages assigned to each composer in this portion of the manuscript would
indicate the number of compositions by that composer represented in the
catalogue. This generalization must be applied with care, however, for
the many blank pages mentioned above tend to confuse the issue. Thug,
while thirty-nine pages of the catalogue are allocated to Paisiello, only
twenty-eight compositions by that composer are listed. They are cata-

logued, one per page, on pages 5-32; pages 33-34 remain blank.
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Corroboration of the fact that all works written to be performed
for the service of the Chapelle were invariably referred to as Masses,
is to be found in the title which is employed as a heading for each of the
compositions appearing in that section of the catalogue entitled Messés.
Oratorios, Mass sections, psalm settings, and motets are all quite arbi-
trarily grouped, and uniformly designated as Masses. The only consis-
tent standard which seems to apply is 6ne related to time or length. None
of these works, be they compositions of Paisiello, Le Sueur, Martini, or
Zingarelli, requires more than a half an hour to perform. The previously
cited admonition, that statement relating to the Mass celebrated in the
Chapelle taking no more than a half an hour,1 was apparently taken quite
seriously, for appended to each section of every work is a marginal no-
tation indicating the time required for performance. The total never ex-
ceeds thirty minutes.

Under the heading Messes, thirty-eight numbered pages of the
manuscript catalogue are set aside for works by Le Sueur. Twenty-nine
complete compositions are catalogued oh pages 45~74, while pages 75-82
remain blank. The textual incipits of the twenty-nine catalogued works
are presented herewith exactly as they appear in the manuscript catalogue.

Of special interest is the fact that almost all of these works were subse-~

quently published. Although frequently rearranged and newly ordered for '

1 -
—_*La messe durait & peine une demi-heure ...."
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publication, the music was almost invariably presented in identical or

near identical form. These relationships are indicated in the Note which

follows each section.

ere
1. Messe

(Cantate religieuse pendant la Messe)

1. Coro, air, rondo
"Tollite: hostias:* chorus
*O Domine vestigia:" soprano

"Stare fecit cantores:" soprano

Note: subsequently published, in identical form, as 1. Chorus,
introduction, and air (rondo), "Tollite hostias™ - " O Do-

mine vestigia™ - "Stare fecit cantores,® Cantate religieuse,
volume 13.

2. Air

*Vidi dicit prophetas:® bass
Note: no corresponding publication located
3. Strophes en choeur, majeur
*In perita sua:" soprano, tenor, chorus

*Sibilabit dominus:® soprano, tenor, chorus

Note: subsequently published, in identical musical form but with
several textual changes, as 2. Combined strophic chorus,
“In perita sua,® Cantate religieuse, volume 13; previously
published and used, with a completely different text and in
a slightly altered form, as the Revolutionary composition,
Chant dithyrambique pour ' entrée triomphale des objets de
science et d'art recueillis en Italie.
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4. Récitatif et choeur

“*Domine salvum fac:™ solo basses, chorus

Note: subsequently used, in identical musiczl form but with a com-
pletely different text, as 5. Choeur, "Veneremur adoremus,"
27% Messe, Oratorio A du Sacre; subsequently published, in
this latter version, as 6. Sixiéme scéne, Solo with chorus,

"Veneremur adoremus,” Premier oratorio pour le couronnement
des Princes Souverains, volume 9.

ze. Messe

(Kirie , Gloria et Credo, Messe)

1. Choeur

*Kyrie eleison:* chorus

Note: subsequently published. in identical form, as 1. Kyrie:
Chorus, ®Kyrie eleison,”™ Messe basse ou motet, volume 15.

2. Duo, duo [et choeur]
“@Gloria in excelsis Deo:" soprano, tenor

“Laudamus te:" soprano, tenor

*Qui sedes ad dexteram:" soprano, tenor, chorus

Note: subsequently published, in identical form, as 2. Gloria:

Duo, "Gloria in excelsis Deo,® and 3. Gloria (Cont.):

Duo with chorus, "Qui sedes ad dexteram,” Premiére messe
solennelle, volume 1.

3. Air, coro
#"Credo in unum Deum:™ bass
“Et ex patre natum:* chorus

Note: subsequently published, in identical form, as 4. Credo: Solo
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with chorus and choruses, "Credo in unum Deum” - “Genitum
non factum® etc., Premiére messe solennelle, volume 1.

4. Air et choeur
"Domine salvum fac:" solo basses, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence; subsequently used, in identical musical form, but with
an amplified text, as 4. Reécitatif de basse et choeur, "In
virtute tua® - "Domine salvum fac,® 27¢ Messe, Oratorio A
du Sacre; subsequently published, in this latter version, as
5. Cinquiéme scéne: Solo and chorus, "In virtute tua® -
"Domine salvum fac,”" Premier oratorio pour le couronnement
des Princes Souverains, volume 9.

(Motet pendant la Messe)

1. Coro, majore
"Deus judicium tuum:® chorus
*Psallite:" chorus

Note: subsequently published, in identical form, as 1. Introduction
(chorus) and chorus, "Deus judicium tuum Regi® - "Psallite
Regi nostro.™ Veni sponsa mansueta, veni coronaberis, vol-
ume 13; previously employed, in a considerably simplified
form, as 7. Air and chorus, "Et 1' avare Albion," in the Revo-
lutionary composition, Chant du 1€F Vendémiaire an IX.

2. Récitatif, air avec harpe - Elevation - [et choeur]
"Dixi:* bass, chorus
"O salutaris hostia:" soprano, chorus

Note; subsequently published, in identical form, as 2. Introduction
(solo-chorus) and air with chorus, "Dixi ecce venio, laudate
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adorate® - "O salutaris hostia,* Veni sponsa mansueta,
veni coronaberis, volume 13;: serves also as 15 Morceau

séparé.

3. Air et choeur
*Domine salvum fac:™ tenor, chorus

Note: no cormresponding publication; previously used, in a some-
what modified form, as 8. Double duo with chorus, "O
liberté! Que la paix équitable,® in the Revolutionary compo-
sition, Chant du 1&' Vendémiarire an IX; this air for tenor and
chorus, in 4/4 time, is 163 measures long. Begun by the solo
tenor in G minor, the chorus enters at measure 102 in G major.
Statements by the chorus and soloist alternate with one another
during the final 5] measures, and the work concludes in G major.

4e. Messe

(Kirie et Gloria, Messe)
1. Complainte en choeur in modo antiquo

"Kyrie eleison:™ chorus

Note: subsequently published, in identical form, as 1. Kyrie: Chorus,
"Kyrie eleison,*" Deuxiéme messe solennelle, volume 5.

2. Soli et choeur, air et choeur
*Gloria in excelsis Deo:" soprano I, soprano II
“Et in terra pax:" bass, chorus
Note: subsequently published, in identical form, as 2. Gloria:
Introduction (duo), air with chorus, and choruses (3),

"Gloria in excelsis Deo™ - "Et in terra pax" etc., Deuxiéme
messe solennelle, volume 5.

P
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3. Récitatif
*In die illa voces populorum:* soprano

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located; this short re-
citative, in 4/4 time, is 20 measures long, and serves as
a transition between the preceding “Gloria,*" and the conclu-
ding "Domine salvum fac."”

4. Air avec cor et harpe [et choeur]
*Domine salvum fac:" soprano
"Gloria, gloria imperatori:* soprano, chorus
Note: no corresponding movement in parallel manuscript from Flor-
ence;  no corresponding publication located; the *"Domine
salvum fac," in 4/4 time, is an air for soprano in E major,
129 measures long; the concluding "Gloria, gloria imperato-

ri,"™ an air with chorus in 4/4 time, for solo soprano and
chorus in E major, is 82 measures long.

P e e . )

5. Messe

(Priéres pendant la Messe)

1. Contrepoint, coro
“Kyrie eleison:™ chorus
Note: subsequently published, in identical form, as 1. Kyrie:

Chorus, "Kyrie eleison,” Troisiéme messe solennelle,
volume 12.

2. Recitatif
“Gloria 1n excelsis Deo:" soprano
*Laudamus te:" soprano

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located.
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3. Récitatif, air
"In memoria eterna:®* soprano
"Paratum cor ejus:* soprano

Note: subsequently published, in identical form, as 3. Recitative
and air, "In memoria eterna" - "Paratum cor ejus,"” Cantate
religieuse, volume 13.

4. Air fet choeur]
*Domine salvum fac:* tenor, chorus

Note: corresponding movement in parallel ma;mscript from Flor-
ence - is musically identical, but employs an amplified
and rearranged text: "O salutaris hostia"™; subsequently
published, in identical musical form, but with the amplified
and rearranged text, as 2. Air with chorus (3 sections),
"0 salutaris hostia" - “"Gloria Patri® - "O salutaris hostia,"
Caeli enarrant, volume 14.

6€: Messe

(Kirie et Credo, Messe)

1. Soli et choeur
“Kyrie eleison:" soprano I, soprano II, chorus
Note: subsequently published, in identical musical form but with

a completely new text, as 8. Agnus Dei: Duo with chorus,
"Agnus Dei, " Troisiéme messe solennelle, volume 12.

2. Air, duo et choeur, trio, et quatuor [choeur]
“Credo in unum Deum:* bass

*Deum de Deo:" soprano, bass, chorus
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“Et resurrexit:" trio, quartet (chorus)

Note: subsequently published, in identical form, as 3. Credo:
Air, "Credo in unum Deum,"” and 4. Credo (Cont.): Duo
with chorus, duo, quartet, and chorus, "Deum de Deo"* -
"Bt resurrexit®” etc., Deuxiéme messe solennelle, volume 5.

3. Récitatif
®Qui jurat in terra:" bass

Note: no corresponding movement in parallel manuscript from Flor-
ence; ' no corresponding publication located.

4. Duo, choeur
“Domine salvum fac:™ soprano, bass
nce . : D am d ™
Sicut erat in principio:* chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located for the duo,
“Domine salvum fac"; this work, in 3/4 time, is written
in C major, and is 72 measures long; the chorus, "Sicut
erat in principio,”™ was subsequently published, in identi-
cal musical form but with a completely different text, as 8.

Agnus Dei: Chorus, "Agnus Dei," Premiére messe solennelle,

volume 1.

7(.e Messe

(Scéne religieuse a grands choeurs pendant la Messe)

1. Coro

*Venite introite:* chorus

Note: subsequently published, in identical forms, as 5. Offer-
tory: Chorus, "Venite introite,® Deuxiéme messe solen- .
nelle, volume 5.
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2. Recitatif, air et choeur
“Confiteor tibi Domine:™ soprano
*In media nocte:™ tenor, chorus

Note: no corresponding publication located for the introductory
recitative, "Confiteor tibi Domine"; this short soprano
recitative, in 4/4 time, is written in C major, and is
12 measures long. "In media nocte®™ was subsequently
published, in identical form, as 6. Offertory: Air with
chorus, "In media nocte," Troisiéme messe solennelle,
volume 12.

3. Air et choeur

“Domine salvum fac:™ tenor, chorus

Note: no corresponding movement in parallel manuscript from Flor~
ence; subsequently published, in identical form, as Air
with chorus, “Domine salvum fac,® [II}, Recueil de mor-
ceaux sacrés, volume 17.

8. Messe

(Credo et Mottet, Messe)

1. Recitative, air

“*Offerte Domino:* soprano
"Cantate, cantate:"™ soprano

Note: no corresponding movement in parallel manuscript from Flor=
ence; no corresponding publication located. The introduc-
tory recitative, “Offerte Domino,® in 4/4 time, is written
in A major, and contains 16 measures. The air which follows,
“Cantate, cantate Domino gloriam et honorem," in 3/2 time,
is written in A minor, and contains 45 measures.
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2. Soli et choeurs

“Credo in unum Deum:" chorus

"Patrem omnipotentem:* soprano, tenor, bass, chorus

*O salutaris hostia:" tenor, chorus

*Domine salvum fac:" chorus

Note: subsequently published, in identical form, as 2. Credo:

Chorus and soli with choruses, *Credo in unum Deum® -~
"Patrem omnipotentem," and 3. Credo {(Cont.): Solo with

chorus and chorus, “Credo in unam sanctam catholicam® -
"Justia ejus orietur,™ Messe basse ou motet, volume 15.

9e. Messe
(Kirie, Credo et Mottet)
1. Coro

*Kyrie eleison:* soprano I, soprano II
Note: no corresponding publication located; the introductory duo,
or chorus in duo, "Kyrie eleison,™ in 4/4 time, is written
in G minor, and is 11 measures long.
2. Soli et choeur

“Credo in unum Deum:* chorus

*Et in unum Dominum:" tenor

*Qui propter nos homines:" soprano

®*Crucifixus:" sextet

“Et resurrexit:" soprano, bass
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*Cujus regni:" soli and chorus

Note:

subsequently published, in identical form, as 4. Credo:
Chorus, airs (2), and sextet, "Credo in unum Deum®" -
“Et 1n unum Dominum" etc., and 5. Credo (Cont.): Duo,
and sextet with chorus, "Et resurrexit" - *Cujus regni,”
Troisiéme messe solennelle, volume 12.

3. Air, Coriphée et choeur

“Domine salvum fac:" soprano

"Laudent nomen ejus:™ soprano, chorus

Note:

the corresponding movement, in the parallel manuscript

from Florence, is an air, "O salutaris,® in E-flat major.

The air, *Domine salvum fac," was subsequently published,
in identical form, as 4. Domine salvum: Air, "Domine salvum
fac,” Messe basse ou motet, volume 15. No corresponding
publication has been located for the concluding solo with
chorus, "Laudent nomen ejus.* This work, for soprano solo
with chorus in 4/4 time, is written in G major, and is 93 mea-
sures long.

1oe. Messe

(Mottet & grand choeur pendant la Messe)

1. Coriphées et choeur

“Caeli enarrant:" soprano, tenor, bass, chorus

Note:

subsequently published, in identical form, as 1, Trio with
chorus, and solo with chorus (2 sections), "Caeli enarrant® -
"Et super salutare” - "Exaltare Domine,* Caeli enarrant,
volume 14.
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2. Sextuor
*0O salutaris hostia;* sextet

"Benedictus qui venit:® sextet .
Note: subsequently published, in identical musical form but with
a completely different text, as 8. Agnus Dei: Chorus, “"Ag-
nus De,™ Deuxiéme messe solennelle, volume 5.

3. Récitatif et choeur
“Mille homines:™ tenor, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located.

4. Air et choeur
"Domine salvum fac:® tenor, chorus

Note; no corresponding movement in parallel manuscript from Flor-
ence; subsequently published, in identical musical form but
with a completely different text, as 7. O Salutaris: Air with
chorus, ®O salutaris hostia,™ Deuxiéme messe solennelle,
volume 5; serves also as 17¢ Morceau séparé, with text,
"Domine salvum fac,* and as 18€ Morceau séparé, with
text, "O salutaris hostia." -

ll? Messe

(Kirie et Gloria, Messe)

1. Choeur

"Kyrie eleison:™ chorus

Note: subsequently published, in identical form, as 1. Kyrie:
Chorus, "Kyrie eleison,"™ Premiére messe solennelle,
volume 1; serves also as 23%¢ Morceau séparé.
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2. Soli et choeur
"Gloria in excelsis Deo:" chorus
"Gratias agimus‘:" tenor, chorus
*Qui tollis peccata mundi:* chorus
*Qui sedes ad dexteram Patris:® tenor I, tenor II, chorus

Note: subsequently published, in slightly altered form, as 2. Glo-
ria: Chorus, "Gloria in excelsis Deo," and 3. Gloria (Cont.);
Air with chorus, chorus, and duo with chorus, "Gratias agi-
mus®" - ®"Qui tollis peccata mundi,® - “Qui sedes ad dexte~
ram Patris, " Troisiéme messe solennelle, volume 12. The
minor changes occur principally in the section, “Gratias
agimus.*

3. Air, Coriphées et choeur
(Clarinet et basson obligés)

*"Domine salvum fac:® soprano
“Gloria Patri:™ solo basses, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence. There has been no publication located which corre-
sponds to the air, “Domine salvum fac Regem." This air,
for soprano solo in 3/4 time, is written in B-flat major, and
is 112 measures long. The solo with chorus, "Gloria Patri,®
was subsequently employed, in identical musical form but
with a completely different text, as the section, "Ter Sancte
Deus,* from 2. Choeur, récitatifs de basse et dessus, “Ter
Sancte Deus* - "Exultate omnes populi,® 28¢ Messe, Orato-

— rio B du Sacre; subsequently published, in this latter version,
as 2. Deuxiéme scéne: Solo with chorus, "Ter Sancte Deus,"
Deuxiéme oratorio pour le couronnement des Princes Souver—
ains, volume 10.

e e e s e e ww
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12? Messe

(Pseaume 3 grand choeur pendant la Messe)

1. Coro, duo et choeur
*Ad templum Domini:"* chorus
“Credidi, propter quod locutus suum:™ soprano, tenor, chorus
Note: subsequently published, in identical form, as 1. Introduc-
tion (chorus), duo, and duo with chorus, *Ad templum Domi-

ni" - *Credidi, propter quod locutus suum," - "Quid retri-
buam Domino,"™ Ad templum Domini, volume 14.

2. Coriphée et choeur
(Hautbois et basson obligés)

*O salutaris hostia:* soprano
“Benedictus qui venit:* soprano, chorus

Note: subsequently published, in identical form, as 2. Air and solo
with chorus, "O salutaris hostia® - *Benedictus qui venit,™

Ad templum Domini, volume 14.

3. Récitatif
“Exurge magna civitas:™ bass

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located.

4. Air
“Domine salvum fac:*® tenor

Note: no corresponding movement in parallel manuscript from Flor-
ence;  subsequently used, in identical musical form but with
a completely different text, as *Quomodo sedet sola,*® the
Moderato section of 1. Choeur, *Threni id est lan.entationes ,*
26% Messe; subsequently published, in this latter version,
as 1. Introduction (chorus) and soli with chorus (3), *Threni
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id est lamentationes" - "Quomodo sedet sola" etc., Premier
oratorio de la Passion, volume 4.

13? Messe

(Te Deum)
1. Choeur
®"Ecce super montes:" tenor, chorus

Note; no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located. This work, for
solo tenor and chorus, alternating between 4/4 and 3/2 time,
is written in B-flat major, and is 43 measures long.

2. Trio, Coro
"Te Deum laudamus:* soprano, tenor, bass
®"Tu devicto mortis aculeo:® chorus

Note: subsequently published, in identical form, as 1. Trio and
chorus, “Te Deum laudamus” - *Tu devicto mortis aculeo,”
Troisiéme Te Deum, volume 3; previously employed, with a
completely different text and in a slightly shorter but basi-
cally similar form, as 3. Trio and double chorus, "Tu renais
parmi nous ,” in the Revolutionary composition, Chant du 181
Vendémiaire an IX.

3. Air
“Te ergo quaesumus:* tenor

Note: subsequently published, in identical form, as 2. Air, “"Te
- ergo quaesumus,® Troisiéme Te Deum, volume 3.
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4. Coro

“Patrem immensae majestatis:” chorus

Note:

no corresponding movement in parallel manuscript from Flor-
ence; subsequently published, in identical form, as 3. Chorus,
“Patrem immensae majestatis,” Troisiéme Te Deum, volume 3.

5. Coro

*Fiat misericordia:® chorus

Note:

subsequently published, in identical form, as Final: Chorus,
"Fiat misericordia tua Domine super nos," used in both the
Premiére Te Deum and the Troisiéme Te Deum, volume 3; pre-
viously employed, in a somewhat different form, as the con-
cluding quadruple chorus, "Nous le jurons; nous donnerons la
paix, " 11. Solo recitatives and quadruple chorus, "O Dieu,

j' entends gémir* - "Nous le jurons; nous donnerons la paix,*
of the Revolutionary composition, Chant du 18 Vendémiaire an
IX.

6. Récitatif, Air et choeur

%“Ecce diei veniunt:® tenor

“Domine salvum fac:" tenor, chorus

Note:

no corresponding movement in parallel manuscript from Flor=-
ence; no corresponding publication located. The air with
chorus, "Domine saivum fac,"® in 4/4 time, is written in G
major and is 157 measures long.

- e e e e -
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14. Messe, Premiere messe temporaire

(Cantate Religieuse pour la Caréme)

1. Coro, Récitatif et choeur
“Introibo in dominum tuam:* soprano, chorus
"Exaltabote te Domine:* soprano, chorus
Note: subsequently published, in identical form, as 1. Combined
strophic chorus and air, "Introibo in dominum tuam,® - “Se-

cundum misericordiam," Troisiéme oratorio de la Passion,
volume 6.

2. Récitatif
*Homo fortis insulis:® soprano, bass
"Leva in circuitu oculos:" soprano, bass

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located. The recitative,
“"Homo fortis insulis,® for soprano and bass, alternating be-
tween 4/4 and 3/4 time, is written in C major, and is 39 mea~
sures long. The text is derived from Isaiah: 59-60.

3. Coro in fuga

“Domine salvum fac:® chorus

Note: no cormresponding movement in parallel manuscript from Flor-
ence; subsequently used, in identical musical form but with
a completely different text, as 1. Choeur, "Kyrie eleison,”
24% Messe, Messe de Noel; subsequently published in this
latter version as 1. Kyrie: Chorus, "Kyrie eleison,™ Qratorio
de Noel, volume 16.
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15. Messe, Deuxiéme messe temporaire

(Messe, & grands choeurs en Litanies)

1. Sectuor et choeur
"Kyrie eleison:" chorus

Note: subsequently published, in identical form, as 1. Chorus,
"Kyrie eleison,” _l_)euxiémef oratorio de la Passion, volume 4.

2. Air et choeur
“Ab ira tua:" soprano
EMiserere nobis:"] chorus
Note: subsequently published, in identical form, as 2. Air and Choral

conclusion, "Ab ira tua® - "Miserere nobis," Deuxiéme oratorio
de la Passion, volume 4.

3. Continuation du sextuor
*Lux vera, lux eterna:® soprano, tenor, bass, chorus
Note: subsequently published, in identical form, as 3. Trio with

chorus, "Lux vera, lux eterna,”™ Deuxiéme oratorio de la Pas-
sion, volume 4.

4. Récitatif et choeur
"Domine eduxisti:®* soprano, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence; no corresponding publication located; the recitative and
chorus, "Domine eduxisti," for soprano and chorus in 4/4 time,
is written in C major, and is 63 measures long.
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5. Air et choeur
“Domine salvum fac:® chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence. Subsequently published,in identical musical form but
with a completely different text, as 7. Sixiéme scéne: Chorus,

"Peregrinus veniens," Troisiéme oratorio pour le couronnement
des Princes Souverains, volume 1l.

16‘.a Messe

(Messe avant la Chasse, Kirie et Motet)

1. Choeur
“Kyrie eleison:” chorus
Note: no corresponding publication located; the chorus, "Kyrie elei-
son,” in 6/8 time, is written in C major, and is 157 measures
long.
2. Air
“Laudate pueri, laudate Dominum:" soprano
Note: no corresponding publication located; the air,"Laudate pueri,
laudate Dominum,* in 3/4 time, is written in A major, and is
172 measures long.
3. Choeur

"0 salutaris hostia:" chorus

Note: subsequently published, in identical form, as Chorus *O salu-
taris hostia,™ Recueil de morceaux sacrés, volume 17; serves

also as 21¢ Morceau séparé.
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4. Trio et choeur
“Domine salvum fac:® soprano, tenor, bass, chorus

Note: subsequently published, in identical musical form but with a
completely different text, as 2. Trio with chorus, "In virtute
tua,"™ Troisiéme oratorio de la Passion, volume 6. The cor-
responding movement found in the parallel manuscript from
Florence utilizes the text, "In virtute tua."”

17(_3 Messe, Rachel

(Messe, Rachel)

1. [Air et] Choeur
"Vox in excelso audita est:"™ tenor, chorus
Note: subsequently published, in identical form, as 1. Air with
chorus, "Vox in excelso" - "Quiescat in vox tua,® Rachel,
volume 7.
2. Air et choeur

“Circumspice ad orientur:"™ soprano, chorus

Note: subsequently published, in identical form, as 2. Air with
chorus, "Circumspice ad orientur,” Rachel, volume 7.

3. Air [_et choeu:j
“Domine salvum fac:® tenor, chorus

Note: subsequently published, in identical musical form but with a
completely different text, as 7. O Salutaris: Air with chorus,
"O salutaris hostia," Premiére messe solennelle, volume l.
The comresponding movement found in the parallel manuscript
from Florence utilizes the text, O salutaris."
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18. Messe, Deuxiéme Te Deum Breve

(Messe en Te Deum)
1. Choeur
*“Te Deum liaudamus:’.‘ chorus
Note: subsequently published, in identical form, as 1. Chorus (In-
troduction-fugue), *Te. Deum laudamus,® Premiére Te Deum,
volume 3. '
2. Air et Choeur
“Te gloriosus:" soprano, chorus
Note: subsequently published, in identical form, as 2. Air with

chorus, “Te gloriosus Apostolorum chorus,” Premiére Te Deum,
volume 3.

3. Reprise du premier choeur
“Tibi Cherubim et Seraphim:" chorus

Noige: a reprise of a portion of the opening chorus is used as the
concluding movement.

15 Messe, Rutto et Booz (Premiére Partie)

(Messe, NoemD
1. Choeur
*Noemi egressa es:® soli, chorus
Note: subsequently published, in-identical form, as 1. Premiére

scéne (part 1): Scene (soli-chorus), "Noemi egressa es,"
Ruth et Noemi, volume 8.
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2. Air et choeur
"Ne vocetis me Noemi:" soprano, chorus

Note: subsequently published, in identical form, as 2. Premiére
scéne (part 2): Air, "Ne vocetis me Noemi," 3. Deuxiéme
scéne: Chorus, "Ah Noemi! non vidit nostras angustias ,"
and the beginning of 4. Final, Ruth et Noemi, volume 8.

3. Air et choeur
*Ne adverseris mihi et relinquiam te:" soprano, chorus

Note: subsequently published, in identical form, as the conclusion
of 4. Final: Troisiéme scéne et Quatriéme scéne: Scene
(soli), and air with chorus. "Orpha osculta est socrum® -
"Quocumque enim perrexeris," Ruth et Noemi, volume 8.

4. Duo et choeur

*Domine salvum fac:"® duo, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence. Subsequently used, in identical musical form but with
a completely different text, as 1. Choeur, “"Domine emitte,”
28% Messe, Oratorio B du Sacre; subsequently published, in
this latter version, as 1. Premiére scéne: Double chorus,
"Domine emitte,” Deuxiéme oratorio pour le couronnement des

Princes Souverains, volume 10.

20 Messe, Rutto et Booz (Deuxiéme Partie)

Messe, Ruth et Booz)

1. Choeur

"Venit Noemi cum Ruth moabitide:" chorus

Note: subsequently published, in identical form, as 1. Premiére

scéne: Chorus, "Venit Noemi cum Ruth,® Ruth et Booz,
volume 8.
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2. Air
*Noemi, Noemi te consolare:" soprano

Note: subsequently published, in identical form, as 2. Deuxiéme
scéne: Air,"Noemi, Noemi te consolare,” and the beginning
of 3. Troisiéme scéne: Scene (soli-chorus), air, and chorus,
"Cum vobis dominus,® Ruth et Booz, volume 8.

3. Air et choeur
"Audi, filia:" [ne vadas in alterum:] tenor
"Etiam si sitieris;™ chorus

Note: subsequently published, in identical form, as the concluding
two sections of 3. Troisiéme scéne: scene (soli-chorus), air
and chorus, "Audi, filia: ne vadas in alterum® - "Etiam si
sitieris,™ and the beginning of 4. Quatriéme scéne: Recitative,
and air with chorus, "Unde mihi hoc,™ Ruth et Booz, volume 8.

4. Air et choeur
" : : : . n
Domine, inveni gratiam:* soprano, chorus

Note: subsequently published, in identical form, as the concluding
section of 4. Quatriéme scéne: Recitative, and air with
chorus, "Domine, inveni gratiam,”™ and 5. Cinquiéme scéne,
Marche pastorale, Ruth et Booz, volume 8.

5. Choeur

®Tulit Booz, Ruth accepit uxorem:™ chorus

Note: subsequently published, in identicai form, as 6. Sixiéme -
scéne: Chorus, "Tulit Booz," Ruth et Booz, volume 8.

6. Air et choeur
*Domine salvum fac:™ tenor, chorus

Note: no corresponding movement in parallel manuscript from Flor-
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ence. Subsequently published, in identical form, as 2. Air

with chorus, "Domine salvum fac,” Joannes in deserto bap-
tizat, volume 15.

21? Messe

(Motet en trois parties pendant la Messe)

1. Choeur

"Super flumina Babylonis:" chorus

Note:

subsequently published, in identical form, as 1. Chorus,
"Super flumina Babylonis," Super flumina Babylonis, volume 6;
previously used, in identical form, as the opening chorus sec-
tion of 1. Chorus and air, "Super flumina Babylonis" - "In
salicibus ,™ Super flumina Babylonis, manuscript, 1784,

2. Récitatif, duo, air

"Quia 1llic interrogaverunt:™ bass

"Quomodo cantabimus:"™ soprano I, soprano II

"Si oblitus fuero tui:" soprano

Note:

subsequently published, in identical form, as 2. Introduction
(recitative-duo), and air, “Quia illic interrogaverunt® - "Quo-
modo cantabimus™ - "Si oblitus fuero tui," Super flumina Baby-
lonis, volume 6; previously used, in a considerably different
form, as 2. Introduction (recitative-duo) and duo, "Quia illic
interrogaverunt™ - "Quomodo cantabimus”™ ~ "Si oblitus fuero tui®

Super flumina Babylonis, manuscript, 1784,

3. Choeur

YQuomodo cantabimus:™ chorus

"Juxta fluvium:™ chorus

Note:

subsequently published, in identical form, as 3. Introduction
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(chorus) and chorus, "Quomodo cantabimus" - "Juxta fluvium,"
Super flumina Babylonis, volume 6; the chorus, “Juxta fluvium*
was previously used, in identical form, as the chorus, “Beatus
qui retribuet,™ the concluding chorus of 3. Air and chorus,
"Menor esto”" - "Beatus qui retribuet,” Super flumina Babylonis,
manuscript, 1784. In addition, this chorus, in identical form,
was previously used as 9. Double chorus, "Condamnés par

1' Anglais,”™ in the Revolutionary composition, Chant du 1€
Vendémiaire an IX.

4. Choeur
"Quis enarrabit:® chorus
Note: subsequently published, in identical form, as 5. Qffertory:

Chorus, "Quis enarrabit,”" Premiére messe solennelle, volume l;
serves also as 22% Morceau séparé.

22? Messe, Debbora

(Messe, Debbora)

1. Choeur
"Canticum Debborae:" chorus

Note: subsequently published, in identical form, as 1. Chorus,
"Canticum Debbora cantemus,™ Debbora, volume 2.

2. Air et choeur
"Dux descendit de monte Thabor:" soprano, chorus

Note: subsequently published, in identical form, as 2. Air with
chorus, "Dux descendit de monte Thabor,"™ Debbora, volume 2.

3. Choeur
"Ante [_Ioedes] nostros Jacebat sisara:" chorus

Note: subsequently published, in identical form, as the introductory
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chorus of 3. Introduction (chorus), trio with chorus and
chorus, “Ante pedes nostros,"™ Debbora, volume 2.

4. Trio-double et choeur

"Sic pereant inimici tui, Domini:" soli, chorus

Note: subsequently published, in identical form, as the trio with

chorus and chorus of 3. Introduction (chorus), trio with chorus
and chorus, "Ante pedes nostros" - "Sic pereant inimici® -
"Suffocatus exercitus eorum," Debbora, volume 2,

5. Air et choeur

"Surge Debbora', frequenta canticum:* tenor, chorus

Note: subsequently published, in identical form, as 4. Air with

chorus, "Surge Debbora, frequenta canticum,"” Debbora,
volume 2.

6. Quatuor et choeur

"Surge Israel:" soli, chorus

Note: subsequently published, in identical form, as 5. Finale:
Quartet, and quartet with chorus, "Surge Israel, surge il-
luminare”™ - "Super te orta est,” Debbora, volume 2.

7. Air et choeur, enchain€ avec un Domine de S.M.

“Uxor tua sicut vites abundans:" bass, chorus

Note: subsequently published as lex:e partie du finai, le.r morceau:

Air with chorus, "Uxor tua sicut vites abundans,” Rachel,
volume 7.

- wn e e o wm em
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23° Messe, Te Deum

(Messe, Te Deum)

1. Choeur

"Te Deum laudamus:® chorus

Note: subsequently published, in identical form, as 1. Double
chorus, "Te Deum laudamus,* Deuxiéme Te Deum, volume 3.

2. Air

"Per singulos dies benedicimus:" soprano

Note: subsequently published, in identical form, as 2. Air "Per
singulos dies,” Deuxiéme Te Deum, volume 3.

3. Choeur, fugue
*Fiat misericordia tua:" chorus
»In te Domine speravi, non:" chorus
E‘Vivat rex, vivat in aeternum:" chorus])

Note: subsequently published, in identical form, as 3. Chorus
(Introduction, fugue, and Vivat), "Fiat misericordia tua
Domine super nos” - "In te Domine speravi” - "Vivat rex,
vivat in aeternum," Deuxiéme Te Deum, volume 3; previously
used, in a substantially different form, as the opening section
of the Revolutionary composition, Chant national pour !’ anni-
versaire du 2] janvier; serves also - "Vivat rex, vivat in aeter-

num® only - as 9¢ Morceau séparé.
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24% Messe, Messe de Nod&l

(Messe propre aux fetes de Noé'l)l

1. Choeur
"Kyrie eleison:* chorus

Note: subsequently published, in identical form, as 1. Kyrie:
Chorus, "Kyrie eleison,* Qratorio de No€l, volume 16;
previously used, in identical musical form but with a com-
pletely different text, as 3. Coro in fuga, "Domine salvum
fac,” 14% Messe, Premiére messe temporaire.

2. Recitativo, choeur, choeur d'Anges
"Pastores erant vigilantes:™ soprano
"Claritas Dei circumfulsit:” chorus
"Gloria in excelsis Deo:® chorus
Note: subsequently published, in identical form, as 2. Sceéne re-
ligieuse de nuit et Gloria: Recitative, chorus and postlude,
chorus and interlude, "Pastores erant vigilar 'es™ -"Claritas

Dei circumfulsit” - "Gloria in excelsis Deo,” Oratorio de
No&l, volume 16.

3. Récitatif, choeur dialogué
"Nolite timere quia natus est:" soprano
"Laudamus te:" soprano, chorus

Note: subsequently published in identical form, as 3. Recitative,

1Note that the numbering of the Florence manuscripts, with re-
spect to Masses 24 and 25 only, is the reverse of the numbering followed
in the thematic catalogue, "Etat de la Bibliothéque de la Musique du Roi,”
Vol. I, pp. 68-70.
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Morceau d' ensemble: air with chorus, ®Nolite timere; quia
natus est* - "Laudamus te," Oratorio de No€l volume 16.

4. Duo, récitatif, choeur
"Gratias agimus tibi:" soprano, I, soprano II
"Domine Deus, Rex caelestis:" soprano I, soprano II
*Laudamus te:" chorus
Note: subsequently published, in identical form, as 4. Duo, reci-

tative, and chorus, "Graiias agimus tibi® - "Domine Deus,
Rex caelestis™ - "Laudamus te,™ QOratorio de Noél, volume 16.

5. Choeur bergerie
*Domine Deus, Agnus Dei:* chorus
Note: subsequently published, in identical form, as 5. Morceau
d' ensemble: chorus, "Domine Deus, Agnus Dei," Oratorio
de Noél, volume 186.
6. Recitativo, air et le choeur
"Qui sedes ad dexteram Patris:" soprano
"Quoniam tu solus sanctus:" chorus
Note: subsequently published, in identical form, as 6. Recitative

and air with chorus, "Qui sedes ad dexteram Patris* -"Quo-
niam tu solus sanctus,” Oratorio de Noél, volume 16.

7. Choeur, solo et choeur
"Jam desinant suspira:™ chorus
»Qui natus es de virgine:™ soprano, tenor, chorus
Note: subsequently published, in identical form, as 7. Hymne

pastorale: Strophic chorus, “Jam desinant suspira,” Oratorio
de Noél, volume 16.

-
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8. Domine:; air et le choeur

"Dies super, Dies imperatoris:" tenor, chorus

E‘Domine salvum fac:”| soprano, tenor, chorus

Note: no corresponding movement in parallel manuscript from Flor-
ence; subsequently published, in identical form, as Introduc-
tion and rondo, "Dies super, Dies imperatoris® - "Domine
salvum fac® {I], Récueil de morceaux sacrés, volume 17.

25 Messe, Epithalame Religieuse

(Messe)1

1. Choeurs
"Beatus qui legit et audit:® chorus
»Fons hortorum fluant delibano:" chorus
“Juravit dominus:" chorus
*Haec est Dies:" chorus
“Sicut\ locutus est per prophetas:" chorus
Note: no corresponding publication located.
2. Choeurs avec harpes

"Angelus venit habens tharibulum:" chorus
"Vivat rex, vivat rex:* chorus

Note: no corresponding publication found.

1Note that the éxumbering followedeby the Florence manuscripts,
with respect to the 24. Messe and the 25. Messe only, is the reverse

of that found in the thematic catalogue, "Etat de la Bibliothéque de la

Musique du Roi,”" Vol. I, pp. 68-70.



178

26‘.a Messe

(Messe, Cantate funébre & grands choeurs)

1. Choeur, [soli et choeur)

"Threni id est lamentationes:" chorus’

" Quomodo sedet sola:¥} soprano, chorus

["Sibilaverunt fremuerunt:'T_] soprano ,' chorus

["Expandit Sion manus suas:ﬂ soprano, chorus

Note: subsequently published, in identical form, as 1. Introduction

(chorus) and soli with chorus (3), "Threni id est lamentationes
- "Quomodo sedet sola,™ etc., Premier oratorio de la Passion,
volume 4; the section, "Quomodo sedet scola,™ was previously

used, in identical musical form but with a completely different
text, as 4. Air, "Domine salvum fac,* 12§ Messe.

2. Duo de tenore et basse

%0 spes salutis omnium:™ tenor, bass

Note: subsequently published, in identical form, as 2. Duo
tions), "O spes salutis omnium®™ - "Te summa Deus trinitas,
Premier oratorio de la Passion, volume 4.

sec-
]

ers ds
3. Quatuor pour tous les 1 . et2", dessus
et pour deux basses, suividuchoeur

{*Insons cruentae filius:¥] chorus
*Plange tristi carmine:* soprano I, soprano II, bass I, bass II
FPatri sit gloria:¥] chorus
Note: subsequently published, in identical form, as 3. Introduction
(chorus), quartet with chorus, and chorus, "Insons cruentae

filius™ - "Plange tristi carmine®™ - “Patri sit gloria," Premier
oratorio de la Passion, volume 4.
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27(.3 Messe, Oratorio A du Sacre1

1. Choeur '

®"Deus, Deus qul populo tuo:”" chorus

Note: subsequently published, in identical form, as 2. Deuxiéme
scéne: Chorus, "Deus, Deus qui populo tuo,” Premier ora-

torio pour le couronnement des Princes Souverains, volume 9.

2. Choeur

"Supplices te rogamus:" chorus

Note: subsequently published, in identical form, as 3. Troisiéme
scéne: Chorus, "Supplices te rogamus,”™ Premier oratorio
pour le couronnement des Princes Souverains, volume 9.

3. Choeur
"Omnipotentem Sancte Remigi:" chorus

Note: subsequently published, in identical form, as 4. Quatriéme
scene; Duo with chorus, "Omnipotentem Sancte Remigi,"
Premier oratorio pour le couronnement des Princes Souverains,
volume 9.

4. Récitatif de basse et choeur
*In virtute tua:" bass, chorus
*Domine salvum fac:*} chorus

Note: subsequently published, in identical form, as 5. Cinquiéme
scéne: Solo and chorus, "In virtute tua®™ - "Domine salvum
fac,"” Premier oratorio pour le couronnement des Princes Sou-
veraing, volume 9; previously used, in identical musical form
but with a modified text, as 4. Air et choeur, "Domine salvum
fac," 2% Messe.

1

There is no composition, in the collection of manuscript scores
found in Florence, which corresponds to this work, the 28¢ Messe, or
the 29¢ Messe.
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5. Choeur

"Veneremur adoremus:”™ chorus

Note:

subsequently published, in identical form, as 6. Sixiéme
scéne: Solo with chorus, "Veneremur adoremus,” Premier
oratorio pour le couronnement des Princes Souverains, vol-
ume 9; previously used, in identical musical form but with

a completely different text, as 4. Reécitatif et choeur, ®*Domi-
ne salvum fac,” 1°I® Messe.

6. Choeur

"Urbs beata genovefae:™ chorus

Note:

subsequently published, in identical form, as 7. Sep_tiéme
scene. Chorus, "Urbs beata genovefae,” Premier oratorio

pour le couronnement des Princes Souverains, volume 9.

28€.e Messe, Oratorio B du Sacre

1. Choeur

*Domine emitte:" chorus

Note:

subsequently published, in identical form, as 1. Premiére
scene: Double chorus, "Domine emitte,” Deuxiéme oratorio
pour le couronnement des Princes Souverains, volume 10; pre-
viously used, in identical musical form but with a completely
different text, as 4. Duo et choeur, “"Domine salvum fac,"
19¢ Messe, Rutto et Booz (Premiére Partie).

2. Choeur, récitatifs de Basse et dessus

*Ter Sancte Deus:" bass, chorus

"Exultate omnes populi:"® chorus

Note:

subsequently published, in identical form, as 2. Deuxiéme
sceéne: Solo with chorus, "Ter Sancte Deus," Deuxiéme
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oratorio pour le couronnement des Princes Souverains, vol-
ume 10; previously used, in identical musical form but with
a completely different text, as the section, "Gloria Patri,"
from 3. Air, Coriphées et choeur, "Domine salvum fac® -
“Gloria Patri,” 11€ Messe.

3. Choeur

*Beatus qui legit:" chorus

Note:

subsequently published, in identical form, as 3. Troisiéme
scéne: Chorus, "Beatus qui legit,* Deuxiéme oratorio pour
le couronnement des Princes Souverains, volume 10.

4. Duo en choeur: 20 dessus 10 basses avec choeur

"Suscepit Israel:" sopranos, basses, chorus

Note:

subsequently published, in identical form, as Quatriéme

scéne: Duo with chorus (3 sections), "Suscepit Israel” -

*Sicut locutus est" - "Suscepit Israel," Deuxiéme oratorio
pour le couronnement des Princes Souverains, volume 10.

5. Choeurs entremelés de recitatifs en choeur

" Christe qui sedes Olympo:™ soli, chorus .

Note:

subsequently published, in identical form, as 5. Cinquiéme
scéne: Scene (chorus-solo), "Christe qui sedes Olympo, "
and the first two sections of 6. Sixiéme scéne: Chorus,
scene (solo-chorus), and duo with chorus, "Domine Deus,
Gratias agimus tibi" - "Omnipotens sempiterne™ - "In hoc
festo,” Deuxiéme oratorio pour le couronnement des Princes
Souverains, volume 10.

6. Choeur

"In hoc festo:* soli, chorus

Note:

subsequently published, in identical form, as the concluding
section of 6. Sixiéme scéne: Chorus, scene (solo chorus),
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and duo with chorus, "Domine Deus, Gratias agimus tibi* -
*Omnipotens sempiterne™ - "In hoc festo,® Deuxiéme oratorio
pour le couronnement des Princes Souverains, volume 10.

29° Messe, Oratorio C du Sacre

1. Choeur
"David parvulus:" soprano, chorus

Note: subsequently published, in identical form, as 1. Premiére
scene: Solo with chorus, "David parvulus,” Troisiéme oratorio

pour le couronnement des Princes Souverains, volume 11.

2. Duo: Dessus et tenore et choeur
*Inveni David:" soprano, tenor, chorus
Note: subsequently published, in identical form, as 2. Duexiéme

scéne: Duo with chorus, “Inveni David," Troisiéme oratorio
pour le couronnement des Princes Souverains, volume 1l.

3. Duo: Tenore et basse et choeur
*Confortare et esto vir;” tenor, bass, chorus

Note: subsequently published, in identical form, as 3. Troisiéme
scéne: Air with chorus, "Confortare et esto vir,” Troisiéme
oratorio pour le couronnement des Princes Souverains, volume
11'

4. Choeur
®Ora pro nobis, Sancte Remigi:” chorus
®»Genitum francorum:® chorus

Note: subsequently published, in identical form, as 4. gl_jgtriéme
scéne: (part 1): Double chorus, "Ora pro nobis, Sancte
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Remigi - Gentem francorum,” Troisiéme oratorio pour le cou-
ronnement des Princes Souverains, volume 1l; previously used,
with a completely different text but in virtually identical musi-
cal form, as the opening chorus 1. Quadruple chorus, “Jour
glorieux, jour de mémoire,” of the Revolutionary composition,
Chant du 1 Vendémiaire an IX.

5. Choeur
"Laudent dominum:" chorus

Note: subsequently published, in identical form, as 5. Quatriéme
scéne (part 2): Duo with chorus, "Laudent dominum,” Troi-
siéme oratorio pour le couronnement des Princes Souverains,
volume 11.

I R e ]

In the next section of the manuscript catalogue, under the head-

ing Morceaux séparés de Le Sueur, pages 131-142 are assigned to the

composer. Twenty-nine short compositions, each a complete and inde-~
pendent work, are catalogued on pages 131-138, while pages 139-142 re-

main blank. In a general way, these Morceaux séparés may be broadly

divided into two categories. Included in the first would be all of those
compositions which were never published; a number of these survive in
manuscript scores, parts,- or both, while some are known to have existed
only because they are cited in this catalogue. The second category would
include those compositions which were subsequently published in the
seventeen-volume collected edition of Le Sueur's sacred music. Several

of these have already been noted above, for in addition to their indepen-
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dent existence, they also serve as movements of longer compositions al-
ready included in the catalogue under the heading Messes.

A brief survey of these twenty;nine works yields the following
information: under category one, some manuscript material relating to
numbers 1, 2, 3, 4, 8, and 19 'survives;l numbers 5, 10, 12, 14, 26, and
27 are known only because they are cited in the catalogue. In the second
category, published scores are available for numbers 6, 7, 9, 11, 13, 15,
16, 17, 18, 20, 21, 22, 23, 24, 25, 28, and 29. Pertinent information
concerning these relationships is included in the Note that follows many

of the entries.

ere . .
1.~ Morceau separe

2
Laudate Dominum omnes gentes

soloists: none
chorus: soprano I, soprano II, tenor, bass

orchestra: 2 flutes, 2 clarinets, 2 bassoons, violin I, violin II,
viola, cello, bass, basso continuo '

— e - = o~ -

1 . . .
Surviving manuscript sources are cited in Appendix 1.

21-\ note on the title page of the preserved manuscript score reads:
®Laudate Dominum/pour le 14 Octobre 1807/3 Fontainebleau/in modo anti-
quo ed a capella/avec orgue./"
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Chorus
(28 measures)
¥YLaudate Dominum omnes gentes:” chorus

2 flutes, 2 clarinets, 2 bassoons, violin I, violin II,
viola, cello, bass, basso continuo

[Moderato)
(C major, 3/2)

Laudate Dominum omnes gentes. Laudate eum omnes populi.
Quoniam confirmata est super nos misericordia ejus. Et veri~
tas Domini manet in aeternum.

e
2. Morceau séparé

C . ]
Benediction: Sit nomen Domini

soloists: celebrant
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, violin I,
violin II, viola, cello, bass

- am . o em -

1Only the choral and orchestral portions of this responsorial bene~
diction are notated on the preserved manuscript score. The sections to
be sung by the celebrant in Chant are simply indicated by an appropriate
notation. The title page reads: "“Pour la cérémonie du jour de la féte de
L' Empereur. "
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Solo with chorus
(27 measures)

[solo]
"Sit nomen Domini:* celebrant
unaccompanied
[Chani)

Sit nomen Domini Benedictum.

lel:e Strophe

“Ex hoc nunc et usque:™ chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, violin I,
violin II, viola, cello, bass

[Moderatcﬂ
(C major, 3/2, 9 measures)

Ex hoc nunc et usque in Saeculum.
[Sold])
“Adjutorium nostrum:™ celebrant
unaccompanied
[Chant}
Adjutorium nostrum in nomine Domini.
2° Strophe

*Qui fecit caelum:® chorus

[Moderato__\
(C major, 3/2, 9 measures)

Qui fecit caelum et terram.
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[Bots]

*Benedicat vos omnipotens:" celebrant
unaccompanied
(Chani]

Benedicat vos omnipotens Deus, pater et filius et Spiritus
Sanctus.

3 Strophe
“Amen:™ chorus

[Moderatqg]
(C major, 3/2, 9 measures)

Amen.

e . .
3. Morceau separée

. 1
Benedicamus patrem

soloists: celebrant

chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homns,
violin I, violin II, viola, cello, bass

1Only the choral and orchestral portions of the responsory, "Lau-~
damus et super exaltemus,® are notated on the preserved manuscript score.
The verset, "Benedicamus patrem et filium,"™ performed in Chant by the
celebrant, is referred to in the following note found at the head of the first
system: "Aprés le Te Deum/le Cardinal dira le verset/suivant:/Benedica-.
mus patrem/et filium cum/Sancto Spiritu/d quoi la musxque/repond le
choeur suivant/"
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Solo with chorus
(15-measures)

ESolo]
*Benedicamus patrem et filium:" celebrant
unaccompanied

[:Chanﬂ

Benedicamus patrem et filium cum Sancto Spiritu.
I:Chorus]
*lLaudamus et super exaltemus:”™ chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Largo avec beaucoup de mouvement
(C major, 4/2, 15 measures)

Laudamus et super exaltemus eum in saecula.

e .
4. Morceau séparé

Tantum ergo Sacra;_nentuml
soloists: none
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 oboes, 4 clarinets, 4 bassoons, 2 horns, violin I,
violin II, viola, cello, bass

1

The citation in the thematic catalogue reads: *“Tantum ergo/
Choeur hymnique en chant plein./* The chorus, consisting of two musi~
cally identical strophes, each of which is 26 measures long, is performed
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Chorus
(52 measures)
®Tantum ergo Sacramentum:”™ chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in C, violin I,
violin II, viola, cello, bass

Andante bien marqué
(C major, 2)

lex:e Strophe

Tantum ergo Sacramentum . . .

2° Strophe

Genitori genito que . . .

e ,
5. Morceau séparé

Veni creator spiritus

Chorus

"Veni creator spiritus:™ chorus
(C major, 3/2)

"Haec dies quam fecit dominus:™ chorus
(C major, 2)

"Confitemini domino quoniam:" chorus
(C major, 6/8)

Note: The citation which appears in the thematic catalogue is the
sole surviving reference to this composition

immediately prior to the benediction of the SE Sacrement. The following
explanatory note is found on the title page of the preserved score: *Aprés
le cantus fermus, en fanfare, et les oraisons du Célébrant,/la Musique
chante le Tantum ergo, qui précéde/le bénédiction du St Sacrement. /*
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e . .
6. Morceau separe

O filii et filiae

Introduction, strophes, chorus
*O filii et filiae:™ soprano, alto, tenor, bass, chorus

Note: subsequently published, in virtually identical form, as Intro-
duction, strophes, chorus, "Alleluia” - "O filii et filiae™ - *In
hoc festo sanctissimo, ™ Recueil de morceaux sacrés, volumel7.
The manuscript parts which survive, clearly show that the in-
troductory "Alleluia”™ was not included in the original composi-
tion. It must have been added shortly after the work was com-
posed, for it is incorporated as a pasted over addition in every
one of the manuscript parts.

e rd »
7. Morceau separe

Joannes in deserto baptizat

Duo with chorus
"Joannes in deserto baptizat:" soprano I, soprano II, chorus
Note: subsequently published, in identical form, as 1. Duo with

~chorus, "“Joannes in deserto baptizat,” Joannes in deserto
baptizat, volume 15.
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8. Morceau separe

Domine salvum fac1

soloists: soprano, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello I (2 solo celli),
cello II, bass

Duo with chorus
(130 measures)

"Domine salvum fac:® soprano, tenor, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in B-
flat basso, violin I, violin II, viola I, viola II, cello I
(2 soli celli), cello II, bass

Grazioso affettuoso ma fieramente
(B-flat major, 3/2, 130 measures)

Domine salvum fac regem. Et exaudi nos in die qua invocaveri-
mus te. GQGloria Patri, gloria Filio, gloria Spiritui Sancto. Sicut
erat in principio, et nunc, et semper, et in saecula saeculorum.
Amen. Domine salvum fac nostrum, salvum Ludovicum, exaudi
nos.

lThc-:‘ citation in the thematic catalogue reads: *Dominé isolé.”™
The title page of the autographed manuscript reads: "Domine Salvum etc./
pour MM.Albert et Nourrit/(en Duo et choeur)/Priére pour le Roi/Musique
de MT Lesueur/”
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e » -
9. Morceau sépare

Vivat rex, vivat in aeternum

Chorus

"Vivat rex, vivat in aeternum:" chorus

Note:

serves also, in identical form, as the concluding section or
3. Choeur, fugue, "Fiat misericordia tua" - "In te Domine
speravi, non," 23€ Messe, Te Deum; subsequently published,
in identical form, as the concluding Allegro spiritoso of 3.
Chorus (Introduction, fugue, and Vivat), "Fiat misericordia
tua Domine super nos” - "In te Domine speravi® - "Vivat rex,
vivat in aeternum,” Deuxiéme Te Deum, volume 3. The cita-

tion in the thematic catalogue is headed, "Vivat Rex Séparée
du N© 23.”

e . .
10. Morceau séepare

Domine salvum fac

Chorus

"Domine salvum fac:"
(G major, C)

Note:

The citation which appears in the thematic catalogue, headed,

"Domine de 1' Eglise,"” is the sole surviving reference to this
composition.
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_11. Morceau separe

Marche religieuse et guerriére1
(Domine luminis protege regem)

soloists: none
chorus: soprano I, soprano II, alto, tenor, bass

orchestra: piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horms, 2 trumpets, 3 trombones (A.T.B.), timpani, vio-
lin I, violin II, viola I, viola II, cello, bass

March with chorus
(82 measures)

*Domine luminis protege regem:" chorus

piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,

2 horns in D, 2 trumpets in D, 3 trombones (A.T.B.),
timpani in D, violin I, violin II, viola I, viola II, cello,
bass.

Andante large
(D minor, ¢, 82 measures)

Domine luminis, protege Regem, Rex Salomon. Sit benedictus,
orietur in Diebus ejus; justitia et abundantia pacis. Deus hoc
fecit & solis ortu usque ad occursum laudabile nomen Domini.
Vivat Salomon, vivat Rex noster. Laudate Deum qui fecit mira-
bilia. Laudate Deum, sol et lunor. Laudate Deum, omnes stel-
lae, laudate, caeli caelorum.

lThis composition was subsequently published, in identical musi-
cal form, but with a completely different French text, as the "Hymne des
Mages," Alexandre & Babylone, Act II, pages 372-389 of the published
orchestral score. Although no absolute proof exists, it is most probable
that the Latin text was subsequently substituted for the original operatic
setting.
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12, Morceau separe

Parce Domine

"Parce Domine:"
(B-flat major, ¢)

Note: The citation in the thematic catalogue, headed "Parce Domine
Priéres de les heures sur le Domine de 1' Eglise," is the sole
surviving reference to this composition.

e > -
13. Morceau séepare

Marche triomphale

March
“Marche triomphale:™ orchestra

"Note: subsequently published, in identical form, as the March sec-
tion from l. Premiére scéne: March and chorus, "March" -
"Vivat in aeternum," Premier oratorio pour le couronnementdes
Princes Souverains, volume 9.

e .
14. Morceau séparé

O salutaris hostia

*O salutaris hostia:"
(D major, C)

Note: The citation in the thematic catalogue, headed "O salutaris
Guerriere , " is the sole surviving reference to this composition.
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e . .
15. Morceau separe

Dixi ecce venio - O salutaris hostia

Introduction (sclo-chorus) and air with chorus
"Dixi ecce venio:® bass, chorus
"O salutaris hostia:® soprano, chorus

Note: serves also, in identical form, as 2. Récitatif, air avec
- harpe -~ Elevation (et choeur], "Dixi" - *O salutaris hostia,"
3% Messe; subsequently published, in identical form, as 2.
Introduction (solo-chorus) and air with chorus, "Dixi ecce
venio, laudate adorate® - "O salutaris hostia,” Veni sponsa
mansueta, veni coronaberis, volume 13. The citation in the
thematic catalogue is headed, "O Salutaris du NO 3.

e » P
16. Morceau separe

Domine libera regem

Chorus
"Domine libera regem:* chorus
Note: subsequently published, in identical form, as 4. Chorus,

"Domine libera regem," Deuxiéme oratorio de la Passion,
volume 4.

e . .
17. Morceau separe

Domine salvum fac
Air with chorus
"Domine salvum fac:™ tenor, chorus

Note: serves also, in identical form, as 4. Air et choeur, “Domine
salvum fac,” 10¢ Messe; subsequently used, in identical
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musical form, but with a completely different text, as 18° Mor-
ceau séparé, O salutaris hostia. It was published in this lat-
ter version as 7. O Salutaris: Air with chorus, "O salutaris
hostia,” Deuxiéme messe solennelle, volume 5. The citation
in the thematic catalogue is headed, "Domine salvum du N® 10."

e .
18. Morceau séparé

O salutaris hostia

Air with chorus

*O salutaris hostia:” tenor, chorus

Note: See 17 Morceau séparé, Domine salvum fac, which is musi-
cally identical but utilizes a different text. The citation in the
thematic catalogue is headed, "O Salutaris idem."

e ” ”~
19. Morceau separe

. 1
Simphonie funebre
(Requiem sempiternam)

soloists: none

chorus: soprano I, soprano II, alto, tenor, bass

orchestra: 2 flutes, 4 clarinets, 4 bassoons, 4 horns, 2 trumpets,
3 trombones (A.T.B.), bass drum, gong, timpani, violin I,

violin IT, viola I, viola II, cello I (4 solo celli), cello II,
bass

-—ams e ema - wm am

The citation in the thematic catalogue, as well as the indication
at the head of the full score, reads, "Simphonie funébre,/debut de Messe
des Morts./" The work is also called, "Marche fuhébre, Requiem,” Ap-
parently this composition is the first movement of a complete Requiem, the
remaining movements of which have been lost.
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March with chorus1
(88 measures)

PRequiem sempiternam:”" chorus

2 flutes, 4 clarinets, 4 bassoons, 2 horns in E-flat,

2 horns in B-flat basso, 2 trumpets in E-flat, 3 trombones
(A.T.B.), bass drum, gong, timpani in B-flat, violin I,
violin II, viola I, viola II, cello I (4 solo celli), cello II,
bass.

Lent, mais avec mouvement, quoique trés grave
(B-flat major - B-flat minor, C, 88 measures)

Requiem sempiternam dona eis Domine

e "
. 20. Morceau séparé

Messe du SE Esprit: Offerto@re2
(Dominus Deus liberavit nos)

soloists: none
chorus: soprano I, soprano II, alto, tenor, bass I, bass II
orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 4 homs,

2 trumpets, 3 trombones (A.T.B.), cymbals, bass drum,
timpani, violin I, violin II, viola I, viola II, cello, bass

lBatsically, the composition is a march with chorus obligatto.
The chorus sings for only one third of the work. At the end of the compo-
sition, the following note is found: "on reprend depuis le commencement,
d volonté, jusqu'au mot fin." Following the direction yields a simple re-
petition of the complete work.

2This. composition was subsequently published, in identical musi-
cal form, but with a completely different French text, as "Fanfare et Chant



198

Chorus
(140 measures)

"Dominus Deus liberavit nos:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 4 horns in D,
2 trumpets in D, 3 trombones (A.T.B.), cymbals, bass
drum, timpani in D, violin I, violin II, viola I, viola II,
cello, bass

Moderato, mouvement de marche un peu plus lent
(D major, C, 41 measures)

Dominus Deus liberavit nos, propterea confitebor tibi. Domine,
Rex Salomon, sit benedictus. Canticum Domini in aeternum,
cantabo. Thronus ejus erit stabiles. Erit Rex Sapientiae.

Allegretto moderato, toujours large en mouvement de marche
(D major, C, 99 measures)

Magnus es Domine. Quoniam tu Salvas. Deus deducit ad in--
feros ab inimicis. Confitermatum est igitur Regnum in manu
Salomones. Confitemini Domino, juvenes Virgines, jubilate
Deo. Cantate Domino, canticum novum filiae Sion.

Filiae libani, fillae Sion, exultent in Rege Suo.

Rex Salomon, sit benedictus. Thronus ejus erit stabiles. Filiae
Sion, exultent in Rege Suo.

Tempestas transit super terram. Dominus, Deus, liberavit nos.
Dominus fortis. Gloria in excelsis.

de Triomphe," Alexandre d Babylone, Act II, pages 301-324 of the pub-
lished orchestral score. Although no proof exists, it is probable that the
Latin text was subsequently substituted for the original operatic setting.

The citation in the thematic catalogue, as well as the title page of
the manuscript score, gives the title as follows: *Oratorio bref, Offertoire
pour la Messe du St Esprit & exécuter aussi; au commencement et & la fin
de la cérémonie. Chant populaire de Délivrance."
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21, Morceau sépare

O salutaris hostia

Chorus

"0 salutaris hostia:® chorus

Note:

serves also, in identical form, as 3. Choeur, "O salutaris
hostia,™ 16° Messe; subsequently published, in identical form,
as Chorus, "O salutaris hostia," Recueil de morceaux sacrés,
volume 17. The citation in the thematic catalogue reads, *Ele-
vation de la messe N° 16."

e ”» [d
22. Morceau separe

Quis ennarabit

Chorus

*Quis ennarabit:" chorus

Note:

serves also, in identical form, as 4. Choeur, "Quis ennara-
bit," 21¢ Messe; subsequently published, in identical form,

as 5. Offertory: Chorus, "Quis ennarabit," Premiére messe
solennelle, volume 1. The citation in the thematic catalogue
reads, "Quis ennarabit du N? 21.*

e - ”y
23. Morceau separe

Kyrie eleison

Chorus

"Kyrie eleison:* chorus

Note:

serves also, in identical form, as 1. Choeur, “Kyrie eleison,"
1e Messe; subsequently published, in identical form, as 1.
Kyrie: Chorus, "Kyrie eleison,”™ Premiére messe solennelle,

volume 1. The citation inthe thematic catalogue reads, "Kyrie
du N9 11, »
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24. Morceau separe

1
Canticum cum choris duplicibus
(Intoruit de caelo dominus)

soloists: none

chorus: soprano I, soprano II, alto, tenor, bass I, bass II,
bass III

orchestra: piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
4 homns, 2 trumpets, 3 trombones (A.T.B.), cymbals, bass
drum, timpani, violin I, violin II, viola I, viola II, cello I,
cello II, bass

Double Chorus
(352 measures)

*Intoruit de caelo dominus:® chorus I (soprano I, soprano II, alto,
tenor); chorus II (bass I, bass II, bass III)

piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,

4 horns in C, 2 trumpets in C, 3 trombones (A.T.B.), cym-
bals, bass drum, timpani in C, violin I, violin II, viola I,
viola II, cello I, cello II, bass

Andante con moto
(C major, C, 70 measures)

Intoruit de caelo dominus: altissimus dedit vocem. Natus est
vobis princeps . . .

1This composition was subsequently published, in identical musi-
cal form, but with a completely different French text, as "Finale,” Alexan-
dre a Babylone, Act I, pages 224-279 of the published orchestral score. It
is probable that the Latin text was subsequently substituted for the original
operatic setting.

The title page of the manuscript gives the title as follows: "Mu-
sique/du/Baptéme. Canticum/cum choris duplicibus,/ pro Baptismo Regii
filii,/paroles tirés/des hymnes pour/le Roi; de la Bible; et des psaumes."/

The citation inthe thematic catalogue is headed, "Pourle Baptéme du Duc de
Bordeaux. "
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Andante un poco allegretto pomposo e nobile
(C major, C, 100 measures)

O Jesu, vita credentium! Exaudi vota precantium et desideium
peccatorem peribit. .

Allegretto pomposo sans vitesse
(C major, C, 95 measures)

Constitues principes, plaude laetare gallia. Sacro delphimus
fonte lavatur. . .

Un rien plus vite. Allegro large et jusqu'a la fin sans presser
(C major, C, B7 measures)

Exultate! Vivat princeps fidelis! Triumphet! Semper victor in
te domine speravi, non confundar in aeternum.

e > L
25.Morceau separe

Sanctus

Choruses, and solo with chorus

"Sanctus, Sanctus, Sanctus:” chorus

E‘Hosanna in excelsis:"] chorus

[’ Qui habet aurem:*] bass, chorus

Note: subsequently published, in identical form, as 6. Sanctus:
Choruses, (2) and solo with chorus, “Sanctus, Sanctus, Sanc-
tus” - "Hosanna in excelsis™ ~ "Qui habet aurem," Dguxiéme
messe solennelle, volume 5.
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26. Morceau separe

Agnus Dei

®"Agnus Dei qui tollis:"
(C major, 3/4)

Note: The citation which appears in the thematic catalogue is the
sole surviving reference to this composition.

e . ”
27. Morceau sépare

Ecce ego mitto

*"Ecce ego mitto"
(C major, 3/2)

Note: An Ecce ego mitto angelum meum by Le Sueur was performed at
the ceremony which took place in the Cathedral of Reims on the
eve of Charles X's coronation. Although no musical reference
to this composition survives other than this citation in the the-
matic catalogue, it seems quite likely that this entry refers to
the ceremonial motet performed in 1825.

e . .
28. Morceau separe

Unxerunt Salomonem

Double chorus, and chorus

P Unxerunt Salomonem:" chorus I, chorus II
["Sit laus Patri, laus Filio:'ﬂ chorus

Note: subsequently published, in identical form, as 6. Cinquiéme
scéne: Double chorus, and chorus, "Unxerunt Salomonem" -
“Sit laus Patri, laus Filio,"™ Troisiéme oratorio pour le couronne-
ment des Princes Souverains, volume ll. The citation in the
thematic catalogue is headed, "Unxerunt, Sacre."
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29. Morceau separe

Marche et Vivat

March with chorus, and chorus
"Marche séraphique:"® orchestra, chorus

"Vivat in aeternum® chorus

Note: subsequently published, in identical form, as 8. Septiéme
scéne (part 1): March with chorus, "Marche séraphique” -
"Deus Salvator,” and 9. Septiéme scéne (part 2): Chorus,

"Vivat in aeternum," Troisiéme oratorio pour le couronnement
des Princes Souverains, volume 1l.

An investigation of all sources which are in any way associated
with this repertory sheds substantial light on the two remaining questions,
those two bothersome problems previously raised at the beginning of this
chapter. Indeed, the sources reveal a great deal relative to the survival
of scores written during this period of Le Sueur' s lifz2, and provide addi-
tional insight into the relationship that exists between this repertory and
those works which were subsequently collected and published in the seven-
teen-volume edition devoted to Le Sueur's sacred music. ,
Fortunately, twenty-six manuscript scores, scores which corre-

spond closely in form and content to the repertory of Messes - but not

Morceaux séparés - contained in the manuscript catalogue, "Etat de la

Bibliothéque de la Musique du Roi," have been preserved in the library
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of the Conservatorio di Musica in Florence.l Their significance can hardly
be overestimated. As the only surviving source in which Le Sueur' s reper-
tory of Masses for the Chapelle Royale can be found in a form approximat-
ing that of its original design, this group of manuscripts provides extant
proof of the catalogue's accuracy. The close relationship is easily de~
monstrated by collating the twenty-six scores with the incipits provided
by the manuscript catalogue; with one minor exception - the simple inver-
sion of numbers 24 and 25 - the twenty-six Florentine scores correspond
almost exactly to Masses 1-26 of the catalogue.

Assuming that the catalogue is reliable, comparison reveals that
some of the Florentine scores are not complete. The sources from which
they were copied, quite possibly the manuscript scores of the Chapelle
library itself, were generally longer, for minor changes and major omis-
sions are observable. These changes and omissions are detailed in the
collated source guide provided in Appendix 4. Despite these demonstrable
differences, the authenticity and accuracy of the Florentine manuscripts

cannot be doubted; while none of these beautifully copied scores is an

autograph,most have been corrected in Le Sueur' s own hand.

1 .

Biblioteca del Conservatorio di Musica, Firenze, A.877-A.902.
These twenty-six manuscript scores have never been mentioned in the
literature, and have apparently been completely overlooked.
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Precisely how and when these scores came to Florence will prob-
ably never be known With certainty. To suggest that they might have ar-
rived c.1810 is a pleasant thought, for such an explanation, .if valid,
would provide absolute proof that the repertory had been composed prior
to that date. Indeed, easy access in the form of a direct route to Flor-
ence was avilable during this period, for between 1805 and 1810 Napoleon
had annexed Genoa, Tuscany, and Parma, together with other Italian pro-
vinces, and had incorporated them directly into his Grand French Empire.
Unfortunately, this hypothesis cannot be substantiated. My communica-
tions with Bianca Beccherini, librarian of the Biblioteca del Conservatorio
in Florence, were inconclusive; definitive information relating to the ac-
quisition of these scores is apparently not available.

Additional evidence which conclusively identifies the repertory
of Le Sueur works chronicled in the manuscript catalogues of Louis XVIII' s
Chapelle with that written previously by the composer for the Chapelle
Impériale, may be offered as final and irrefutable proof that music com-
posed by Le Sueur during the period 1804-1815 does indeed survive. Some,
as a matter of fact, survives in its original format. In ada_ition, further
proof can be offered to demonstrate that the sacred music which was col-
lectedland published towards the end of the composer's life had virtua 3
all been written some twenty to thirty years earlier than their aates of;':f)ub-

lication would seem to indicate.
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A collection of uncatalogued manuscripts which I discovered by
chance among the holciings of the Bibliothéque du Conservatoire de Mu-
sique in Paris, decisively substantiates all of the previously made as-
sumptions. Belonging originally to the body of material contained in the
working library of the Chapelle Royale, these manuscripts were apparently
rescued from the flames which destroyed the Tuileries Palace in 1871.1
Tied in bundles, and stored in a little used room of the Conservatory
library, these works - many of which were considerably charred and water

-

stained from the fire - have remained uncatalogued and virtually unnoticed
for almost ninety years.
Consisting of full orchestral scores, choral scores, and parts -

both vocal and instrumental - preserved in random order, these uncata-

lManuscript works of Paisiello, Martini, and others are included
in the collection.

2When this entire question was originally considered, it seemed
logical to assume that the contents of the Chapelle's library, providing it
had survived the fire and could be located, might offer a definitive solu-
tion. It was with this objective in mind that specific inquiries concern-
ing the disposition of the Chapelle's library following the fire of 1871 were
directed at librarians and anyone else who might have access to informa-
tion relevant to the surviving material. The answers which I received were
unanimous: all agreed that the library had been totally destroyed in the
fire. The question must have given rise to considerable thought, however,
for some ten months later, I was informed that a portion of the library had
indeed been rescued, and that the manuscripts so preserved had been
moved to the library of the Conservatoire, where, tied in large packets,
they had remained undisturbed in a storeroom.
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logued manuscripts form a miscellaneous collection. One item in parti-
cular, a part book which had originally belonged to Ml%e Hymm, Dessus
récitant of the Chapelle Impériale, is of special interest. Arranged in
typical part-book format, this bound manuscript contains all of the soprano
arias, recitatives, and ‘ensembles for a repertory designated simply as
nineteen Masses of MI: Le Sueur.1 Since these nineteen Masses, and
the Masses numbered 1-19 in the catalogue of Louis XVIII' s library corre-
spond exactly, there can be no doubt that the repertory of works by Le
Sueur performed at the Chapelle Royale after the Restoration was the same
as that written by him for Napoleon's Chapelle Impériale. The title page
of this manuscript part book reads: "“Répertoire des Messes de Ml.' Le-
sueur Directeur de la Musique de sa Majesté 1' Empereur et Roi. Dessus
récitant, Ml%e Hymm, n2

Evidence presented by some of the remaining manuscripts demon-
strates that the Masses numbered 20-24 were similarly included in the
original repertory of the Chapelle Impériale. It is interesting to note that
title pages which at one time had included some reference to the Chapelle
Impériale, and had alluded to Le Sueur as *Directeur de la Musique de sa

Majesté 1' Empereur, ¥ were subsequently updated and brought into con-

1The soprano part of many of the choruses is also included.

Paris: Bibliothéque du Conservatoire de Musique, uncatalogued
manuscripts.
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formity with the changed political situation. This was accomplished
quite simply by erasing the original reference and substituting a suitable
replacement, or by composing a completely new inscription for the title
page, one that mentioned the Chapelle Royale and "sa Majesté le Roi,”
and pasting it directly over the offending original. Similarly, all textual
references to "Napoleonem™ or "“Imperatorem,™ particularly those custom-
arily contained in "Domine salvum fac" movements, were altered to read

an appropriate form of "Regem.” Regimes rose and fell, but their coming
and going hardly provided sufficient reason for invalidating a perfectly
satisfactory repertory, a repertory that could neatly be brought up to date
with a minimum amount of effort.

In addition to the regular services which he provided for the Cha-

pelle Impériale, Le Sueur was charged with the responsibility of furnish-

ing occasional works for special events. His Cantate religieuse and the

motet Veni sponsa mansueta, for example, were both performed in 1810 at

the wedding of Napoleon and Marie Louise. The following year, another

of his motets, Joannes in deserto baptizat, was performed when the in-
fant son of Napoleon and his new Empress was baptized in the Cathedral

1
of Notre Dame and given the title, King of Rome. Since all three of these

1
See: Cantate religieuse, Veni sponsa mansueta, and Joannes in
deserto baptizat in Appendices 3 and 4.
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works were already included in the repertory of the Chapelle, it must be
concluded that Le Sueur simply took these compositions, and with certain
skillful changes reemployed them as piéces de circonstances.

In any event, it is absolutely certain that almost none of the mu-

sic was new. Portions of both Veni sponsa mansueta and the Cantate re-

ligieuse had previously been employed by Le Sueur in two compositions
written during the Revolution. Indeed, the transformation of political
hymns written during the Revolutionary period into sacred works becamé

a virtual hallmark of the composer. He proved extremely adroit at re-
adapting his music, and most of his Revolutionary compositions, refitted
with appropriate (or inappropriate) Latin texts, enjoyed a second life in
the repertory of the C‘hapelle..1 This predilection for adaptation permeated
much that Le Sueur did. Following the Restoration, he wrote very few, if
any, new compositions for the Chapelle Royale. He was content simply
to repeat and adapt the works he had written previously for the Chapelle
Impériale. In fact, it is to be seriously doubted that Le Sueur really com-
pésed much music at all gfter 1810. For the final twenty-five years of his
life he seemed quite content to repeat and modify that which he had ac-

complished during the first fifty.

1
These borrowings are noted in Appendix 4.



CHAPTER VI
THE RESTORED CHAPELLE ROYALE

Although a great many changes took place in France following
the Bourbon Restoration, Louis XVIII showed little inclination to alter or
modify the organization and operation of his official Chapelle. Le Sueur,
despite the outspoken loyalty and devotion which he had openly professed
for Napoleon, was provisionally retained in his former position. Within
a year, this initial and temporary appointment was made permaneht. Sole
jurisdiction over the Chapell's destiny, however, was no longer his, for
Le Sueur now shared the directorship with Martini.

On May 3, 1814, Louis XVIII received an official welcome from the
capital at a special ceremony held in the Cathedral of Notre Dame. Dur-

ing the convocation, Le Sueur's Dominus Deus liberavit nos, a motet for

chorus and orchestra whose Latin text suggests that the work was speci-

fically conceived for this occasion, was performed. The surviving orches-
tral manuscript score of the motet, a score which postdates 1814 by several
years, bears the title: "Offertoire pour la Messe du St. Esprit;" an identi-

cal designation was assigned to the work when it appeared listed as the

210
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205 Morceau séparé in the thematic catalogue, "Etat de la Biblioth&que

de la Musique du Roi.”™ The reason is apparent. following its service
as a ceremonial piece, without changing either text or music in the slight-
est manner, Le Sueur had simply taken the motet and used it as the offer-

t
tory for his Messe du S. Esprit.1

Further investigation reveals that the motet was not even origi-
nally composed for the ceremony of May 3; Le Sueur had merely adapted
a previously-written composition for the occasion. As originally con-
ceived, the "motet” was a choral scene entitled "Fanfare et Chant de
Triomphe” which occupied a prominent position in Act II of Alexandre a
Babylone, an opera written by the composer when Napoleon' s Empire was

at its height. 2 Lifting the entire scene quite literally, Le Sueur had merely

¢ 1See: 20? Morceau séparé, CHAPTER V; Appendix 1; and Messe du
S. Esprit, Appendix 4. .

2Alexandre a Babylone was never given a full stage production.
Following the composer' s death, Madame Le Sueur frequently attempted
to interest the administration of the Opéra in the work; her efforts were
all in vain. A number of scenes, however, were performed at the Concerts
du Conservatoire during the 1820's and 1830's and a full score of the opera
was published in a limited edition c¢.1837. The circumstances surrounding
the publication are quite strange. No title page was included with the edi-
tion, and the precise date of publication is unknown. The publication might
have appeared shortly before Le Sueur died, or it might have been issued
posthumously. In either event, it was Madame Le Sueur who saw the opera
through the press and served as the work's champion. Very few copies of
the limited edition remain extant.
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provided it with an appropriate Latin text and produced a motet de cir-
constance for the 1814 ceremonial. The following explanator.y note, writ-
ten in the hand of Madame Le Sueur, appears on the title page of the
motet' s manuscript score: "Ce morceau d'Alexandre avec paroles latines
a été ainsi exécuté & Notre Dame, Le Sueur voulant en connaitre 1' effet. nl

With its Latin text, as the offertory of the Messe du SE Esprit, the work

was heard frequently at the Chapelle Royale duriné the next decade and
a half. The surviving ‘archival programs and the eye witness testimony
of Berlioz both attest to this fact.

Thus, Le Sueur’s predilection for employing contrafactum was no;c
limited to the sacred texts which he had subsequently provided for many

2
of his Revolutionary compositions. In addition to Dominus Deus libera-

vit nos, at least two other scenes from Alexandre a Babylone were fitted

with Latin texts and used by the composer in connection with his duties
3

at the Chapelle Royale. It was a procedure which Le Sueur consistently

followed, a characteristic that explains why so many of his later sacred

works were simply adaptations of previously written secular compositions. 4

1Paris: Bibliothéque du Conservatoire de Musique, MS 12269.

2These substitutions have been noted in CHAPTER V and Appendix 4.
3See: 11° Morceau séparé and 24 Morceau séparé, CHAPTER V:
Marche religieuse et guerriére and Canticum cum choris duplicibus, Ap-
pendix 4.

4The vast majority of these adaptations were made from Revolu-
tionary compositions or operas. In at least one case, however, a double
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Ct—.\stll-Blaze,1 and others who have chosen to follow his lead,
have suggested that certain members of the Chapelle were dismissed from
their positions following the Restoration because their loyalty to Napoleon.
had rendered them politically unacceptable. Such a position grossly ex-
aggerates the fécts. While certain pressures of a predominantly political
nature were brought to bear upon the Chapelle, as elsewhere, they pro-
duced a negligible effect in the area of artistic matters. In general, the
seniority rights and other prerogatives of the performers employed at.the
Chapelle seem to have been scrupulously respected by the new regime;
the retention of Le Sueur as Surintendant is a case in point. The retire-
ment of singers and instruméntalists which took place in substantial num-
bers at this time may legitimately be explained on the basis of their ad-

vanced age.

substitution is known to have taken place. A movement of the Super flu-~
mina Babylonis setting, written ¢.1784 when Le Sueur was at Tours, was
subsequently employed by the composer in his Revolutionary composition,
Chant du 1 Vendémiaire an IX. After the Revolution, the identical music,
this time associated with still a third text, was employed by Le Sueur in a
second setting that he made of Super flumina Babylonis. Interestingly,
when the music was used in connection with a second setting of the origi-
nal psalm, it was not returned to its original text but was employed for a
completely different section of the psalm. It is in this third form that the
music was eventually published as the final movement of Super flumina

Babylonis, volume 6.

1Chapelle-muschme des rois de France.

2This statement may be substantiated by comparing the rosters
and pay lists of the various governmental chapelles dating from before
the Revolution until after the Restoration. Serviéres, "La Chapelle Royale



214

in January of 1815, Le Sueur's appointment as co-Surintendant of
the Chapelle Royale became official. He shared the directorship with
Martini until the latter died in February of 1816. Under the Empire, Le
Sueur, as Matltre de Chapelle, had received a salary of 10,000 francs a
year; following the Restoration, with the work and the responsibility di-
vided, each of the co~Surintendants was paid 6,000 francs. While some
new faces were added, many of Le Sueur's former colleagues were re-
tained, and the basic operation of the Chapelle remained much as it had

becn under the Empire.l

sous la Restauration," pp. 108-114, in a detailed discussion of these mat-
ters, relies heavily upon a document entitled: "Etat de la musique de la
chapelle de Buonaparte telle qu’' elle existe encore” (Paris: Archives
Nationales: 07291). While Serviéres' position is a valid one, his con-
tentions are still more positively supported by a document entitled: "Etat
General de*la Musique du Roi" (Paris: Archives Nationales: 03290).
Basically a roster of the Chapelle membership, the document was undated
but was probably compiled ¢.1825. In it, detailed information concerning
117 artists is presented. Names, places of birth, dates of birth, dates of
nomination, positions occupied, dates of service in each position, salary
received, etc., are supplied for virtually all of the directors, secretaries,
tuners, instrumentalists, vocal soloists, choristers etc., associated with
the Chapelle since before the Revolution. Those who were retired shortly
after 1815 were retired because of their age. Those few who were removed
for political reasons during the first wave of patriotic fervor that followed
the Restoration, were soon rehired.

lOne interesting problem, however, did arise. In returning to the
practices of the Olgi Monarchy, women had been declared ineligible for
positions in the Chapelle, and the female vocalists were all replaced by
boy pages. The problems created by this substitution were quite amusing,
but proved singularly vexing to the co-Surintendants who were responsible
for the Chapelle' s musical production. After a considerable amount of ad-
ministrative maneuvering, women were finally readmitted. The correspon-
dence related to these matters (Paris: Archives Nationales, 03291) is
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For everyone associated with the Restoration, 1815 proved to be
a strange and trying year. Napoleon's escape from Elba and his trium-
phant return to Paris disrupted all of the changes which had been 1nst@tu—
ted during the preceding ten months. The disruption, however, proved
to be only momentary; Napoleon was defeated at Wa;cerloo and by July of
1815 Louis XVIII had regained his throne.

The Chapelle Royale, too, had been effected by the Hundred Days,
and it was not until the end of 1815 that normalcy again prevailed. Rou-
tine had barely been reestablished at the Chapelle, however, when ano-
ther and more immediate crisis developed: on February 10, 1816, Martini
died. In his place, Cherubini was chosen to serve as Le Sueur's co-Sur-
intendant. Working with the administrators appointed by the throne, Le
Sueur and Cherubini busied themselves in drawing up a set of rules and
regulations to govem internal relations and procedural matters at the'Cha-
pelle. The regulations which were promulgated provide considerable in-
sight into the organization and operation of the Cﬂapelle Royale. They
are here quoted in full.

Chapelle du Roi Réglement

La chapelle du Roi, placée dans nos attributions, est soumise a
la surveillance de L' Intendant-Général des Menus Plaisirs, lequel est

most amusing. Serviéres, "La Chapelle Royale sous la Restauration,"
pp. 115-123 discusses the highlights of the 1815 personnel problems.



216

chargé de tous les détails relatifs au Personnel au matériel et 4 1' ad-
ministration intérieure.

L' Intendant-Général recevra, des surintendants de la Musique,
leurs rapports sur tous les détails du service; nous en reférera et
prendra nos ordres.

Attributions et Police Intérieure
Surintendants de la Musique

Art., 1
Chaque surintendant dirigera le service pendant un trimestre: En

cas d'absence ou de maladie, le surintendant de service sera rem-
placé par son collégue. Le surintendant de service, et & défaut son
remplagant ,,ordonneront la composition des Messes ou services; Ils

y feront executer des morceaux de leur composition ou des ouvrages

les plus renommés des anciens compositeurs; mais il leur est expresse-
ment défendu de faire composer, ou de faire exécuter, des morceaux
d'artistes attachés a la Chapelle ou d' autres compositeurs vivants.

Les surintendants ne pourront faire mettre a la copie, leurs Messes
Ou autres morceaux composés pour le service de la Chapelle, qu'aprés
avoir obtenu, & ces effet, 1' ordre écrit de 1' Intendant-Général des
Menus, lequel ordre remis au copiste, sera, par ce dernier, joint-a
son Mémoire mensuel de copie: cette disposition commandée par 1' or-
dre de la comptabilité de 1' Intendant des Menus Plaisirs, est de ri-
gueur.

Le surintendant de service veillera & ce que les Mémoires, re-
latifs & la copie de musique, au transport des instrumens, au souffler
de 1' orgue, et géneralement & tous les détails du service, lui soient
remis au plus tard le 25 de chaque mois; il les vérifiera réglera et
modérera, s'il y a lieu; les visera et les transmettra, de suite a 1' In-
tendant-Général des Menus Plaisirs, pour les faire ordonnancer.

Les surintendants seuls donneront des ordres aux musiciens de la
Chapelle du Roi; Ils présideront aux répétitions et a 1' ex€cution des
Messes; ils feront 1' appel des musiciens et veilleront en tous points
a 1' ex€cution du présent réglement. A cet effet, ils feront leur rapport
écrit a 1’ Intendant-Général sur toutes les infractions qui pourront y
étre faites, comme sur les autres objets qui leur paraitront de nature
d nous étre soumis.
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Art. 2

e re—

Maltre de Musique

Le Maltre de Musique est chargé de conduire 1’ orchestre de la
Chapelle: Il prendra les ordres du surintendant, sur les mouvemens,
et il dirigera, sous ce rapport, comme sous tous ceux de 1' exécution
musicale, les musiciens de 1' orchestre et du chant.

Il en référa et fera rapport au surintendant, toutes les foix que les
détails du service 1* exigeront.

En cas d' absence ou de maladie, il sera remplacé par le le.r Vio-
lon de la Chapelle du Roi.

Art. 3

Secrétaire de la Chapelle

Les fonctions du secrétaire de la Chapelle consistent & &crire les
lettres de convocations pour les répétitions et exécution des messes
ou autre cérémonies ordonnées par le surintendant; a veiller & ce que
ces lettres soient reguliérement transmises, a domicile, aux musici-
ens; A transcrire les rapports des surintendants sur un journal destiné
3 ces effets; et en général & prendre les ordres des surintendants sur
toutes les écritures qui pourront étre nécessaire pour le service.

Art. 4
Récitans
Les musiciens récitans recevront les ordres du surintendant de
service. Ceux d’entre eux qui seront désignés pour 1' exécution d' une

messe, d'un service ou cérémonie quelconque, seront tenus de se
rendre exactement 3 la répétition.

Ceux des musiciens récitans qui ne seront pas appelés a étre de
service, peuvent s' exempter d* assister aux répétitions et exécution
des messes et autres cérémonies religieuses.
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Art. 5

Coryphées: Choeurs; Musiciens

Les artistes coryphées, choristes et musiciens, chargés de la
partie instrumentale, sont-tenus de se trouver exactement aux répé-
titions et a 1' exécution de toutes les messeg et de toutes les céré-
monies quelconques ordinaires et extra-ordinaires indiquées par le
surintendant de service dans les formes ci-aprés établies: Il sera
fait rapport a 1* Intendant-Générai des Menus Plaisirs du Roi, sur tou-
tes les infractions aux dispositions du présent article et de 1’ article
précédent. ‘

Dispositions Générales
Police Intérieure

Art. 6

Tout musicien, attaché a la Chapelle du Roi, qui voudra s'absen-
ter de Paris, pour plus d’un jour, et pendant un laps de temps qui
n' éxcéderait pas la huitaine, devra se munir d' une permission du sur-
intendant de service.

Art. 7

Tout musicien qui voudra s' absenter pour plus de 8 jours devra
&tre muni d'un congé signé de nous et contre signé de 1' Intendant-
Général des Menus, lequel congé ne pourra, dans aucun cas, etre
accordé que sur le rapport écrit du surintendant de service.

Art. 8

Tout musicien, .attaché a la Chapelle du Roi, qui sera force, par
maladie ou indisposition, de s*' absenter de la Chapelle, sera tenu d'en
prévenir, par écrit, le surintendant de service, lequel devra constater
son indisposition, sous le double motif d'en établir la réalité, et de-
pouvoir, au besoin et sur le rapport qu' il en fera de suite a 1' Intendant-
Géneral des Menus Plaisirs, lui faire porter, s'il y a lieu, les se-
cours qui lui seront nécessaires.
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Art. 9

Les musiciens et employés de toutes classes, se conformeront
aux ordres du surintendant, en ce qui concerne le costume et la tenue
décente et convenable & observer pendant les répétitions et exécutions
des messes et cérémonies.

Art. 10

er N

L' accord sera pris par le 1 . violon et transmit, par lui, & tous
les musiciens: Une fois 1' accord prit, tout prélude est expressement
défendu.

Art. 11

Lorsque la messe ou cérémonie religieuse sera terminée, chacun
restera a sa place jusqu'a ce que le Roi et la famille royale soient
sortis de la Chapelle.

Art. 12

Tous les artistes du chant concourront a 1’ exécution du Domine
salvum fac Regem.

Art. 13

Lorsqu’ il y aura quelque service extraordinaire; le surintendant
en fera afficher 1' avis, prés la porte de la Chapelle; il en fera, en
outre, prévenir, 3 domicile, ceux des récitans et autres musiciens de
la Chapelle, appelés a y concourer, qui ne se seraient point trouvés
au service du jour; d cet effet, et pour assurer la stricte exécution de
cette partie du service, les gargons de la musique rapporteront au sur-
intendant, le regu de 1' avertissement qu ils auront-été~chargés de
porter; pare11 regu sera également donné au gar;on porteur de toute
partie copiée, transmise par le surintendant aux récitans de la Cha-
pelle et que ces derniers devront recevclr au moins, 2 jours avant
la répétition.
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Art. 14
Il est expressement défendu aux gargons de la musique de laisser
entrer, dans 1’ orchestre, les personnes etrang&rs au service de la
Chapelle qui ne seront point muniesd' un billet, ou permis écrit, signé
de nous ou de 1' Intendant-Général des Menus Plaisirs du Roi.
Art. 15
L' exécution des dispositions du présent réglement en confiée aux
surintendants de la musique, et afin qu'on n'en ignore, il sera adressé
un exemplaire du dit réglement & chaque musicien et employé de la Cha-
pelle et il en sera affiché une copie dans la salle des répétitions.

Donné au Chiteau des Tuileries, le 27 Février 1816.

Signé: Le Duc de Duras - Le Duc d',l\.umont.1

The operations of the Chapelle Royale were thus carefully regula-
ted by a highly formalized and bureaucratically oriented set of regulations.
Indeed, regulations that were so precisely enumerated left the Surintendants
little room for autonomous action. By provision of the first article, the
article which defined the duties of the Surintendants, the co-office hold-
ers were to function alternately throughout the year. Each Surintendant
was assigned a pair of three~-month periods - the year being divided into
quarters - during which he was completely responsible for every facet of
the Chapelle's operation. During his period of tenure, it was the duty of
the respective Surintendant to see that rehearsals and performances took

place as required, and that the technical competence of the performing

lParis: Archives Nationales 03290.
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media was maintained at the expected level; the choice of program for
each service and special ceremony was left to his discretion. The first
and third quarters of the year became the province of Cherubini, while Le
Sueur was assigned the second and fourth. It was during Le Sueur's
period of service that the most important religious celebrations took place.
Easter, Ascension Day, Pentecost, All Saints' Day, and Christmas usual-
ly fell within his jurisdiction, possibly in tacit acknowledgement of his
vast experience and pre-eminence as a composer of sacred music.

While the co-Surintendant in service was chargeci with the duty
of'selecting the music to be performed, his choice was explicitly restric~
ted by the conditions imposed in the first article. He was to perform mu-
sic of his own composition, or works written by the most renowned mas-
ters of the past; no other music was to be considered. Works written by
living composers, or by artists associated with the Chapelle, were ex-
pressly forbidden and could not be performed.

Understandably, it was the music of the two Surintendants that
prevailed: Le Sueur's works being heard during the quarters assigned to
him, and Cherubini's being performed during his periods of tenure. In

addition, Pergolesi's Stabat Mater, Jomelli' s Requiem, a movement or

two from a Mass by Martini, Zingarelli, Paisiello, or Mozart - all legi-
timately admissible under the renowned composer clause - were occasion-~

ally programmed. And finally, despite the clear prohibition cited above,
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works by living composers and compositions written by artists attached
to the musical staff of the Chapelle Royale were given an occasional
hearing; special permission was required for each such performance.

The validity of those sources which throw light upon the repertory
performed at the Chapelle Royale dtiring the reign of Louis XVIII cannot
be doubted. The manuscript catalogue, "Etat de la Bibliothéque de la
Musique du Roi,” enumerates the contents of the Chapelle' s working li-
brary and provides a ready inventory of those works which were consider-
ed appropriate for performance at the royal chapel. In addition, the pro-
grams issued by the administration of the Chapelle itself yield a still
more detailed view of the day to day repertory. Prepared for the royal
family, as well as those officials - such as the Intendant-Général of the
' Menus Plaisirs - who were charged with the responsibility of the Cha-
pelle's direction, these programs provide a detailed list of every work
performed during the services and ceremonial functions at which the forces
of the Chapelle presided. Fortunately, a substantial number have sur-

vi\}ed. 2

1It was thus that works by Plantade, Le Febvre, and Persius - all
members of the Chapelle' s musical staff - were performed.

2Paris: Archives Nationales 03291. The programs for the years
1817-1819 and 1822-1823 remain intact and complete. Those for 1820 are
incomplete while those for 1821 are missing. None later than 1823 seem
to have survived.
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A careful examination of these programs, each of which is dated
and signed by .the officiating Surintendant, provides pertinent information
concerning both the musical and liturgical practices followed at the Cha-
pelle. The Mass was celebrated quickly, for except on the most sacred
festivals, - Easter, Christmas, etc. - the entire service was designed
to last no more than a half an bour. The amount of music was also limited,
for it was necessarily relative to the amount of time allotted the liturgy.
Rarely was an entire Mass performed. Instead, Mass movements, psalm
settingé , Or oratorio excerpts, plus a suitable Offertory motet and an oc~
casional instrumental interlude, generally sufficed. In short, the liturgi-
cal and musical organization of the Chépelle Royale was virtually identi-
cal to that which had prevailed during the preceding Consulate and Empire.

Cherubini, primarily committed to the presentation of his own mu-
sic, rarely permitted a work by another composer to be performed during
his months of service. Furthermore, in his capacity as co-Surintendant,
he seldom set a text other than one drawn from the Mass itself, and his
contributions to the repertory of the Chapelle consisted almost exclusivély
of independent Ma'ss movements. Indeed, it was for the abbreviated ser-
vices of the Chapelle Royale that he composed virtually all of the separate

1
Mass sections and fragments which scholars have so frequently noted.

1See: Serviéres, "La Chapelle Royale sous la Restauration,”
p. 126, footnote #1.
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Le Sueur, on the other hand, proved more Willing to share the
compositional honors, and it was during his periods of service that music
by predecessors and contemporaries, including several members of the
Chapelle itself, were given a hearing. Works by Martini, Paisiello,
Plantade, Zingarelli, Mozart, Le Febvre, and Persius were frequently
programmed by Le Sueur together with his own compositions. On a num-
ber of occasions, the Surintendant even devoted entire services to music
composed by one or several of his colleagues.

Despite this generosity, a substantial proportion of the music
performed was of his own composition. {n contrast to the practice fol-
lowed by Cherubini, though, Le Sueur favored psalm settings, motets,
and oratorios for his Chapelle services; Mass movements appeared less
thgn half of the time. Regardless of the form chosen, however, one con-
sistent and somewhat startling fact emerges from a systematic examina-
tion of the repertory. Without exception, during the five and a half year
period covered by the surviving programs, every work of his own pro-
grammed by Le Sueur at the Chapelle Royale had previously been heard
years before at the Chapelle Impériale.

Since the services of the two Chapelles were so basically similar,
there was apparently little need for Le Sueur to do anything more than

make minor adjustments, and his previously written music was neatly

adapted to a new purpose. Often, the psalm settings, oratorios, motets,
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and Mass movements which he had composed for the Chapelle Impériale
were not evén presented in their entirety at the Chapelle Royale. By
comparihg the titles of the programmed selections with the listings pro-
vided by the catalogued entries of the "Etat de la Bibliothéque de la Mu-
sique du Roi," it may readily be demonstrated Fhat most of the time, only
"at random* excerpts were performed.l

High festivals and special occasions, however, were treated
somewhat differently. On Christmas, Easter, Pentecost, Assumption,
and so forth, as well as during those solemn ceremonies held to com-
memorate such past events as the deaths of Louis XVI and Marie Antoinette,
it was customary to perform a complete Mass. Le Sueur's QOratorio de
Noél, for example, seems to have been performed regularly as the Mid-
night Mass on Christmas Eve. The six surviving Christmas Eve programs,
those for 1817-1820 and 1822-1823, all list the work in such detail that no
doubt remains concerning the completeness of its presentation; it was
given in a form virtually identical to that in which it was subsequently
published. Throughout-the entire Christmas season, excerpts from the

Mass-oratorio were then repeated as featured portions of the service.

\

1

In addition to indicating the works to be performed in a skeletal
manner, each program provided a detailed breakdown by movement for
every composition, and listed the names of the principal soloisis.

2 LXJ
See CHAPTER V, 24? Messe, Messe de Noel, and appropriate
entries in Appendices 2, 3, and 4.
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Almost all of the complete Masses which Le Sueur supplied for
the Chapelle were assembled in potpourri fashion. The composer would
simply take individual Mass movements written by a number of different
composers, himself included, and group them to form one complete Mass;
or else, he would gather an appropriate number of his own Mass move-
ments, works originally written as independent compositions, and weld
them into a single Mass cycle. On several occasions he was even for-
ced to rewrite the text - a Kyrie, for example, becoming an Agnus Dei -
so that the original work would fit its new surroundings. It seems likely
that at least three of these arbitrarily organized Masses eventually found

their way into print as the Premiére, Deuxiéme, and Troisiéme Messes

Solennelles found in the seventeen-volume collected edition of Le Sueur’s

published sacred mus ic.1

The co-Surintendants were frequently called upon to produc‘e
occasional compositions for commemorative events of a solemn nature.
It was for just such an event, a memorial service for Louis XVI, that
Cherubini composed his famous Requiem in C minor. The Requiem was
performed three times during the two-day service held at Saint-Denis on
January 20th and 2lst 1817: twice on the 20th - at 9:00 a.m. and noon -

and at noon on the 2lst. Le Sueur's Simphonie funébre, similarly per-

lSee the appropriate entries in Appendices 3 and 4.
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formed by members of the Chapelle Royale, accompanied the burial ser-
vice held for the Prince of Condé at Saint-Dennis on May 26, 1818.l
The co-Surintendents were also called upon to provide music for
festive occasions, and Le Sueur's Cantate religieuse, the same work
which had accompanied the nuptials of Napoleon and Marie Louise in
1810, was repeated on June 17, 1816 at the weadding of the Duke of Berry.
Less than five years later the Duke was assassinated, and indignation
ran high; he had been a great popular favorite. Shortly after the tragic
event, however, the Duchess gave birth to a posthumous son. The royal
heir was joyously received throughout France and the infant was given the

title, Duke of Bordeaux. On May 14, 1821, Le Sueur's “Intoruit de caelo

dominus,”™ Canticum cum choris duplicibus, the Latin-texted finale to

Act I of Alexandre & Babylone, was performed at the young Duke's bap-

tism.

When the coronation of Charles X took place in the Cathedral of
Notre Dame de Reims in June of 1825, the Chapelle Royale was presented
with a challenging assignment. The traditional French coronation cere-
mony, a magnificent display of pageantry and splendor not invoked since
before the Revolution, was restored for the occasion, and the Chapelle

was charged with providing the necessary musical pomp. Le Sueur and

lSee 19$ Morceau séparé, CHAPTER V.

2See Appendix 4 and ;4? Morceau séparé, CHAPTER V.
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Cherubini were given the task of composing the required music and over-
seeing its performance. The forces placed at their disposal were formid-
able: 20 first sopranos; 20 second sopranos; 28 tenors; 28 basses; _._
36- violins; 30 violas, cellos, and basses; 28 wind instruments; and
8 percussions were made available to t_he co -Surintendents.l

Any consideration of the music contributed by Le Sueur to the
coronation of Charles X must, of necessity, reintroduce the vexing prob-
lems which surround the music performed at Napoleon's coronation.
Musically speaking, the two coronations are so hopelessly entangled
that it is impossible to consider one without the other. Superficially,

there would appear to be no problem at all, for the note which appears

at the head of the published orchestral score of Le Sueur's Trois oratorios

. . , . ., 2
pour le couronnement des Princes Souverains is quite explicit:

Ces trois oratorios ont été exécutés pour la premiére fois au couron-
nement de 1' Empereur, par 400 voix et-300 instruments que l'auditeur
doit se figurer représenter les assistants de cette majestueuse céré-
monie. Ces trois oratorios ont été aussi chantés au sacre de

S. M. Charles X. Ces deux cérémonies ayant duré prés de cing
heures en y comptant les repos occupés par le plain-chant et la
messe en musique de Paésiello en 1804 et celle de M. Cherubini en
1825. Ces deux compositeurs étant les collégues de M. Le Sueur a
ces deux époques.

1Serviéres, "La Chapelle Royale sous la Restauration,” p. 139,
footnote #1.

2
The complete oratorio was printed by J. Frey and issued in three
volumes between 1835 and 1837. The cited note is fyund in the Premier
oratorio pour le couronnement des Princes Souverains ..., Paris: J. Frey

/18357 .
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This statement, particularly that portion which relates the music
to Napoleon's coronation, is confirmed throughout all three oratorios by
appropriately placed notes which refer to specific events that occurred
during the ceremony. Thus, a paragraph receding the chorus, "Supplices

te rogamus ,* (3. Troisiéme Scéne: Chorus, Premier oratorio pour le cour-

onnement des Princes Souverains) states that the Pope, attended by all

of his Cardinals, made his entrance at the reprise of the chorus, and a

note which heads the chorus, "Urbs beata genovefae,” (7. Septiéme

Scéne: Chorus, of the same oratorio) reads as follows: “Entrée solen-

nelle de 1' Empereur, précédé du clergé. Il se tourne vers Sa Sainteté,

lui donne le baiser filial qui lui est rendu par le baiser affectueux du

chef de 1' Eglise. Le morceau e été exécuté aussi au sacre de Charles X.*
Despite such apparently conclusive testimony, the vast amount

of music contained in the publised versions of these three works precludes

the possibility that they were performed at the Bonaparte ceremonial of

1804. While some of this music was certainly heard at Napoleon's coro-

nation, it was only at Reims in 1825 that the three oratorios were performed

in their entirety. It is probable that no more than three or four movements,

all of which were subsequently incorporated in the published scores of

the Trois oratorios pour le couronnement, were written by Le Sueur for
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Napoleon' s coronation. All of the remaining music belongs only to the
1825 coronation of Charles X.1

Servieres has attempted to untangle the circumstances surrounding
the composition and ultimate organization of these works, and by means
of speculating from the known facts, has succgeded in developing an ad-
mirable hypothesis. He substantiates his position by citing a thirty-six
page brochure - actually, a set of introductory notes relating to the text
and its arrangement - written in Le Sueur's own hand, that has been pre-
served together with the autograph manuscript of the triple oratorio.
The text and the order of this scenario are in complete accord with the
published accounts of the ceremonial activity that took place in 1825,3
and the brochure provides a detailed description of the proceedings,
exactly as they transpired, at Charles' coronation. The order followed
by the brochure, the precise sequence of the coronation itself, differs in
in detail from the order followed by the music manuscript, the latter be-

ing identical to the arrangement preserved in the published score. In

short, the description of the proceedings noted in Le Sueur's own hand

1 .t .
A review of the evidence may be found in Servieres, "Les ora-
torios de J. F. Le Sueur," pp. 58-62 and pp. 86-95. ‘

2Paris: Bibliothéque du Conservatoire de Musique, Manuscripts
7007 and 7141.

3 ~ - i . .
Lebers, Les céeremonies du sacre, Reims: Baudouin, 1825.
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agrees perfectly with the events that transpired at Reims, §nd does not
correspond at all to those which had occurred in Paris twenty one years
earlier.

The confusion can be traced directly to-those notes which appear
in the published score and allude specifically to events which transpired
only in Paris. In the autograph manuscript of the oratorios, that manu-
script from which the publication was obviously prepared, these introduc-
tory headingé - explanatory paragraphs - are written in the hand of Madame
Le Sueur on separate leaves of paper, leaves which were only subsequently
pasted to the manuscript at the appropriate places. And it is in the hand
qf Madame Le Sueur that the following note has been added to Le Sueur's
own manuscript program brochure: “"exécutées & Notre-Dame de Paris pour
le sacre de Napoléon IS et & Reims pour celui de Charles X. nl

With all of the evidence in hand, what are the conclusions to be
drawn? How and why did these apparently misleading notes come to be
appended to the published scores, if the oratorios, in their final form,
were performed at the coronations of Napoleon and Charles X?

In the first, place, it mﬁst be remembered that the initial oratorio

of the trio did not appear in print until the end of 1835; the remaining two

followed in consecutive years. Thus, the publication was prepared when

l L 1e ey & . . ,
Paris: Bibliotheque du Conservatoire de Musique, Manuscript
7007.
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the composer was approximately seventy years old. For his part, Le Sueur
could quite honestly maintain that his work had been performed at Napo-
leon's coronation, for the introductory march, as well as several other
works whose texts seem more appropriate to Paris than to Reims, were of
his composition. Secondly, it is certain that the composer arranged these
scores in his customary fashion. He drew upon a variety of motets and
Mass fragments which hé had produced under differing circumstances in
the past; some date back as far as the Revolution, and some were com-
posed during the reigns of Napoleon and Louis XVIII. In mosaic-like
fashion, he added those few original works which he had actually written
for the coronations. All of these he joined in a collection which was in-
deed unique, for the works contained therein had never before been jux-
taposed in preciﬁsely this manner. To this music he a}ppended an idealized
and quite imaginary program whose text was suitably arranged to produce
a collection of works published as “oratorios pour le couronnement des
princes souverains de la chrétienté."”

Those bothersome explanatory notes whichappear in the printed
score display little consistency. Some are very explicit, and like those
examples previously cited, refer to specific events; other are quite gen-
eral in their allusions. Archbishop, King, Pope, Emperor, Kingdom, and

Empire, for example, are all titles used arbitrarily thoughout. As Servi-
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éres has so aptly put it, the addition of these explanatory paragraphs
“is the type of adaptation in which the practical spirit of Madame Le Sueur,
who showed herself to be extremely devoted to furthering the fame of her
husband, may be recognized. ul Everything considered, the addition of
these notes was probably nothing more than an attempt to make the publi-
cation more attractive and saleable. It was not unlike the practice adopted
some twenty years later when the published Schonenberger brought out
the vocal score of this triple oratorio in 1853. The title page simply in-
dicated that the work had been "exécuté au Sacre de 1' Empereur Napoléon
le.r " After all, in 1853, it was another Bonaparte, and not another Bour-
bon who reigned in France.

Even the ceremony which took place on the eve of the coronation
was accompaﬁied by a Le Sueur motet. Onthe evening of June 7, 1825,
the King and his host the Arqhbishop of Reims went to the Cathedral to

pray for divine guidance. Le Sueur's Ecce ego mitto angelum meum was

performed for the occasion.
The co-Surintendants were thus kept busy supplying occasional

works in addition to the sacred compositions which they wrote for the reg -

1 .

Servieres, "Les oratorios de J. F. Le Sueur,"” p. 92. "C'est une
adaptation en laquelle se reconnaflt 1' esprit pratique de Mme. Le Sueur,
qui se montra trés dévouée 3 la gloire de son mari,...."

2See CHAPTER V, 278 Morceau séparé.




234

ular services of the Chapelle Royale.1 In addition, both Cherubini and
Le Sueur were constantly forced to cope with the mountain of administra~
tive paper work required of them by the regulations. Keeping lists of ex-
cused and unexcused absences was a daily chore, while submitting con-
.fidential reports on each member of the Chapelle staff was an annual one.
These reports included name, place of birth, date of birth, date of nomi-
nation to the Cha'pelle, positions occupied, dates of service in each
position, salary, and most important of all, appropriate comments rela-
tive to individual competence and the fulfillment of assigned duties. The
vast amount of correspondence which had to be carried on in connection
with the Chapelle' s normal operations created still more work for the two
co-Surintendants. 2

Between 1814 and 1830, a number of proposals for the reorganization
of the Chapelle Royale were drawn up by several monarchial administra-
toré. The primary objective of these periodic reform movements was to
reduce the budget; suggestions ranged from making major changes and re-
ductions in the personnel of the Chapelle to cutting existing salary and

pension scales. Some of the proposals were accepted and put into effect

lA number of specific works, including dates of performance and
performers, are listed in Servidres, "Les oratorios de J. F. Le Sueur,”
pp. 81-85.

3 2Many of these letters are preserved in Paris: Archives Nationales,
0°290 and 03291,

S
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while others were simply laid aside and never used. The relative success
or failure of each can be judged from the yearly budgets of the Chapelle
which have survived.

The virtuosity of the Chapelle as a performing organization cannot
be doubted. Whether physically occupying their permanent quarters in
the Tuileries Palace, or temporarily removed with the court to one of the
nearby chateaux, the standard maintained was one of a uniformly high
caliber. Contemporaries who were privileged to attend services presided
over by the Chapelle unanimously praise the excellence of their perfor-
mance. 2 Young Berlioz, a frequent visitor at rehearsals and performances
alike, bears eloquent testimony to these standards.

One of Europe's most renowned musical organizations ceased to
exist when the Chapelle Royale was disbanded following the July Revolu-

tion. Its final performance was heard at the Chateau of Saint-Cloud on

1Pans: Archives Nationales 03290 includes several of these pro-
posals and all of the preserved Chapelle budgets. Serviéres discusses
many of these matters throughout his article, "La Chapelle Royale sous
la Restauration.” His treatment yields a valid picture of the situation
despite several slightly misquoted citations and a number of inaccurately
represented facts.

2.l\.rticle 14 of the regulations expressly required all visitors to
have in their possession a ticket of admission, or some sort of permission,
signed by the Surintendant in charge, or by the Intendant~Général of the
Menus Plaisirs.
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July 25, 1830. Cherubini, director of the Conservatoire since 1822, and
Le Sueur, longtime professor of composition at that institution, now de-
voted all of their energies to the school’'s development. The Chapelle's
principal vocalists and instrumentalists all found positions- at the Con-
servatoire, the Opéra, or one of the other major theatres of Paris. Many
of the lesser known and older members of the Chapelle - the forgotten men
and women -~ were finally given pensions by the government, but only
after Le Sueur had submitted several eloquent pleas on their behalf.1
Despite numerous and continued protest, the Chapelle Royale was never
formally reconstituted.

Although operatic works, Revolutionary music, theoretical trea-
tises, and ‘mstructior}?l manuals written by Le Sueur had long been gen-
erally available, it was not until 1826 that the composer's first sacred
composition appeared in print. The public issuing of Le Sueur's sacred
music, once begun, proceeded at a steady rate: a collected edition of
seventeen numbered volumes devoted to the composer' s sacred repertory
was published between 1826 and 1841. The full orchestral scores of this
beautifully engraved edition - several volumes included keyboard re-
ductions as well - were presented in folio format. Begun when Le Sueur
was in his sixty-sixth year, the edition was not completed until four

years after the composer's death. The last five volumes were issued

1I’aris: Archives Nationales, 03291.
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posthumously, and it remained for Madame Le Sueur to see this final group
of works through the press.

The substantial task of publishing Le Sueur's collected sacred
riusic was undertaken by the well-known printer Jacques Josfa Frey
(1781-1838) whose shop at 8 Place des Victoires had been a Parisian land-
mark since 1812. Apparently, Frey planned to publish the entire seven-
teen-volume edition, for the first twelve volumes to appear, those issued
while Le Sueur was still alive,-all bear his colophon and indic.;:-lte that he
was. the "Editeur des QOeuvres Religieuses de Mf Lesueur.”

In June of 1838, less than eight months after thg composer' s
death, Frey died, and all prior plans concerning the remainder of the
edition were set aside. Frey's stock of plates was published by Richault
on November 17, 1839, but the dead publisher' s successor did not issue
the five remaining volumes of the Le Sueur edition.1 Volumes 13-17 of the
set were published by several different groups of "€diteurs" and "marchands
de musique,” all of whom apparently worked under the direct supervision
of Madame Le Sueur.

Accordipg to information contained on their respective title pages,

these last five volumes were made available as follows: volume 13, ™Au

lDetailed and extremely valuable information concerning the pub-
lishers, the priorities of the respective firms, and the extent of their
activities, may be found in Cecil Hopkinson, A Dictionary of Parisian
Music Publishers 1700-1950, London: Printed for the author, 1954.
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Magasin de Musique de Beauvais, ... et chez la Veuve de 1'Auteur, ...";

volumes 14-16, "Aux Magasins de Musique de M. M. Lemoine, ... et

Sieber, ...ainsi que chez la Veuve de 1'Auteur, ..."; and volume 17,

"Aux Magasins de Musique de M. M. Blanchet, ... ét Lemoine, ++.."

A total of four imprimaturs are thus to be found in the seventeen volumes:
the first twelve carry that of Frey, while the final five bear those of the
fhree groups cited a.bove.l Below, a sample title page from each has been
included.

Oratorio de Debbora/a Grands Choeurs et & Grand Orchestre,/Composé
et Dédié/a Sa Majesté le Roi de Prusse,/par/Lesueur,/Surintendant
de la Musique du Roi, Chevalier des Ordres Royaux de St Michel et
de la/Légion d' Honneur, Membre de 1' Institut, Professeur de Compo-
sition a 1' Ecole Royale./avec Accompagnement de Piano ou Orgue,/
Par Alexandre Piccini./Chevalier de la Légion d' Honneur. /Année 1828,
prix 50 f./a Paris,/Au Magasin de Musique et Instrumens de J. Frey,
Artiste de L.Académie Royale, Place des Victoires, NQ 8./Editeur des
Oeuvres Religieuses de Mr Lesueur. /Propriété de 1' Auteur./

Cantate Religieuse/Suivie du Motet/Veni Sponsa [K/Iansueta, Veng
Coronaberis /Soli & Choeurs/Composée et Dédiée/a La Société Phil-
harmonique/de Londres./Par/Le Sueur/13¢ Livraison Prix 50 f./ Surin-
tendant de la Musique du Roi, Chevalier des Ordres de la Légion

d' honneur et de St Michel. /et de la maison grand Ducale de Hesse
Darmstadt, Membre de 1' Institut de France, professeur de haute/
Composition au Conservatoire, Membre de la Société Philharmonique
de Londres et d'autres sociétés Savantes/et musicales de 1' Europe
etc./Paris./Au Magasin de Musique de Beauvais, Rue St Thomas du
Louvre. N9 26 et chez la Veuve de 1'Auteur, Rue Neuve St Augustin.
N? 25 ot se/trouvent aussi ses Oeuvres Dramatiques, la Caverne,
Paul et Virginie, Télémaque, la Mort d'Adam etc./Propriété de

I' Auteur/Déposé 3 la Librairie/ /18387

1. ' .

The contents of all seventeen volumes, including a detailed break-
down by major works and individual movements within each such work, is
listed in Appendix 2.
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Deux Pseaumes/Premier Pseaume/Ad Templum et Credidi, Soli et
Choeurs . /Composés/Par/Le Sueur/14M€ Livraison Prix 50 f./Surin-
tendant de la Musique du Roi, Chevalier des Ordres de la Légion

d' honneur, de St Michel. /et de la Maison Grand Ducale de Hesse
Darmstadt, membre de 1' Institut de France, professeur/de haute
Composition au Conservatoire, membre de toutes les Sociétés Savantes
et musicales/de France et d' Europe et./Avec Accompagnement d' Orgue
par M. Proust./Paris./Aux Magasins de Musique de M. M. Lemoine,
Rue Vivienne N9 18 et Sieber, Rue des Filles St Thomas N© 21/ainsi
que chez la Veuve de 1'Auteur, Rue Neuve S' Augustine N2 25, ol se
trouvent aussi les Oeuvres/Dramatiques la Caverne, Télémaque, Paul
et Virginie, la Mort d'Adam etc./Propriété de 1' Auteur./Deposé a la
Librairie/ /18397

Recueil/de Morceaux sacrés/ 2 Domine Salvum 1 0 Salutaris/1 O
Filii 1 Stabat/avec Accompt d' Orgue/Composés/Par/Le Sueur/Sur-
intendant de la Musique du Roi, Membre de ' Institut de France,
Chevalier des Ordres de/la Légion d' honneur, de st Michel et de
celui de Louis de Hesse Darmstadt, Professeur de/haute Composition
au Conservatoire de Musique, Membre de plusieurs Sociétés Savantes
et/Musicales de France et d' Europe etc./17%™€ Livraison Prix 50 f./
a Paris./Aux Magasins de Musique de M. M. Blanchet, Rue Croix
des Petits Champs NQ 1l et Lemoine, Dramatiques de cet Auteur, la
Caverne, Télémaque, Paul et Virginie, la Mort d' Adam etc./ Propri-
été de 1' Auteur/Déposé & la Librairie/ (1841

With the designation "Veuve de 1'Auteur” so prominently displayed

on the title pages of volumes 13, 14, 15, and 16, the possibility that

Madame Le Sueur herself was the publisher of these works must be seri-

ously considered. Indeed, during the eighteenth century many French

composers “were given to having their works engrave at their own expense

and selling them at their homes thus becoming their own music publishers. ol

There is every reason to believe that such might well have been the case

with these final five volumes.

1
Hopkinson, A Dictionary of Parisian Music Publishers, p. ix.
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In 1853, the Parisian publishing house of Schonenberger issued a
collected edition of *"Musiqued' eglise parLe Sueur..“ Faithful to the
original edition, Schonenberger republished virtually all of Le Sueur's
sacred music in octavo keyboard-vocal scores. Thus, sixteen years
after the composer’; death, and twelve years a)fter the_final volume of
the original collected edition had appeared, Le Sueur's sapred music
was made available in a less costly form.

The appearance of Schonenberger' s edition provides ample reason
to speculate on several interesting points. Surely the demand for Le Sueur's
sacred music in 1853 could not have been so great that a publication of
this magnitude was warranted! What, then, motivated the publisher to
issue such an extensive edition?

While the answer to this question cannot be supplied with any
degree of certainty, several relevant facts are worth noting. When ti’le
edition was published, Madame Le Sueur was still actively engaged as
champion of her late husband's music; she persisted in this self-appointed
and determined crusade ﬁntil her death in 1861. Precisely what her con-
nection with the Schonenberger project might have been remains unknown,
but there can be no doubt that she was associated with it in some capacity.
A note which appears on several of the scores reads: "S'adresser pour

la grande partition et les orchestres de ces morceaux, chez Madame

veuve Le Sueur, rue Neuve-Saint-Augustin, N¢ 33, & Paris." Further-
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more, another Bonaparte ruled France in 1853, and Louis Napoleon might
well have looked with favor upon a project which honored the memory of
a composer who had served his illustrious uncle so faithfully. Indeed,
with a little prodding from Madame Le Sueur, he might have been the
motivating force behind the publication. While no documentary evidence
can be offered to substantiate any cause and effect relationship, the
possibility that all of these factors were in some way related must be
considered.

One interesting characteristic shared by the original edition of
Le Sueur' s sacred music and the collected set of vocal scores published
by Schonenberger, is the physical arrangement of the scores themselves.
The printers of both series adopted an engraved format which permitted
every section of each major work to appear on a separate fascicle. Thus,
every aria, ensemble, and chorus, of each Mass, oratorio, motet, or
psalm setting, became an independent publication. This method provided
for great commercial flexibility: the sections of any major work might be -
gathered to form a complete unit, and then offered for sale: or, each
fascicle, introduced by an appropriate title page, could be sold indepen-
dently.

This printing format can be readily observed in the Schonenberger

edition, for the publisher assigned an independent set of page numbers,

a separate price, and a different plate designation to each fascicle. It
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require's a careful physical examination of the volumes themselves, how-
ever, to demonstrate that the publishers of the original edition had pre-
viously conceived of an identical organization. Their edition, too, pre-
sented every section of each major work as an independent publication
contained on a separate fascicle, but the pagination ran consecutively,
no separate price was to be found on each fascicle, and each volume was
assigned only a single plate number. A list, in which the fascicle-by-
fascicle publication procedure has been reconstructed, is provided in
Appendix 2.

With the appearance of Schonenberger' s edition in 1853, it may
be said that the history of Le Sueur's sacred music comes to an end.
After the middle of the nineteenth century, none of his sacred compositions
occupied a position in any church repertoire. The new publication did
not succeed in stimulating renewed interest in his work, and the hoped
for additional performances were apparently not forthcominé.

Of all the music written by the composer during his long career,
only one opera and several oc‘casional compositions were to appear in

print again. In 1880, Théodore Salomé edited Ossian ou les Bardes for

inclusion in Théodore Michaelis' remarkable series, "Chefs d' oeuvre
de 1' Opéra Frangais;" it was published in keyboard-vocal format. For
a number of the centennial celebrations of the French Revolution held in

Paris during the final decade of the century, Constant Pierre edited,
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performed, and published several of Le Sueur' s Revolutionary composi-
tions. Since then, virtual silence has been the composer’' s lot. No
other music by Lé Sueur has been republished, and with the exception of
those references to the composer included inthe literature cited in
CHAPTER I, little attention of any sort has been paid him during the last

century.
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In the interest of avoiding unnecessary repetition, no entries for
Le Sueur' s sacred music have been included in this bibliography. All
pertinent bibliographical information relative to both the published and
unpublished sacred compositions of Le Sueur has been included in CHAP-
TER VI, Appendices 1, 2, and 3.

1. A chronologically arranged list of Le Sueur' s theoretical writings.
Le Sueur, Jean Francois. Essai de musique sacrée, ou musique

motivée et méthodique, pour la féte de Nogl, 3 la messe du
jour. Parig: Hérissant, 1787.

. Exposé d'une musigue, une, imitative et particuliére &
chaque solemnité: ou 1' on donne les principes généraux sur
lesquels on 1' établit, et le plan d'une musigue propre 3 la
fete de Noél. Essai par M. Le Sueur, Maitre de Chapelle
de 1'Eglise de Paris. Paris: Hérissant, 1787.

. Suite de 1' essai sur la musique sacrée et imitative, ou

1' on donne le plan d' une musique propre a la fete de Paque.
Par M. Le Sueur, Maltre de Chapelle de 1' Eglise de Paris.
Paris: Hérissant, 1787.

. Exposé d'une musique, une, imitative et propre a chaque
solemnité: ou l' on donne une dissertation sur ses effets, et
le plan d'une musique particuliére a la solemnité de la Pen-

tecOte. Suite de 1' essai par M. Le Sueur, Maltre de Chapelle
de 1'Eqglise de Paris. Paris: Hérissant, 1787.

. Exposé d'une musique, une, imitative, et particuliére &
chaque solemnité; ou 1' auteur, a la suite de ce qu'il a déja
publié 3 ce sujet, donne d ceux de ses éldves qui se desti-
nent & composer la musique de nos temples, les précepts
qu'il leur a cru nécessaires pour mettre le plus de poésie de
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peinture, et d' expression possible dans leurs ouvrages. Il
v donne aussi le plan d' une musique propre a la fete de 1' As-

somption. Suite de 1' essai par M. Le Sueur, Maltre de Cha-
pelle de 1' Eglise de Paris. Parig: Hérissant, 1787.

. Exposé détaillé d'une musique, une, imitative, et particu-

lidre & chaque solemnité. Paris: Hérissant, 1787.
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wrote for Christmas, Easter, Pentecost, and the Assumption
respectively, were subsequently collected and published in
one volume under this title.
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du Conservatoire, pour servir a 1' étude dans cet établisse-
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Cherubini, Gossec, Langlé, Lesueur, Méhul, Rigel, Mar-
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Membre et 1' un des Inspecteurs de 1' enseignement du Con-
servatoire de Musique (ci-devant Mattre de Chapelle de 1* an-
cienne Métropole de Paris): pour etre distribuée aux autori-
t_é__s_.:l Paris: Baudouin, Brumaire an X [October-November,
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Chapter deliberations, pay records, notifications of appointments

and promotions, personal correspondence, autobiographical sketches,
biographies of Le Sueur written by contemporaries, and a substantial
amount of musical material in manuscript form - some of it catalogued,
a good bit of it not - have been of vital importance to this study.
While complete bibliographical information is provided for each docu-
ment and manuscript when cited, the following archival sources have
been singled out for special recognition. They have provided the
greatest number of riches.

Abbeville: Bibliothéque Municipale.
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Amiens: Bibliothéque Municipale.
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Anonymous. Dessert des plats de son métier que M. 1'Abbé L * * *
a fait servir 3 son E. Monseigneur l' archevéque de Paris a
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boutades, et critiques. Paris: Michel-Lévy Fréres, 1862.

. Les grotesques de la musique. Paris:. A Bourdilliat, 1859.

Mémoires de Hector Berlioz; comprenant ses voyages en
Italie en Allemagne, en Russie et en Angleterre 1803-1865.
2 Vols., Paris: Calmann-Lévy, 1865.

Memoirs of Hector Berlioz from 1803 to 1865 comprising
hig travels in Germany, Italy, Russia, and England. Trans-
lated by Rachel {Scott Russel) Holmes and Eleanor Holmes.
Annotated, and the translation revised, by Ernest Newman.
New York: Tudor Publishing Co., [-1948]

Les musiciens et la musique. Paris: Calmann-Lévy, 1867.

Les soirées de 1' orchestre. Paris: Calmann-Lévy, 1852.

Evenings with the Orchestra. Translated and edited with
an introduction and notes by Jacques Barzun at the request of
the Berlioz Society. New York: Alfred A. Knopf, 1956.

Boisselot, Xavier. "Notice sur Jean Francois Le Sueur,” La France
Musicale, XVII, (April 26, 1840), pp. 171-172.

Castil-Blaze [Blaze7 Francois Henri Ioseph] . L'Académie impériale
de musique; histoire littéraire, musicale, choréographique,
pittoresque, morale, critique, facétieuse, politique et galante

de ce Théatre de 1645 & 1855. Paris: Castil-Blaze, 1855.

Chapelle-musique des rois de France. Paris: Paulin, 1832.

Chorley, Henry F. Music and Manners in France and Germany. A
Series of travelling Sketches of Art and Society. 3 Vol.,
London: “Longman, Brown, Green, and Longmans, 1844.

Choron, Alexandre, and Fayolle, Frangois Joseph Marie. Diction-
naire historique des musiciens, artistes, et amateurs, morts
ou vivans. 2 Vol., Paris; Valade et Lenormant, 1810-1811.

Ducancel, Charles Pierre. Mémoire pour J. F. Lesueur, 1'un des
inspecteurs de 1l' enseignement au Conservatoire de musique,




249

au conseiller d' état chargé de la direction et de la surveil-
lance de 1' instruction publique; en réponse 3 la partie d' un
prétendu "Recueil de piéces [ 3 opposer 3 divers libelles
dirigés contre le Conservatoire de Musique] * imprimé soi-
disant au nom du Conservatoire, et aux calomnies dirigées
contre le citoyen Lesueur par le citoyen Sarrette, directeur
de cet établissement, et autres, ses adhérents: contenant
en outre quelques vues d' améliorations et d' affermigssement
dont le Conservatoire parait susceptible. Par le citoyen

C. P. Ducancel, défenseur officiel et ami de Lesueur. Paris:
Goujon fils, Vendémiaire an XI [[ September-October, 1802] .

Fétis, Francois Joseph. Biographie universelle des musiciens et
bibliographie générale de la musique. Paris: Firmin-Didot,
1833-1844.

Madelaine[e:, St?phen de la. Jean-Francois le Sueur. Paris: C. Bajat,
1844 | .

. "Notice historique de Le Sueur, " Fastes Artistiques, 1844.

. "Notice historique sur la vie et les ouvrages de J. Fr. Le
Sueur," Notabilités Contemporaines, 1844.

Pongerville. "Jean Francois Lesueur," Biographie des hommes célé-
bres des savans des arti stes et des littérateurs du Départe-~
ment de la Somme. Amiens: Marchart, 1837.

Raoul-Rochette, Désiré. "Notice historique sur la vie et les ouvrages
de M. Lesueur, lue a 1' Académie Royale des Beaux-Arts,"
La France Musicale, LVIII (October 13, 1839), pp. 538-542.

Institut Royal de France. Séance publique de l' Académie
Rovale des Beaux-Arts du samedi 5 octobre 1839, "Notice
historigque sur la vie et les ouvrages de M. Lesueur, " Paris:
Didot, 1840.

Tiron, Abbé. "La vérité sur Le Sueur, ou Lettre & M. Raoul-Rochette
au sujet de la Notice qu'il a lue a 1' Institut, en octobre 1839
sur ce célébre compositeur, par un de ses anciens compag-
nons d' enfance," La France Musicale, XVI (April 19, 1840),
pp. 157~161.




250

Souvenirs d' un vieux Picard. Amiens: Leonél-Herouart,
1864.

Le Sueuriana: the basic modern literature devoted to the composer.

Barzun, Jacques. Berlioz and the Romantic Century. Boston: Little,
Brown and Company, 1950.

Boschot, Adolphe. La jeunesse d'un romantique, Hector Berlioz
1803-1831 d' aprés de nombreux documents inédits avec trois
portraits. Paris: Plon-Nourrit, 1906.

Un romantique sous Louis~-Philippe, Hector Berlioz 1831-
1842 d* aprés de nombreux documents inédits avec portraits.
Paris: Plon-Nourrit, 1908.

La crépuscule d'un romantique, Hector Berlioz 1842-1869
d' aprés de nombreux documents inédits. Paris: Plon-Nourrit,
1912.

Brenet, Michel [Bobillier, Marie] . Concerts en France au XVIII(.a
siécle. Paris: Fischbacher, 1900.

"Jean-Francois Le Sueur," La grande encyclopédie inven-
taire raisonné des sciences, des lettres et des arts par une
sociéte de savants et de gens de lettres. Vol. XXII, pp. 105-
106, Paris: Anonyme de la Grande Encyclopédie.

Buschkotter, Wilhelm. Jean Francois Le Sueur, eine Biographie.
Leipzig: Breitkopf & Hartel, 1912,

"Jean Francois Le Sueur, eine Biographie," Sammelbande
der internationalen Musik-Gesellschaft, 1912-1913, pp. 58-
154,

The two Buschkotter works are identical. They were
both printed from the same plates.

Carse, Adam. The Orchestra from Beethoven to Berlioz: a History of
the Orchestra in the first half of the 19th-Century, and of the
Development of Orchestral Baton-Conducting. Cambridge:
W. Heffer & Sons Ltd., 1948.




251

The Orchestra in the XVIIIth Century. Cambridge: W. Hef-
fer & Sons Ltd., 1940.

Chartier, Abbé Francois-Léon. L'Ancien chapitre de N. D. de Paris
et sa maltrise, d' aprés les documents capitulaires (1326-
1790) avec un appendice musicale comprenant plusieurs frag-
ments d' oeuvres des anciens malires de chapelle. Paris:
Perrin, 1897.

Chouquet, Gustave. Histolire de la musique dramatique en France
depuis ses origines jusgu'a nos jours. Paris: Firmin Didot
Fréres, Fils et CI&, 1873,

Chouquet, Gustave, added to by Loewenberg, Alfred. "Jean Fran-
cois Lesueur,” Grove's Dictionary of Music and Musicians,
5th edition, edited by Eric Blom, New York: St. Martin's
Press Inc., 1955.

Clément, Félix. Les musiciens célébres depuis le seiziéme siécle
jusqu' @ nos jours. Paris: Hachette, 1868.

Clément, Félix and Larousse, Pierre. Dictionnaire des opéras (dic-
tionnaire lyrigue) contenant 1' analyse et la nomenclature de
" tous les opéras, opéras-comique, opérettes et drames lyri-
qués représentés en France et d 1' étranger depuis 1’ origine
de ces genres d' ouvrages jusqu'd nos jours. Revised edi-
tion by Arthur Pougin, Paris: Larousse, [1905]

Dandelot, Arthur. La société des concerts du Conservatoire de 1828
a 1897. 5th edition, Paris: G. Harvard fils, 1898,

Demuth, Norman. French Opera: Its Development to the Revolution.
Sussex: The Artemis Press, 1963. '

Fouque, Octave. "Un précurseur d' Hector Berlioz, J.-F. Lesueur,"
Les révolutionnaires de la musique: Lesueur - Berlioz -
Beethoven - Richard Wagner - la Musique Russe. Paris:
Calmann Lévy, 1882, pp. 1-183.

Galli, Filippo. "Giovanni Francesco Le Sueur,” Rivista Musicale
Italiana, Vol. XLI (1937), pp. 31-34.




252

Gershoy, Leo. The TFrench Revolution and Napoleon. New York:
Appleton-Century-Crofts Inc., 1933.

Hargrave, Mary. "Jean Francois Le Sueur," The Earlier French
Musicians (1632-1834). London: Kegan, Paul, Trench,
Trubner & Co., Ltd., 1917, pp. 68-74.

Hopkinson, Cecil. A Dictionary of Parisian Music Publishers 1700-
1950. London: Printed for the author, 1954.

Jullien, Adolphe. La cour et 1 opéra sous Louis XVI. Paris: Didier
et C'® , 1878,

Lajarte, Théodore de. Bibliothéque musicale du Thé3tre de 1' Opéra,
catalogue historigque, chronologique, anecdotique, publié
sous les auspices du Ministere de 1l' Instruction Publique et
des Beaux-Arts. Rédigé par Théodore de Lajarte, biblioth&-
caire attaché aux archives de !’ Opéra avec portraits gravés
a 1' eau-forte par Le Rat. 2 Vol., Paris: Librairie des Bibli-
ophiles, 1878.

Lamy, Felix. Jean Francois Le Sueur, 1760-1837: essai de contri-
bution a 1' histoire de la musique francaise. Paris: Fisch-
bacher, 1912.

Landormy, Paul. La musique francaise de la Marseillaise & la mort
de Berlioz. 3rd edition, Paris: Gallimard, 1944.

"Jean-Francois Lesueur,” Grand dictionnaire universel [Larousse:]
du XIX® siécle francais, historigue, géographigue, mytholo-
gique, bibliographique, littéraire, artistique, scientifique,
etc. Vol. X, p. 413, Pans: Administration du Grand Dic-
tionnaire Universel, 1873.

"Jean-Francois Lesueur," Larousse du xx° siécle, edited by Paul
Augé. Vol. IV, Paris: Larousse, 193l.

Lassabathie, Théodore. Histoire du Conservatoire Impériale de Mu-
sique et de Déclamation, suivie de documents recueillis.
Paris: Michel Levy Fréres, 1860..




253 -

Leo, Sophie Augustine. "“Musical Life in Paris (1817-1848), a Chap-
ter from the Memoirs of Sophie Augustine Leo," translated
by W. Oliver Strunk, The Musical Quarterly, Vol. XVII (1931),
pp. 259-271; 389-403.

Leroy, Abbé. Employés du choeur et officiers de la Cathédrale
d' Amiens. Montdidier: ‘J. Bellin, 1911.

. Loewenberg, Alfred. Annals of Opera. Compiled from the Original
Sources by Alfred Loewenberg with an Introduction by Edward
J. Dent. Second edition, Geneva: Societas Bibliographica,
1955,

Macqueron, M. Henri. Bibliographie du Département de la Somme.
Amiens: Yvert et Tellier, 1907.

Masson, Frédéric. Napoléon chez lui, Paris: Pllendorff, 1901

Meuret, Abbé Joseph. Le chapitre de Notre Dame de Paris en 1790.
Paris: A. Picard et fils, 1904.

Nef, Karl. "Die Passionsoratorien Jean-Francois Lesueurs, "
Mélanges de musicologies offerts & M. Lionel de la Lauren-
cie. Paris: Société Francaise de Musicologie, 1933.

Niecks, Frederick. Programme Music in the Last Four Centuries.
A Contribution to the History of Musical Expression. Lon-
" don: Novello and Company, Ltd., 1906.

Petit, L. Notice historique sur Le Sueur, Jean Francois. Abbe-
ville: C. Paillart, 1883. ©

Pierre, Constant. B. Sarrette, et les origines du Conservatoire
National de Musique et de Déclamation. Paris: Delalain
Fréres, 1895.

Le Conservatoire national de musique et de déclamation.
Documents historigues et administratifs, recueillis et re-
constitués. Paris: Imprimerie Nationale, 1900.

Les hymnes et chansons de la Révolution; apergu général
et catalogue avec notices historiques, analytiques et biblio-
graphique par Constant Pierre. Paris: Imprimerie National,
1904,




254

Le magasin de musique 3 1' usage des fétes nationales et
du Conservatoire. Paris: Fischbacher, 1895.

Musique des fétes et cérémonies de la révolution fran-
caise; oeuvres de Gossec, Cherubini, Lesueur, Méhul,
Catel etc. ,recueillies et transcrites par Constant Pierre.
Paris: Imprimerie Nationale, 1899.

Musique exécutée aux fétes nationales de la révolution
frangaise. (Chant, choeurs et orchestre) recueillie et mise
en partition d' aprés les parties originales manuscrites ou
g_x;avées et accompagnée de notices historiques par Constant
Pierre, Paris: Alphonse Leduc, [1893-1894] .

Notes inédites sur la musique de la Chapelle Royale.
Paris: Schola Cantorum, 1899.

Sur quelques hymnes et faits de la Révolution, réponse
a M. J. Tiersot par Constant Pierre, Commis Principal au
Secrétariat du Conservatoire National de Musique, Officier

de !' instruction publique. Extrait du Ménestrel du 28 aolit ay
25 septembre 1898. Paris: Chaix, 1898.

B
Prod' homme, Jacques Gabriel. "Napoleon, Music and Musicians,"
The Musical Quarterly, Vol. VII #4 (October, 1921), pp. 579-
605.

Prod' homme, Jacques Gabriel and Crauzat, E. de. Les Menus
Plaisirs du roi 1' Ecole Royale et le Conservatoire de Musique
d' aprés les documents de 1' époque. Paris: Delagrave, 1929.

Servieres, Georges. "La Chapelle Royale sous la Restauration,"
Episodes d' histoire musicale. Paris: Fischbacher, 1914,
pp. 103-146.

"Les oratorios de J. F. Le Sueur," La Tribune de Saint-
Gervais, XI (1905) #2, pp. 43-55; #3, pp. 78-87; #'s 4-5,
pp. 109-117.

Subsequently published in Episodes d'histoire musicale,

1914.



2585

"Les oratorios de J. F. Le Sueur," Episodes d'histoire
" musicale. Paris: Fischbacher, 1914, pp. 23-101.
Originally published as a series of articles in La Tri-
bune de Saint-Gervais, 1905.

Sorel, Albert. L'Europe et la révolution frangaise. 8 Vol., Paris:

E. Plon, Nourrit et CIF , 1885-1904.

Tiersot, Julien. Les fétes et les chants de la révolution francaise.
Paris: Hachette, 1908. <

Letires de musiciens écrites en frangais du XV° au xx°
siécle. 2 Vols., Turin: Bocca Fréres, 1924.
The section of this work devoted to letters of Le Sueur
is found in Vol. I, pp. 323-362.




THE SACRED MUSIC OF JEAN FRANCOIS LE SUEUR:

A MUSICAL AND BIOGRAPHICAL SOURCE STUDY

Appendices

by

Martin Merker Herman

A dissertation submitted in partial fulfillment
of the requirements for the degree of
Doctor of Philosophy in the
University of Michigan

Doctoral Committee:

Professor Louise E. Cuyler, Chairman
Assistant Professor Albert Cohen
Professor Robert Courte

Professor John H. Lowell

Assistant Professor Guy R. Mermier



FOREWORD

A major problem confronted by anyone who attempts to study the
sacred music of Le Sueur is the general unavailability of the seventeen-
volume collected edition devoted to the composer' s sacred repertory.
While 1solated volumes are to be found in many libraries, to the best
of my knowledge, the complete series is preserved only in Paris and
Brussels. Since the findings presented in CHAPTER V depend upon a
comparison of manuscript material with their published equivalents, the
lack of available publications serves as a serious handicap.

Collectively, Appendices 2, 3, and 4 represent an attempt to
provide the reader with at least a general outline of each work contained
in the published set. Ideally, CHAPTER V should be read with the seven-
teen-volumes in hand. In lieu of this, however, Appendices 2, 3, and 4

will serve as an inadequate but valuable substitute.
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APPENDIX 1

EXTANT MANUSCRIPT SOURCES RELATED

TO THE REPERTORY OF THE CHAPELLE IMPERIALE-ROYALE

The following group of manuscript sources provided the vital
documentation employed in clarifying the repertory composed by
Le Sueur for use in the Chapelle Impériale and the Chapelle Royale
following the Restoration. For presentation here, these sources have
been organized into two groups: the flrét lists the Messes, while the

second is devoted to the Morceaux séparés. In both, the relevant

manuscript material has been arranged under the following headings:
1. Thematic catalogue entries; 2. List of orchestral scores; 3. List
of choral scores; 4. .List of parts. Under the heading "List of parts,"
the figure enclosed in parenthesis following each entry indicates the

number of copies which has survived.



Messes

1. Thematic catalogue entries (Messes de M: Le Sueur 1-29):

Etat/de/la Bibliothéque/de la Musique/du Roi/le.r Volume./
Paris: Bibliothéque de l' Opéra, Rés. 9191-2, pages 45-74.

2. Full orchestral scores (Messes de M. Le Sueur 1-26);

ere
1. Messe,

N? 1/Cantate Religieuse/pendant la Messe/de M. Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A.877, 146 pages.

e
2. Messe,

N° 2/Kirie, Gloria et Credo/Messe/de M Le Sueur/—
Florence: Biblioteca del Conservatorio d1 Musica,
Firenze, A. 878, 179 pages.

e
3. Messe,

N° 3/Motet/pendant la Messe/de M' Le Sueur/
_ Florence: Biblioteca del Conservatorio di Musica,
- Firenze, A. 879, 164 pages.

e
4. Messe,

N° 4/Kirie et Gloria/Messe/de M. Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 880, 149 pages.

5? Messe,
N° 5/Priéres/pendant la Messe/de M- Le Sueur/

Florence: Biblioteca del Conservatorio,di Musica,
Firenze, A. 881, 154 pages.

1Breaks off incomplete at page 154.



e
6. Messe,

N° 6/Kirte et Credo/Messe/de M’ Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 882, 142 pages.

e
7. Messe,

N° 7/Scéne Religieuse/a grands choeurs/pendant la Messe/
r
de M. Le Sueur/

Florence: Bilioteca del Conservatorio di Musica,
Firenze, A. 883, 100 pages.

e
8. Messe,

N° 8/Credo et Mottet/Messe/de M. Le Sueur/
Florence: Biblioteca del Conservatorio di1 Musica,
Firenze, A. 884, 139 pages.

e
9. Messe,

N° 9/Kirie, Credo et Mottet/de M. Le Sueur/
Florence; Biblioteca del Conservatorio di1 Musica,
Firenze, A. 885, 164 pages.

10‘.a Messe,

N° 10/Mottet/a grand choeur/pendant la Messe/de M. Le
Sueur/
Florence: Biblioteca del Conservatorio d1 Musica,
Firenze, A. 886, 134 pages.

11? Messe,

N° 11/Kirie et Gloria/Messe/de M. Le Sueur/
Florence: Biblioteca del Conservatorio di1 Musica,
Firenze, A. 887, 108 pages.

Kyrie/Messe N° ll/M{ Le Sueur/l
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

1Opening "Kyrie" only: " cf. 23° Morceau séparé.




12(.e Messe,

N° 12/Pseaume/3 grand choeur/pendant la Messe/de M. Le
Sueur/ _
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 888, 144 pages.

13 Messe, E},Sremiére Te Deum Breve] ,

N°® 13/ Te Deum/de M. Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 889, 122 pages.

e .. .
14, Messe, Premiere messe temporaire,

N° 14/Messe/Cantate Religieuse pour la Caréme/de M’ Le
Sueur/
Florence: Biblioteca del Conservatorio di1 Musica,
Firenze, A. 890, 95 pages.
le{e Messe Temporaire/Stances Religieuses/Oratoire/
N® 14/Ml: Le Sueur/!
Paris: Bibliothéque du Conservatoire de Musique,
uncatalogued manuscripts.

e . .
15. Messe, Deuxieme messe temporaire,

N 15/Messe/a grands choeurs en Litanies/(dans le style
de 1' antiquité)/de M. Le Sueur/
Florence: Biblioteca del Conservatorio d1 Musica,
Firenze, A. 891, 166 pages.

16(.3 Messe,
N° 16/Messe avant la Chasse/Kirie et Motet/de M. Le
Sueur/

Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 892, 140 pages.

1Openirxg chorus, "Introibo," only.



Elevation/N? 16/Messe/Musique-de M’ Le Sueur/l
Paris; Bibliothéque du Conservatoire de Musique,
uncatalogued manuscripts.

17e. Messe, Rachel,

N° 17/Messe/(Rachel)/de M" Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 893, 144 pages.

e .~
18. Messe, Deuxieme Te Deum Breve,
”

N° 18/Messe en Te Deum/de M- Le Sueur/
Florence: Biblioteca del Conservatorio di1 Musica,
Firenze, A. 894, unpaginated.

19(.a Messe, Rutto et Booz (Premiére Partie),

N° lQ/Messe/(Noemi)Z/de Mr, Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 895, 166 pages.

20° Messe, Rutto et Booz (Deuxiéme Partie),

N° 20/Messe/(Ruth et Booz)/de M’ Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 896, 218 pages.

21? Messe,

N° 21/Messe/(Motet en trois parties)/pendant la Messe/
de M. Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 897, 14l pages.

22%3 Messe, Debbora,

N° 22/Messe/(Debbora)/de M- Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 898, 264 pages.

1"Elevation" only: cf. 21 Morceau sépare.

2 .
The parenthesis and the word "Noemi” were added ina later hand.



23.e Messe, Te Deum,

N° 23/Messe/(Te Deum)/de M Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 899, 162 pages.

1
Vivat Rex/MI: Le Sueur/
Paris: Bibliothéque du Conservatoire de Musique,
uncatalogued manuscripts.

24.e Messe, Messe de Noel,2

N° 25/Mess.é propre aux fetes de Noel/de M- Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 901, 460 pages.

25? Messe, Epithalame Religleuse,Z

N° 24/Messe/de M' Le Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 900, 99 pages.

26? Messe,3

N° 26/Messe/Cantate funébre/a grands choeurs/de M. Le
Sueur/
Florence: Biblioteca del Conservatorio di Musica,
Firenze, A. 902, 220 pages.

1
Concluding section, "Vivat Rex," 23.e Messe: cf. 9? Morceau
séparé.

2The numbering followed by the Florence manuscripts, with re-
spect to the 24° Messe and the 25° Messe only, is the reverse of that
found in the thematic catalogue, "Etat de la Bibliothéque de la Musique
du Roi," Paris: Bibliothéque de 1’ Opéra, Rés. 9191-2, Vol. I, pages 68-
70. The numbering adopted here corresponds to that of the thematic
catalogue. As a result, the corresponding numbers of the Florence
manuscripts are reversed.

3
The final three compositions listed in:the thematic catalogue,
Oratorios A, B, C, du Sacre, are not included in the collection of manu-
script scores found in Florence.
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3. Choral scores:

14? Messe,1

Partition de choeurs/N 14/Orat01re/pour/la Chapelle Im-
périale/Musique/de M. Lesueur/

Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

Parts (Messes de M. Le Sueur):

Messes 1-19 (Dessus récitant, part book)

Répertoire/des Messes de M Lesueur/Directeur de la
Musi

elque/de sa Majesté 1' Empereur/et Roi/Dessus récitant
M.~ Hymn/

Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts.

Messes 1, 3-7, 9-10, 12, 14-17, 19-20 (1 Dessus, part book)

Répertoire/des Messes de M Lesueur/Dlrecteur de la
Musique/de sa Majesté 1' Empereur/et R01/1 Dessus/
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

ll? Messe, 2

a. orchestra: clarinet II (1), bassoon II (1), basso (1)

b. chorus:

soprano II (1), tenor I (2) -
Paris:

Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

14. Messe, Premiére messe temporaire,

a. orchestra: clarinet I and II (1), badsoon I and II (1),
violin I (4), violin II (4), viola (2), basso (5)

Opening chorus, "Introibo," only.

For addit ional orchestral and choral parts of the opening
"Kyrie" only, see:

"Parts,"” 23 Morceau separe
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b. chorus: soprano I (17), soprano II (9), tenolrI (6),
tenor II (5), bass I (9), bass II (6),
Paris: Bibliothéque du Conservatoire de Musique, un-
cataloged manuscripts.

16? Messe,2
a. orchestra: cello and bass (1)
b. chorus: none
Paris: Bibliothéque du Conservatoire de Musique, un-

: catalogued manuscripts.

23.e Messe 3

27.e Messe, Oratorio A du Sacre,

a. orchestra: viola (1)
b. chorus: soprano I (1)

Morceaux sépares

1. Thematic catalogue entries (Morceaux séparés de M. Le Sueur
1-29):

Etat/de/la Biblioth -que/de la Musique/du Roi/ 1°7 volume. /
Paris: Bibl-Othéque de 1' Opéra, Rés. 9191-2, pages 131-
138

2. Full orchestral scores (Morceaux sépares de M. Le Sueur 1-4,
6, 8-9, 11, 19-21, 23-24)

. 1The choral parts are all for the opening chorus, :Introibo,"
only, but the orchestral parts are for the entire 14. Messe.

21-‘01' additional é)rchestral and choral parts of the "Elevation"
only, see: "“Parts,™ 21. Morceau séparé.

3
For orchestral and choral parts of the concluding movement,
"Vivat Rex," see: "Parts,"™ 9. Morceau séparé.
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1er'e Morceau,
Laudate Dominum/Pour le 14 Octobre 1807/a Fontainebleau/
in modo antiquo ed a capella/avec orgue./

Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts, 12 pages.

e
2. Morceau,
Bénédiction/Pour la Cérémonie de la f&éte de 1' Empereur/
(2 copies)
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts, 6 pages.

e
3, Morceau,

Laudamus/ (2 copies)
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts, 8 pages.

e
4. Morceau,

Tantum ergo/Choeur hymnique en chant plein./
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts, 16 pages.

e
6. Morceau,

Partition/O Filii/Chapelle/du/Roi, M- Le Sueur./
Paris: Bibliothéque du Conservatoire de Musique,
L. 2985.

e
8. Morceau,

Domine Salvum etcetera/pl: MM Albert et Nourrit/ (en Duo
et Choeur)/Priére pour le Roi [Empereur is crossed out and
replaced] /Musique/de M. Lesueur/
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts, 48 pages.
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e
9. Morceau,

Vivat Rex/M{ Le Sueur/
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts,16 pages.

ll.e Morceau,

Marche religieuse et guerridre, avec le choeur gﬁnﬁml/
dglgeuple: pour 1' anniversaire du 3 Mai, a la Chapelle

R .~ /Le Sueur/
Paris: Bibliothéque de 1' Opéra, Res. 161, 2l pages.

19? Morceau,

Simphonie funébre/Début de Messe des Morts/Musique

de M. Lesueur/
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts, 26 pages.

2 O? Morceau,

t «
Oratorio bref./Offertoire pour la Messe du S. Esprit./a
executer aussi; au commencement et a la fin de la céré-

monie./Chant populaire de Déliverance./
Paris: Bibliothéque du Conservatoire de Musique,

MS 12269, 32 pages.

21(:3 Morceau,

Elevati.on/Nc.J 16/Messe/Musique de M. Le Sueur./
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts.

23? Morceau,

Kyrie/Messe N° ll/M{ Le Sueur./ .
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts.
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24? Morceau,

Musique/Du/Baptéme./Canticum/cum choris duplicibus,/
pro Baptismo Regii filii/paroles tiréesAdes hymnes pour/ le
Roi; de la Bible; et des psaumes./
Paris: Bibliothéque du Conservatoire de Musique,
MS 12265, 90 pages.

Choral score:

2 O? Morceau,

Offertoire/pour la messe du S‘f Esprit/Musique de M. Le
Sueur/ Partition de chant./
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

Parts (Morceaux séparés de M- Le Sueur, 1-4, 6-9, 19, 21, 23)

ere
1. Morceau,

a. orchestra: flute (1), bassoon (1), violin I (2), violin II
(2), viola (1), basso (3)

b. chorus: soprano I (3), soprano II (3), tenor (2), bass (3)
Paris: Bibliothéque du Conservatoire de Musique, un-

catalogued manuscripts.

e
2. Morceau,

a. orchestra: flute (2), oboe (2), clarinet (2), bassoon (2),
violin I (6), violin II (6), viola (4), basso (8)

b. chorus: soprano I (8), soprano II (8), tenor (8), bass I
(6), bass II (6)
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

e
3. Morceau,

a. orchestra: flute (2), oboe (2), clarinet (2), bassoon (2),
hornI(2), homn II(2), violinI(6), violinII (6),
viola (4), basso (8)
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b. chorus: soprano I (19), soprano II (11), tenor I (5),
tenor II (3), bass I (7), bass II (7)
Paris; Bibliothéque du Conservatoire de Musique, un=
catalogued manuscripts.

e
4. Morceau,

a. orchestra: clarinet I and II (1), horn I (1), horn II (1),
violin I (7), violin II (6), viola (4), basso (1)

b. chorus: soprano I (15), soprano II (18), tenor I (7),
tenor II (8), bass I (6), bass II (6),
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

e
6. Morceau,

a. orchestra: flute (1), clarinet I and II (2), bassoon (2),
harp II (1), violin I (4), violin II (4), viola (2),
basso (6, with differentiated cello and bass
parts specifically indicated)

b. chorus: soprano (4), alto (6), tenor (8), bass (7)
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

e
7. Morceau,

chorus: soprano I (1)
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

e
8. Morceau,

a. orchestra: flute (1), oboe I and II (1), clarinet I and II
(2), bassoons I and II (1), bassoons III and IV
(1) horm I and II (1), violin I {4), violin II (4),
viola I and II (3), basso (4, with differentiated
solo cello and bass parts specifically indicated)

b. soloists: soprano {l), tenor (1)



¢. chorus:

Paris:

- e
9. Morceau,

16

soprano I and II (19), tenor I and II (12), bass I
and II (10)

Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

a. orchestra: flute I and II (2), oboe I and II (2), clarinet I

b. chorus:

Paris:

19(.e Morceau,

and II (3), clarinet III and IV (3), bassoon I and
I1(3), bassoon III and IV (3), horn I and II (2),
trumpet I and II (1), timpani (1), violin I (9), vio-
lin II (9), viola I and II (6), basso (14)

soprano I (30), soprano II (22), tenor I and II
(35), bass I and II {31)

Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

a. orchestra: flute I and II (1), clarinet I and II (2), bas-

b. chorus:

Paris:

21? Morceau,

soon I and II (2), horn I, IT and III (2), trumpet
(1), alto trombone (1), tenor trombone (1), bass
trombone (1), bass drum (1), timpani (1), violin I
(8), violin II (8), viola I and II (5), celloI and IT
with bass (10)

soprano I (37), soprano I (9), alto (15), tenor
(18), bass (27)

Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.

a. orchestra: violin I (12), violin II (12), viola I and II (5),

b. chorus:

Paris:

cello and bass (14)

soprano I and II (52), tenor I (15), tenor II (14),
bass I (14), bass II (17)
Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.
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23(.e Morceau,

a. orchestra: clarinet I (1), clarinet II (1), bassoon I (1),
bassoon II (1), horn II (2), ophecleide (1),
violin I (8), violin II (8), viola I and II (4),
cello with bass (11)

b. chorus: soprano I (38), soprano II {(30), tenor I (15),
tenor II (15), bass I (17), bass II (14).
Paris: Bibliothéque du Conservatoire de Musique, un-
catalogued manuscripts.



APPENDIX 2

THE SEVENTEEN-VOLUME COLLECTED EDITION OF SACRED MUSIC

The seventeen consecutively numbered volumes which were
published as the collected edition of Le Sueur's sacred music are here
outlined in chronologicai order. Since these works were all issued in
fascicle and volume format, this catalogue-like ordering of the total
contents provides an opportunity to study the internal organization of
fascicles and volumes individually or collectively. The appropriate
number designation is supplied for each fascicle and volume, and the

major textual incipits are indicated.
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Volume

Vol. 1

Vol. 2

Vol. 3

edition.

Fascicle

Fas. 1
Fas. 2

Fas. 3

Fas. 4
Fas. 5

Fas. 6

Fas. 7

Fas. 8

Fas. 9

Fas. 10

Fas. 11

Fas. 12

19

Title
Premiére messe solennelle

1. erie:1 Chorus, "Kyrie eleison™

2. Gloria: Duo, "Gloria 1n excelsis
Deo”

3. Gloria: (Cont.) Dud with chorus,
"Qui sedes ad dexteram”

4. Credo: Solo with chorus and chorus-
es (5), "Credo in unum Deum”
etc.

Offertory: Chorus, "Quis enarrabit”

6. Sanctus: Chorus, "Sanctus, Sanc-

tus, Sanctus”

7. O Salutaris: Air with chorus,

"O salutaris hostia”
8. Agnus Dei: Chorus, "Agnus Dei”

(4]

Debbora

1. Chorus, "Canticum Debbora cante-
mus*®

2. Air with chorus, "Dux descendit de
monte Thabor”

3. Introduction (chorus),trio with chorus
and chorus, "Ante pedes nostros”
- "Sic pereant inimici tui® -
"Suffocatus exercitus eorum”

4. Air with chorus, “Surge Debbora,
frequenta canticum”

5. Finale: Quartet and quartet with
chorus, "Surge Israel, surge il-
luminare” - "Super te orta est”

Trois Te Deum

Premiere Te Deum

1. Chorus (Introduction-fugue), "Te
Deum laudamus*®

4

1All underlined headings are presented exactly as they appearin the



Volume Fascicle

Fas. 13

Fas. 14

Fas. 15
Fas. 16
Fas. 17

Fas. 18

Fas. 19

Fas. 14

Vol. 4

Fas. 20

20

Title

2. Air with chorus, "Te gloriosus
Apostolorum"”

3. Tinal: Chorus, "Fiat misericordia
tua Domine super nos"”

Deuxiéme Te Deum

1. Double chorus, "Te Deum laudamus®

2. Air, "Per singulos dies"

3. Chorus (Introduction, fugue, and
Vivat), "Fiat misericordia tua
Domine super nos" - " In te
Domine speravi® - "Vivat rex,
vivat in aeternum"”

Troisiéme Te Deum

1. Trio and chorus, “Te Deum laudamus”
- "Tu devicto mortis aculeo”

2. Air, "Te ergo quaesumus”

3. Chorus, "Patrem immensae majesta-
tis"

4. Final: Chorus, "Fiat misericordia

tua Domine super nos"

Deux oratorios de la Passion

Premier oratorio de la Passion

1. Introduction (chorus) and soli with
choruses (3), "Threni id est la-
mentationes" -~ "Quomodo sedet
sola” etc.

1 .
The Final of the Troisieme Te Deum, is identical with the Fi-
nal of the Premiére Te Deum. In the original publication, the same

plates, with two different sets of numbers, corresponding to the appro-
priate pagination in each Te Deum were used in printing both finales.
As a result, fascicle 14 serves for both.



Volume
Vol. 5
Vol. 6

Fascicle

Fas. 21
Fas. 22

Fas. 23
Fas. 24

Fas. 25

Fas. 26

Fas. 27
Fas. 28

Fas. 29

Fas. 30
Fas. 31

Fas. 32

Fas. 33

Fas. 34

21

2. Duo, "O spes salutis omnium"

3. Introduction (chorus), quartet with
chorus and chorus, "Insons
cruentae filius” - "Plange tristi
carmine® - "Patri sit gloria®

Deuxiéme oratorio de la Passion

1. Chorus, "Kyrie eleison”
2. Air and choral conclusion, "Ab ira

tua” - "Miserere nobis"
3. Trio with chorus, "Lux vera, lux
. eterna"

4. Chorus, "Domine libera regem"”

Deuxiéme messe solennelle

1. Kyrie: Chorus, "Kyrie eleison”
2. Gloria: Introduction (duo), air with

chorus, and choruses (3), "Gloria

in excelsis Deo"™ - “Et in terra
pax" etc.
Credo: Air, "Credo in unum Deum*®
4. Credo: (Cont.) Duo with chorus,
duo, quartet, and chorus, "Deum
de Deo" - "Et resurrexit® etc.
5. Offertory: Chorus, "Venite introite®
6. Sanctus: Choruses (2) and solo with
chorus, "Sanctus, Sanctus,
Sanctus® - "Hosanna in excel-
sis”™ - "Qui habet aurem"”
7. O Salutaris: Air with chorus, "O sal-
utaris hostia” ’
8. Agnus Dei: Chorus, "Agnus Dei"

w

Super flumina Babylonis; Trois iéme oratorio
de la Passion (du Caréme)

Super flumina Babylonis

1. Chorus, "Super flumina Babylonis”
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Volume Fascicle Title
Fas. 35 2. Introduction (recitative-duo), and
air, "Quia illic interrogaverunt”
-~ *Si oblitus fuero tui”
Fas. 36 3. Introduction (chorus) and chorus,
*Quomodo cantabimus®" - "Juxta
fluvium®

Troisiéme oratorio de la Passion (du Careme)

Fas. 37 1. Combined strophic chorus and air,
"Introibo in dominum tuam® -
*Secundum misericordiam®

Fas. 38 2. Trio with chorus, “In virtute tua"
Vol. 7 Rachel
Fas. 39 1. Air with chorus, "Vox in excelso” -
"Quiescat in vox tua”
Fas. 40 2. Air with chorus, "Circumspice ad
orientur”
Fas. 41 3. Finale (soli-chorus in 7 sections),

*Dico ego opera me: Regi” ~
"Uxor tua sicut, etc."”

Vol. 8 Ruth et Noemi; Ruth et Booz

Ruth et Noemi

Fas. 42 1. Premiére scéne: (partl) Scene
(soli-chorus), "Noem: egressa
es”

Fas. 43 2. Premiére scéne: (part 2) Air, "Ne

vocetis me Noemi”

3. Deuxiéme scéne: Chorus, “Ah Noemi!
non vidit nostras angustias®

4, Final: Troisiéme scéne et Quatriéme
Scéne: Scene (soli), and air
with chorus, "Orpha osculata
est socrum” - "Quocumque enim
perrexeris”




Volume

Vol. 9

Vol. 10

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fas.

Fascicle

44

45

46

47

48

49

50

51

52

53

54

55

56

Title
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Ruth et Booz

5.
6.

Premiére scene: Chorus, "Venit No-
emi cum Ruth"

Deuxiéme scéne: Air, "Noemi, Noemi
te consolare"

Troisiéme scéne: Scene (soli- chorus),
air and chorus, "Cum vobis do-~
minus” - "Haec est Moabitis"

Quatriéme scéne: Recitative and air
with chorus, "Unde mihi hoc® -
*Domine, inveni gratiam®

Cinquiéme scéne: Marche pastorale
Sixiéme scéne: Chorus, "Tulit Booz"

Premier oratorio pour le couronnement des

Princes Souverains

Premiére scéne: March and chorus,
"Vivat in aeternum®

Deuxiéme scéne: Chorus, "Deus,
Deus qui populo tuo”

Troisiéme scéne: Chorus, "Supplices
te rogamus”

Quatriéme scéne: Duo with chorus,
"Omnipotentem Sancte Remigi”

Cinquiéme scéne: solo and chorus,
"In virtute tua" - "Domine sal-
vum fac"

Sixiéme scéne: Solo with chorus,
"Veneremur adoremus*

Septiéme scéne: Chorus, "Urbs beata
genovefae”

Deuxiéme oratorio pour le couronnement des

Princes Souverains

1.

2.

Premiére scéne: Double chorus,
"Domine emitte"

Deuxiéme scéne: Solo with chorus,
"Ter Sancte Deus™
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Volume Fascicle Title
Fas. 57 3. Troisiéme scéne: Chorus, "Beatus
qui legit”
Fas. 58 4. Quatriéme scéne; Duo with chorus,
"Suscepit Israel”
Fas. 59 5. Cinquiéme scéne: Scene (chorus-

solo), "Christe qui sedes Olympo”

6. Sixiéme scéne: Chorus, scene (solo-
chorus) and duo with chorus,
"Domine Deus, Gratias Agimus®-
"In hoc festo"

Vol. 11 Troisieéme oratorio pour le couronnement des
Princes Souverains

Fas. 60 1. Premiére scene: Solo with chorus,
"David parvulus”

Fas. 61 2. Deuxiéme scéne: Duo with chorus,
*Inveni David"

Fas. 62 3. Troisiéme scéne; Air with chorus,
"Confortare et esto vir"

Fas. 63 4. Quatriéme scéne: (part 1) Double

chorus, "Ora pro nobis Sancte
Remigi - Gentem francorum®

Fas. 64 5. Quatriéme scéne: (part 2) Duo with
chorus, "Laudent dominum®*
Fas. 65 6. Cinquiéme scene: Double chorus and

chorus, "Unxerunt Salomonem® -
"Sit laus Patri, laus Filio"™

Fas. 66 7. Sixiéme scéne: Chorus, "Peregrinus
veniens”
Fas. 67 8. Septiéme scéne: (part 1) March with

chorus, "Marche seraphique” -
“Deus Salvator”

Fas. 68 9. Septiéme scéne: (part 2) Chorus,
"Vivat in aeternum”

Vol, 12 Troisiéme messe solennelle
Fas. 69 l. Kyrie: Chorus, "Kyrie eleison"
Fas. 70 2. GQGloria: Chorus, "Gloria in excelsis

Deo"”



Volume

Vol. 13

Fascicle
Fas. 71
Fas. 72
Fas. 73
Fas. 74
Fas. 75
Fas. 76
Fas. 77
Fas. 78
Fas. 79
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3. Gloria; (Cont.) Airwith chorus,
chorus, and duo with chorus,
"QGratias agimus"” etc.

4. Credo: Chorus, airs, and sextet,
“Credo in unum Deum" etc.

5. Credo: (Cont.) Duo, and sextet
with chorus: "Et resurrexit® -
"Cujus regni”

6. Offertory: Air with chorus, "In me~
dia nocte"”

7. Sanctus: Choruses and solo with
chorus, "Sanctus, Sanctus,
Sanctus” etc. - "O salutaris
hostia®

8. Agnus Dei: Duo with chorus, "Agnus
Dei"

Cantate religieuse; Veni sponsa mansueta,

veni coronaberis

Cantate religieuse

1. Chorus, introduction, and air {rondo),
"Tollite hostias”" - "O Domine

vestigia™ - "Stare fecti cantores®
2. Combined strophic chorus, "In pe-
rita sua*

3. Recitative and air, "In memoria eter-
na"™ - "“Paratum cor ejus”

Veni sponsa mansueta, veni coronaberis

1. Introduction (chorus)and chorus,
“"Deus judicium tuum Regi® -
Psallite Regi nostro”

2. Introduction {solo~chorus) and air
with chorus, "Dixi ecce venio"-
"O salutaris hostia®



Volume

Fascicle

Vol. 14

Vol. 15

Fas. 80

Fas. 81

Fas. 82

Fas. 83

Fas. 84
Fas. 85

Fas. 86

Fas. 87

Fas. 88
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Title

Ad templum Domini: Caeli enarrant

Ad templum Domini

1. Introduction (chorus), duo, and duo
with chorus, "Ad templum Do-

mini” - "Credidi, propter quod
locutus suum” - “Quid retribuam
Domino"

2. Air and solo with chorus, "O salu-
taris hostia” - "Benedictus qui
venit”

Caeli enarrant

1. Trio with chorus, and solo with
chorus, "Caeli enarrant” etc.

2. Air with chorus, "O salutaris hos-
tia” etc.

Messe basse ou motet: Joannes in deserto
baptizat

Messe basse ou motet

1. Kyrie: Chorus, "Kyrie eleison"
Credo: Chorus and soli with cho-
ruses, "Credo in unum Deum®
etc.

3. Credo: (Cont.) Solo with chorus and
chorus, "Credo in unam sanctam
catholicam® - "Justia ejus orie-
tur*

4, Domine salvum: Air, "Domine salvum
fac”

pu—

Joannes in deserto baptizat

1. Duo with chorus, "Joannes in deser-
to baptizat”
2. Air with chorus, "Domine salvum fac”
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Volume Fascicle Title

Vol. 16 QOratorio de Noé&l
Fas. 89 1. Kyrie: Chorus, "Kyrie eleison”
Fas. 90 2. Scéne religieuse de nuit et Gloria:

Recitative, chorus and postlude,
chorus and interlude, *Pastores
erant vigilantes" - "Gloria in
excelsis Deo*

Fas. 91 3. Recitative, Morceau d' ensemble:
air with chorus, "Nolite timere;
quia natus est” - "Laudamus te"

Fas. 92 4. Duo, recitative, and chorus, "Gra-
tias agimus tibi% etc.

Fas. 93 5. Morceau d' ensemble: chorus, *"Do-
mine Deus, Agnus Dei”

Fas. 94 6. Recitative and air with chorus, "Qui
sedes ad dexteram Patris”

Fas. 95 7. Hymne pastorale: Strophic chorus,

“Jam desinant suspira”

Vol. 17 Recueil de morceaux sacrés

Domine salvum fac [I]

Fas. 96 Introduction and rondo, "Dies super,
Dies imperatoris" - "Domine sal-
vum fac*

Domine salvum fac ‘III

Fas. 97 Air with chorus, "Domine salvum
fac"

O salutaris
Fas. 98 Chorus, "O salutaris hostia®

O fili1 et filiae

Fas. 99 Introduction, strophes, chorus,
"Alleluia” - "O fili1 et filiae™
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Volume Fascicle Title

Stabat |Mater} en francais

Fas. 100 Strophic trio, “Marie en pleurs”



APPENDIX 3

THE SACRED MUSIC OF LE SUEUR:

AN ALPHABETICALLY ORDERED SERIES OF DESCRIPTIVE OUTLINES

The following descriptive outlines provide a ready reference to
each of the compositions included in the seventeen=volume collected
edition of Le Sueur's sacred music. Those sacred works which remain
in manuscript and were never published, are outlined in Volume I under
the appropriate chapter headings. Information related to the following
items 1s supplied for each composition: total performing medium; the
number, type, and length of major divisions; the text distribution, per-
forming forces, tempo designation, metronome marking (where supplied
by the publication), key, time signature, and length of every major and

secondary section.
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Ad templum Domini1

soloists: soprano, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
violin I, violin II, viola, cello, bass

1. Introduction (chorus), duo,
and duo with chorus
(276 measures)
"Ad templum Domini:" chorus

. violin I, violin II, viola, cello, bass

Moderato
(B-flat minor, ¢, 19 measures)

Ad templum Domini adorabo nomen Domine invocabo.
"Credidi, propter quod locutus suum:" soprano, tenor

Moderato, méme mouvement
(B-flat major, ¢, 62 measures)

Credidi propter quod locutus suum; ego autem humiliatus
suum nimis . . . . mendax.

"Quid retribuam Domino:" soprano, tenor, chorus
2 oboes, 2 bassoons, 2 horns ia B-flat, violin I,

violin II, viola, cello, bass

l‘ﬁgalm 115:10-13
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Allegro spiritoso
(B-flat major, C, 195 measures)
Quid retribuam Domino . . . invocabo.

2. Air and solo with chorus
(109 measures)

*O salutaris hostia:" soprano

1 oboe, 1 clarinet, 1 bassoon, 1 horn in C, violin I',
violin II, viola, cello, bass

Largo mais avec mouvement
(C major, C, 33 measures)

O salutaris hostia, quae caeli pandis ostium. Bella premunt
hostilia, da robur, fer auxilium.

“Benedictus qui venit:* soprano, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homs in C,
violin I, violin II, viola., cello, bass

Moderato avec mouvement
(C major, 3/2, 76 measures)

Benedictus qui venit in nomine Domini. Nunc dimittis servum
tuum Domine . . .

Caeli enarrant1

soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
violin I, violin II, viola, cello, bass

lPsalm 18:1-11; Psalm 20.
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1. Trio with chorus, and solo
with chorus (2 sections)
(304 measures)

"Caeli enarrant:" soprano, tenor, bass, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Un poco large
(C major, C, 67 measures)

Caeli enarrant gloriam Deir . . . et dulciora super mel et
favum. Domine in virtute tua laetabitur rex.

/
"Et super salutare:" soprano, chorus

Allegro comodo
(C major, ¢, 92 measures)

Et super salutare tuum . . .

\"Exaltare Domine:" soprano, chorus

Allegro large et sans vitesse
(C major, C, 92 measures)

Exaltare Domine in virtute tua . . . et dulciora mel et favum.

Allegro spiritoso
(C major, C, 53 measures)

Eructant cor meum verbum honum . . . ejus ad praelium.
Alleluia!

2. Air with chorus (3 sections—j .
(196 measures)

*QO salutaris hostia:" bass, chorus

wviolin I, violin II, viola, cello, bass
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[Mineu?_] Allegro moderato mais avec mouvement, affection reli-
gieuse et sentiment
(D minor, C, 88 measures)

O salutaris hostia . . . fer auxilium. Benedictus qui venit
in nomine Domini.

"Gloria Patri:" bass
1 flute, 1 bassoon, violin I, violin II, viola, cello, bass

Majeur
(D major, C, 40 measures)

Gloria Patri . . . saecula saeculorum. Amen.

&‘O salutaris hostia:" bass, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2'horns in D,
violin I, violin II, viola, cello, bass

Mineur
(D minor, C, 68 measures)

O salutaris hostia . . . ostium. Domine salvum faci. . .
manibus. Gloria regi nostro, gloria in aeternum.

Cantate religieuse

soloists: soprano, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello, bass.



34

1. Chorus, introduction, and air (rondo)
(228 measures)

"Tollite hostias:"” chorus
violin I, violin II, viola, cello, bass

Moderato poco lento
(A major, ¢, 22 measures)

Tollite hostias et introite in atria Domini . . .
"O Domine vestigia:" soprano

Larghetto
(A minor, 3/8, 37 measures)

O Domine vestigia tua non cognoscentur: . . .
"Stare fecti cantores:" soprano

[Refrain]

Allegro
(A major, C, 81 measures)

Stare fecit cantores ad altare Dei . . .

[Digress ion]

Minore
(A minor, C, 47 measures)

Ipsum elegit Deus . . .

[Refrain]

Majeur
(A major, C, 4] measures)

Stare fecit cantores ad altare Dei . . .
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2. Combined strophic chorus
(253 measures)
S .
"Orchestral introduction:* orchestra
2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in
B-flat basso, violin I, violin II, viola I, viola II, cello,
bass

Allegretto moderato
(B-flat major, ¢, 10 measures)

\"In perita sua:" soprano, tenor, chorus
[Strophe 1}

Mineur: chorus (tenor I, tenor II, bass I, bass II)
(B~flat minor, ¢, 30 measures)

In perita sua . . .
[Refrain]

Majeur: soprano, tenor, chorus (tenor I, tenor II, bass I, bass II)
(B-flat major, ¢, 32 measures)

Gloria regi nostro . . .

[Strophe ?:_]

Mineur: chorus (soprano i, soprano II)
(B-flat minor, ¢, 30 measures)

Ex Egypto Deus . . .
[Refrain]

Majeur: chorus (soprano I, soprano II)
(B-flat major, €, 16 measures)

Renovabit regnum .
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fAnti—strophal

Mineur: soprano, tenor, chorus
(B-flat minor, ¢, 30 measures)

In perita sua . . .
Ex Egypto Deus . . .

[Refraxrﬂ

Majeur: chorus
(B-flat major, q:, 16 measures)

Patres nostri in aegypto . . .

[Epodg_]

(Majeu): chorus
(B-flat major, ¢, 89 measures)

Psallite regi nostro . . .

3. Recitative and air
(180 measures)

"In memoria eterna:" soprano
violin I, violin II, viola, cello, bass

Recitative, Allegro moderato
(F major, C, 14 measures)

In memoria eterna erit justus, ab auditione mala non temebit.

*Paratum cor ejus:" soprano

Allegro moderato
(F major, C, 166 measures)

Paratum cor ejus sperare in Domino confirmatum est . . . .

lA combined double chorus in which both the music and the text
of strophes one and two are recapitulated and presented simultaneously.
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Debbora1
soloists: soprano I, soprano II, tenor, bass I, bass Il
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello, bass

1. Chorus
(42 measures)

"Canticum Debbora cantemus:”" chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in D, violin I,
violin II, viola I, viola II, cello, bass

Andantino 96:0‘
(D minor, C [4/2] , 8 measures)

Canticum Debbora cantemus.

Andante 96:.‘
(D minor, C, 34 measures)

Domine, cum exires de seir,

2. Air with chorus
(110 measures)

"Dux descendit de monte Thabor:" soprano I, chorus
2 oboes, 4 clarinets, 4 bassoons, 2 homs in D, violin I,
violin II, viola I, viola II, cello, bass
Allegretto 108 = J
(D major, C, 52 measures)

Dux descendit de monte Thabor

lAdapted from Judges 4; Judges 5; Isaiah 9; Isaiah 30; Isaiah 60;
Psalm 2; Psalm 47; and Psalm 127.
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Allegro 120 :J
(D major, 58 measures)
Auribus percipite, audite, principes: . . .
3. Introduction (chorus), trio
with chorus, and chorus
(186 measures)
"Ante pedes nostros:” chorus

violin I, violin II, viola I, viola II, cello, bass

Andante SB:A
(B-flat major, C [4/2] , 6 measures)

Ante pedes nostros jacebat Sisara, exenimis et miserabilis.
"Sic pereant inimici tui, Domini:" soprano I, tenor, bass I, chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in B-flat
basso, violin I, violin II, viola I, viola II, cello, bass

Allegro animé 80= J
(B-flat major, C, 86 measures)

Sic pereant inimici tui, Domini: . . .
"Suffocatus exercitus eorum:" chorus

Plus vite, allegro spiritoso, un poco vivace 126= o\
(B-flat major, 2, 94 measures)

Suffocatus exercitus eorum, . . .

4, Air with chorus
(104 measures)

"Surge Debbora, frequenta canticum:* tenor, chorus

2 flutes, 4 clarinets, 4 bassoons, violin I, violin II,
viola I, viola II, cello, bass
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Allegretto fieramente, ma affettuoso 92 :-‘J
(G major, C, 45 measures)
Surge Debbora, frequenta canticum . . .

Minore
(G minor, C, 27 measures)

Ululabat mater Sisarae, per fenestram respiciens . . .

Allegro pomposo, large, un peu plus lent et ferme 72 =J
(G minor, C, 4 measures)

Sisara mortuos est.

Majore, Imo tempo, un peu plus animé
(G major, C, 28 measures)

Surge Debbora, frequenta canticum . . .
5. Finale.: Quartet, and quartet
with chorus
(249 measures)

"Surge Israel, surge illuminare:" soprano I, sopranoc II, bass I, bass II

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in D,
violin I, violin II, viola I, viola II, cello, bass

Allegro con brio, mais sans presser le mouvement 80 :J
(D major, C, 65 measures)

Surge Israel, surge illuminare
“Super te orta est:” soprano I, soprano II, bass I, bass II, chorus

Allegro spiritoso ed un poco vivace, mais sans presser 96 =<J
(D major, 2, 184 measures)

Super te orta est, gloria ambulabunt gentes in lumine tuo, . . . .




40

Domine salvum fac [I]l

soloists: soprano, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 1 flute, 3 oboes, 4 clarinets, 4 bassoons, 2 homs,
violin I, violin II, viola I, viola II, cello, bass

Introduction and rondo
(195 measures)

"Dies super, dies imperatoris:" tenor, chorus

1 flute, 3 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
violin I, violin II, viola I, viola II, cello, bass

Andante moderato [mineur)
(A minor, 3/4, 26 measures)

Dies super, dies imperatoris nostri. O Domine adjicies.
"Domine salvum fac:"” soprano, tenor, chorus
[Refrain]

Adagio, nobile, pomposo, ed affectuoso, majeur: tenor, chorus
(A major, 3/4, 12 measures)

Domine salvum fac imperatorem; Domine salvum fac Napole-
onem.

[D 1gression ﬂ

o
I” tempo, mineur; tenor, chorus
(A minor, 3/4, 26 measures)

Exaudi nos in Die qud invocaverimus te.

1Psalm 19:10 with additions, and doxology.
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[Refrain]

Adagio, nobile e pomposo: tenor, chorus
(A major, 3/4, 21 measures)

Domine salvum fac imperatorem; Domine salvum fac Napole-
onem.

|Digression 2)

Moderato: soprano, chorus
(A major, 3, 89 measures)

Gloria Patri, gloria Filio, et Spiritui Sancto. Sicut erat in

principio, et nunc, et semper, et in saecula saeculorum.
Amen.

[Refrain]

Adagio come prima volta: soprano, chorus
(A major, 3, 21 measures)

Domine salvum fac imperatorem; Domine salvum fac Napole-
onem.

Domine salvum fac II[ll

soloists: tenor

chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: violin I, violin II, viola, cello, bass

Air with chorus
(127 measures)

"Domine salvum fac:" tenor, chorus

violin I, violin II, viola, cello, bass

1Psalm 19:10 with additions, and doxology.
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Moderato fieramente e pomposo
v (G major, C)

. Domine salvum fac imperatorem nostrum, salvum fac impera-
torem Napoleonem. Et exaudi nos in die qua invocaverimus
te. Gloria Patri, gloria Filio, gloria Spiritui Sancto. Sicut
erat in principio, et nunc, et semper, et in saecula saeculo-
rum. Amen. Gloria imperatori, gloria Napoleoni, gloria in
aeternum.

1
Joannes in deserto baptizat

soloists: solo sopranos I, solo sopranos II, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horns, 2 harps, violin I, violin II, viola, cello, bass

1. Duo with chorus
(115 measures)

"Joannes in deserto baptizat:" solo sopranos I, solo sopranos II,chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs in C,
2 harps (in unison), violin I, violin II, viola, cello, bass

Moderato, andante religioso mais avec mouvement
(G major, ¢, 41 measures)

Joannes in deserto baptizat, praedicans baptismum paeniten-
tiae. Baptizat Spiritu Sancto, Christus.

Minore
(G minor, ({1, 34 measures)

1Aclapted from Matthew 3:1=3; 1 John 2; 1 John 5; and 1 John 7-8.
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Tres sunt qui derient terstimonium . . .

Majore
(G major, ¢, 40 measures)

Joannes in deserto baptizat, . . .

2. Air with chorus
(98 measures)

"Domine salvum fac:" tenor, chorus

2 oboes, 2 clarinets, 2 bassoons, violin I, violin II,
viola, cello, bass

Andante avec mouvement: tenor, chorus
(G minor, 2/4, 50 measures)

Domine salvum fac imperatorem nostrum; salvum fac Napole-
onem. Exaudi nos 1n Die qud invocaverimus te.

Majeur: chorus
(G major, 2/4, 28 measures)

Gloria Patri, . . ., saecula saeculorum. Amen.

Mineur: tenor, chorus
(G minor, 2/4, 20 measures)

Domine salvum fac . . . Napoleonem.

Messe basse ou motet
soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
1 harp, timpani, violin I, violin II, viola, cello, bass
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1. Kyrie: Chorus
(15 measures)

"Kyrie eleison:" chorus
violin I, violin II, viola, cello, bass

[no tempo designation]
(G major, C[4/2])

Kyrie eleison. Christe eleison

2. Credo: Chorus and soli with choruses
(236 measures)

"Credo in unum Deum:” chorus

violin I, violin II, viola, cello, bass

Grave
(D major, C, 6 measures)

Credo in unum Deum.
"Patrem omnipotentem:" soprano, tenor, bass, chorus
1 bassoon, violin I, violin II, viola, cello, bass

Andante large: soprano, tenor, bass, chorus
(D major, 6/8, 22 measures)

Patrem omnipotentem . . . omnia saecula.

Andante allegretto avec mouvement: soprano, chorus
(D major, 2/4, 47 measures)

Deum de Deo, . . . facta sunt.

Moderato andante: bass, soprano, chorus
(D major, 3/4, 33 measures)

Qui propter nos homines, . . . Et homo-factus est.
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Andante Allegretto avec mouvement: chorus
(D minor, 3/8, 49 measures)
Crucifixus etiam . . . sepultus est
Resurrexit.

Allegretto: bass, chorus
(D major, C, 43 measures)

Et resurrexit . . . erit finis.

Allegro spiritoso: bass
(D major, C, 21 measures)

Credo in Spiritum Sanctum, . . . simul adoratur,

Moderato e pomposo: chorus
(D major C, 14 measures)

Qui cum Patre et Filio . . . per Prophetas.
3. Credo (Cont.): Solo with chorus and chorus
(331 measures, continuous
with preceding movement )

"Credo in unam sanctam catholicam:" tenor, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homns in D,
timpani in D and A, violin I, violin II, viola, cello, bass

Allegro large: tenor, chorus
(D major, C, 129 measures)

Credo in unam sanctam catholicam . . . peccatorum.
Et iterum venturus . . . mortuos:
Et exspecto resurrectionem . . . venturi saeculi.

Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth. Pleni
sunt caeli et terra majestatis gloriae tuae.
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Benedictus qui venit in nomine Domini. O salutaris hostia
quae caeli pandis ostium

Allegro spiritoso sans vitesse: chorus
(D major, C, 38 measures)

Bella premunt hostilia. Domine salvum fac regem
nostrum . . . invocaverimus te.

"Justia ejus orietur:" chorus

Allegro spiritoso
(D major, ¢, 164 measures)

Justia ejus orietur per manebit nomen ejus. In generationem
sit comen ejus benedictum sit honorabile in saecula. Et per
manebit cum sole nomen ejus. Dominabitur a mari usque ad
mare, ad flumine usque, ad terminos terrarum. Benedictum
nomen ejus. Quoniam os ejus anuntiabit justitiam Domuini,
introibit in potentias Domini. Majestatis ejus in aeternum.
_Et replebitur omnis terra majestatis ejus. Salvum fac regem
nostrum. Laudent nomen ejus gloria regi nostro, gloria in
aeternum cantemus, psallamus, gloria in aeternum.

4. Domine salvum: Air
(51 measures)

"Domine salvum fac:" soprano

2 flutes, 2 clarinets, 2 bassoons, 2 horns i1n C, 1 harp,
violin I, violin II, viola, cello, bass

Andante affectuoso
(G major, 3/4)

Domine salvum fac imperatorem Napoleonem. Et exaudi nos
in die qué invocaverimus te.
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Premiere messe solennelle

soloists: soprano I, soprano II, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra; 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello, bass

1. Kyrie: Chorus
~ (140 measures)

"Kyrie eleison:" chorus

4 clarinets, 4 bassoons, 2 horns in E-flat, violin I,
violin II, viola I, viola II, cello, bass

Moderato religioso, ma con movimento 100 = J
{B-flat major,C)

Kyrie eleison. Christe eleison.

2. Gloria: Duo
(77 measures)

"Gloria in excelsis Deo:". soprano II, tenor
violin I, violin II, viola, cello, bass

Andante posément 66 = J
(G major, ¢)

Gloria in excelsis Deo. Et in terra pax . . . suscipe depre-
cationem nostram.

3. Gloria (Cont.): Duo with chorus
(147 measures, continuous
with preceding movement)

"Qu1 sedes ad dexteram:"™ soprano I, tenor, chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in C, violin I,
violin II, viola I, viola II, cello, bass
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Allegretto, large 72 =o|
(C major, C, 66 measures)

Qui sedes ad dexteram . . . in gloria Dei Patris.
Quoniam tu solus . . .

Allegro 80= J "
(C major, C, 81 measures)

Cum Sancto Spiritu in gloria Dei Patris. Qui sedes . . .
Tu solus Dominus, Jesu Christi, miserere nobis. Amen.

4. Credo: Solo with chorus and choruses (5)
(355 measures)

“Credo in unum Deun:" bass, chorus

violin I, violin II, vicla I, viola II, cello, bass

Largo, a quatre temps large 76 = ob
(C major, C, 50 measures)

Credo in unum Deum, . . . Deum verum de Deo vero.

"Genitum non factum:" chorus

2 bassoons, 1 horn in C, violin I, violin II, viola I,
viola II, cello, bass

Moderato 120 = J
(C major, C, 59 measures)

Genitum non factum, . . . omnia facta sunt.

Deum de Deo,
. « . omnia facta sunt.

"Qui propter nos homines:* chorus

violin I, viclin II, wviola I, viola II, cello, bass

Allegretto 132 :J
(C major, C, 58 measures)

Qui propter nos homines . . . Et homo factus est.
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*Crucifixus:" chorus

o .
I tempo, largo a quatre temps larges 76 =o\
(C major, C, 25 measures)

Crucifixus etiam ... et sepultus est.
Credo in unum Deum . . . et sepultus est.
"Et resurrexit:™ chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
violin I, violin II, viola I, viola II, cello, bass

Allegro 96 :3
(C major, C, 49 measures)

Et resurrexit tertia die, . . . qui locutus est per Prophetas.

"Et unam sanctam catholicam:" choral péroraison

Péroraison2
[Allegrd]
(C major, C, 114 measures)
s
Et unam sanctam catholicam . . . Peccatorum.

Deum de Deoc . . .

Gloria in excelsis Deo .

1

While soprano I, soprano II, tenor I and tenor II of the chorus
sing the text, "Crucifixus etiam," the basses simultaneously recapitu-
late the entire "Credo" text to that point.

2In the géroraison of the "Credo,"” all of the cited texts, with
their original music, are recapitulated. In the course of the movement,
both music and text are fragmented, with the presentation of these re-
statements taking place both simultaneously and successively.
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CGratias agimus tibi
Et iterum venturus . . .

Et exspecto resurrectionem mortuorum. Et vitam venturi
saeculi. Amen.

5. Offertory: Chorus::1
(111 measures)

*Quis enarrabit:”" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in
E-flat, violin I, violin II, viola, cello, bass

Allegro moderato ma con moto 126 :J
(E-flat major, C)

Quis enarrabit caelorum rationem,

6. Sanctus: Chorus
(78 measures)

"Sanctus, Sanctus, Sanctus:"” chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in D,
violin I, violin 1I, viola, cello, bass

Allegro nobile e moderato 138 :J
(D major, C)

Sanctus, Sanctus, Sanctus . . . Hosanna in excelsis:

7. Q Salutaris: Air with chorus
(80 measures)

*O salutaris hostia:" tenor, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, violin I,
violin II, viola, cello, bass

1
- Adapted from Job 37-38; Isaiah 40:26; Isaiah 51:6; and Psalm 18:
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Moderato cantabile con sentimento 96 :J
(B-flat major, C, 38 measures)

O salutaris hostia . . . fer auxilium.
Benedictus qui venit in nomine Domini.

Adagio
(B-flat major, C, 42 measures)

QO salutaris hostia . . . fer auxilium.
Benadictus qui venit in nomine Domini.

8. Agnus Dei: Chorus
(109 measures)

"Agnus Dei:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs in C,
violin I, violin II, viola, cello, bass

Moderato, mouvement retenu et sans vitesse, sempre religioso
e patriarcale 63 = J.
(C major, 6/8)

Agnus Dei, . . . dona nobis pacem.

Deuxiéme messe solennelle

soloists: soprano I, soprano II, tenor I, tenor II, bass I, bass II
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs,
2 trumpets, timpani, violin I, violin II, viola I, viola II,
cello, bass

-

- e em o e me e e
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1. Kyrie: Chorus
(89 measures)
Kyrie eleison:" chorus

4 clarinets, 4 bassoons, violin I, violin II, viola, cello,
bass

Andante religioso 84 =o\
(G major, 3/2)

Kyrie eleison. Christe eleison.
2. QGloria: Introduction (duo), air
with chorus, and choruses (3)
(431 measures)
*Gloria in excelsis Deo:" soprano I, soprano II

violin I, violin II, viola I, viola II, cello, bass

Adagio
(B-flat major, C, 6 measures)

Gloria in excelsis Deo.
®Et in terra pax:™ bass, chorus

2 oboes, 4 bassoons, 2 horns in F, violin I, violin II,
viola I, viola II, cello, bass

Allegro moderato 112 = J
(B-flat major, C, 95 measures)

Et in terra pax . . . Domine Deus Agnus De:, Filius Patris.

"Domine Deus Filius Patris:“1 chorus

Allegro spiritoso sans vitesse 152= J
(F major, C, 67 measures)

Domine Deus Filius Patris . . .

1All of the "Gloria” text, up to and including "Domine Deus Agnus

Dei, Filius Patris," is fragmented and recapitulated in arbitrary order.
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Adagio 63:J
(B-flat minor, 3/4, 28 measures)
Adoramus te. Benedicimus te.

"Domine Deus, Rex Caelestis:" chorus

violin I, violin II, viola I, viola II, cello, bass

Allegretto comodo 138:“
(B-flat major, C, 82 measures)

Domine Deus, Rex Caelestis . . . . Qui tollis peccata mundi,
suscipe deprecationem nostram.

"Quoniam tu solus sanctus:” chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in E-flat,
violin I, violin II, viola, cello, bass

Allegro ma non troppe 92 =c)
(B-flat major, C, 118 measures)

Quoniam tu solus sanctus. Tu solus Dominus. Tu solus
altissimus, Jesu Christe. Domine Deus, Rex Caelestis
. « « « Cum Sancto Spiritu, in gloria Dei Patris.

Adagio
(B-flat minor, 3/4, 5 measures)

Adoramus te. Benedicimus te.

IO tempo
(B-flat major, C, 18 measures)

in gloria Dei Patris.

Largo
(B-flat major, (#, 12 measures)

Amen.
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3. Credo: Air
(76 measures)
"Credo in unum Deum:"” bass
violin I, violin II, viola, cello, bass

Moderato largo et un peu lent 76= J
(E-flat major, C)

Credo in unum Deum, . . . ante omnia saecula.

4. Credo (Cont.): Duo with chorus, duo,
quartet, and chorus
(354 measures)

"Duem de Deo:" soprano I, bass I, chorus
1 flute, violin I, violin II, vicola, cello, bass

Andantino 63 = J
(C major, 6/8, 118 measures)

Deum de Deo, . . . Crucifixus etiam pro nobis sub Pontio
Pilato: passus et sepultus est. Credo in unum Deum . . .
passus et sepultus est.

“Et resurrexit:” tenor I, bass I

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Andante assai staccato 116 :J _ s
(C major, C, 64 measures)
Et resurrexit . . . qui ex Patre Filioque procedit.
"Qui cum Patre:" tenor I, tenor II, bass I, bass II

Allegro comodo fieramente 132 :J
(C major, C, 75 measures)

Qui cum Patre . . . in remissionem peccatorum. Et re-
surrexit . . . in remissionem peccatorum.
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"Et in Spiritum Sanctum:"1 chorus

Allegro spiritoso 96 =c}
(C major, C, 97 measures)

Et in Spiritum Sanctum . . . . Et exspecto resurrectionem
mortuorum. Et vitam venturi saeculi. Amen.

5. Offertory: Chorus2
(253 measures)

"Venite introite:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in G,
violin I, violin II, viola I, viola II, cello, bass

Lento poco 88 = J
(E major, C, 26 measures)

Venite introite inatriadei adoramus et procidamus.

Mineur, moderato sans lenteur 144 =o‘
(E minor, C, 227 measures)

Benedictus dux noster Deo excelso

6. Sanctus: Choruses (2), and solo with chorus
(155 measures)

"Sanctus, Sanctus, Sanctus:” chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
2 trumpets in C, timpani in C, violin I, violin II, viola,
cello, bass

1All of the "Credo" text, from "Et in Spiritum Sanctum® until the

end of the "Credo,” is recapitulated in fragmented and arbitrary order.

2
Adapted from Psalm 94:6, Psalm 42:3-4; Psalm 109:4; Isaiah 60:3,
and Matthew 2:2-15.
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Allegro pomposo e religioso mais avec mouvement 132 :J
(C major, C, 11l measures)

Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth. Benedictus
qui venit in nomine Domini. Hosanna in excelsis.

Te supplices rogamus aeterne Pater
Pleni sunt caeli et terra gloria tua.

Qui vivis et Regnus in saecula saeculorum te, supplices te
rogamus aeterne Pater. Proclamant omnes universae potestates.

"Hosanna in excelsis:" chorus

D'un rien plus animé, allegro spiritoso 144 = J
(C major, C, 34 measures)

Hosanna in excelsis. Benedictus qui venit in nomine Domini.
Tibi omnes angeli incessabili voce proclamant
Sanctus Dominus Deus Sabaoth . . . Hosanna in excelsis.
*Qui habet aurem:* bass I, chorus
violin I, violin II, viola, cello, bass

Recitatif libre
(C minor, C, 10 measures)

Qui habet aurem, audiat quid Spiritus dicat ecclesiis: Dexi
ecce venio adoramus procidamus

7. O Salutaris: Air with chorus
(57 measures, continuous
with preceding movement)

*Q salutaris hostia:" tenor, chorus

4 clarinets, 4 bassoons, violin I, violin II, viola, cello,
bass
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Andante affettuoso 58 = J
(E-flat major, 3/4)

O salutaris hostia . . . fer auxilium. Benedictus qui venit
in nomine Domini.

g

8. Agnus Dei: Chorusl
(77 measures)

»Agnus Dei:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs in C,
violin I, violin lI, viola, cello, bass

Andantino un poco lento 66 = J-
(G major, 12/8)

Agnus Dei, dona nobis pacem, miserere nobis.

Suscipe deprecationem nostram.

Agnus Dei, qui tollis peccata mundi: miserere nobis.

Simus dicentes agno.

Benedictio et honor et gloria et potestates in saecula saeculorum.
Dona nobis pacem, Agnus Dei.

Redemisti nos Deo in sanguine tuo.

Quu tollis peccata mundi.

Quoniam occisus es honor Benedictio et honor redemiste nos
in sanguine tuo.

1The text interpolated in the Agnus Dei is adapted from
Apoc. 5:9-13.
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Troisiéme messe solennelle

soloists: soprano I, soprano I, tenor I, tenor II, bass I, bass II
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II
orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs,

3 trombones, violin I, violin II, viola I, viola II, cello,
bass

1. Kyrie: Chorus1
(170 measures)

“Kyrie eleison:" chorus
violin I, violin II, viola, cello, bass

Moderato
(D major, ¢, 81 measures)

Kyrie eleison. Christe eleison.

Miserere nobis, exaudinos Deus. Bone pastor parce nobis.
Deus bonne pastor, Agnus Dei, miserere nobis.

1° tempo mais plus animé
(D major, C, 89 measures)

Miserere nobis, exaudinos.
Kyrie eleison. Christe eleison.

Miserere nobis, exaudinos Deus. Bone paster, Agnus Dei,
miserere nobis.

Quoniam tu solus sanctus. Tu solus Dominus. Tu solus
altissimus, Jesu Christe, miserere nobis. Cum Sancto Spi -
ritu, 1n gloria Dei Patris. Amen.

1
The "Kyrie" is troped with texts adapted from the "Agnus Dei”
and "Gloria?
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2. Gloria: Chorus
(43 measures)
"Gloria in excelsis Deo:" chorus
violin I, violin II, viola, cello, bass

Andante un poco allegretto
(G major, C)

Gloria in excelsis Deo .. . . . Glorificamus te. Qui tollis
peccata mundi, miserere nobis.

3. Gloria (Cont.): Air with chorus, chorus,
and duo with chorus
(342 measures)
“"Gratias agimus:® soprano, chorus

violin I, violin II, viola, cello, bass

Cantabile religioso un poco lento avec sentiment, affection et
mélancolie religieuse

(E-flat major, C, 44 measures)

Gratias agimus tibi . . . Agnus Dei, Filius Patris.

Le Mouvement un peu plus animé
(E-flat major, C, 80 measures)

Laudamus te . . . Agnus Dei, Filius Patrlsl
"Qui tollis peccata mundi:* chorus

violin I, violin II, viola I, viola II, cello, bass

1 ,

Reiteration of the "Gloria” text from "Laudamus te" to "Filius
Patris ," with both text and music fragmented, presented simultaneously,
and in arbitrary order.
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Moderato
(G minor, 3/4, 30 measures)
Qui tollis peccata mund:i . . . deprecationem nostram.
"Qui sedes ad dexteram Patris:" tenor I, tenor II, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
violin I, violin II, viola I, viola II, cello, bass

Grazioso ed allegretto avec mouvement
(G major, ¢, 133 measures)

Qui sedes ad dexteram Patris . . . Cum Sancto Spiritu, in
gloria Dei Patris. Amen.

Allegretto fieramente et plus anime
(G major, C, 55 measures)

Qui sedes ad dexteram Patris . . . Cum Sancto Spiritu, in
gloria De1 Patris. Amen.

4. Credo: Chorus, airs (2), and sextet:
(178 measures)

"Credo in unum Deum:" chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in E-flat,
violin I, violin II, viola, cello, bass

Allegretto moderato e pomposo
(E-flat major, C, 14 measures)

Credo in unum Deum, . . . omnium, et invisibilium.
"Et in unum Dominum:" tenor I

violin I, violin II, viola, cello, bass

Andante
(E-flat major, 6/8, 76 measures)

Et in unum Dominum . . . per quem omnia facta sunt.
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"Qui propter nos homines:" soprano Il

2 flutes, 2 oboes, 2 bassoons, 2 horns in G, violin I,
violin II, viola, cello, bass

Lento con moto
(G major, 3/8, 24 measures)

Qui propter nos homines, . . . Et homo factus est.
"Crucifixus:" soprano I, soprano II, tenor I, tenor II, bass I, bass II

4 clarinets, 4 bassoons, 2 horns in E-flat, violin I,
violin II, viola, cello, bass

Moderato
(E-flat major, ¢, 64 measures)

Crucifixus etiam pro nobis . . . et sepultus est

5. Credo (Cont.): Duo, and sextet with chorus
(158 measures)

"Et resurrexit:” soprano I, bass I
violin I, violin II, viola, cello, bass

Moderato
(C major, 3/4, 21 measures)

Et resurrexit tertia die, . . . ad dexteram Patris.

Allegrettio
(C major, 2/4, 19 measures)

Et iterum venturus . . . vivos et mortuos:

*Cujus regni:" soprano I, soprano II, tenor I, tenor II, bass I, bass II,
chorus

2 oboes, 4 clarinets, 4 bassoons, 2 horns in E-flat,
violin I, violin II, viola, cello, bass
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Moderato
(E-flat major, C, 118 measures)

Cujus regni non erit finis . . . . Et vitam venturi
saeculi. Amen.

6. Offertory: Air with chorus1
(131 measures)

"In media nocte:" tenor I, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in
B-flat basso, violin I, violin II, viola, cello, bass

Andante sostenuto
(B-flat minor, 3/2, 73 measures)

In media nocte surgebam ad confitendem . . .

Andante d' un rien plus vite
(B-flat minor, 3/2, 58 measures)

Ante Deum procidamus audi . . .

7. Sanctus: Choruses (2), and solo with chorus
(238 measures)

*Sanctus, Sanctus, Sanctus:" chorus
violin I, violin II, viola, cello, bass

Adagio, lento religioso _
(E~-flat major, 4/2, 18 measures)

Sanctus, Sanctus, Sanctus . . . Hosanna in excelsis.

1Adapted from Psalm 100; Psalm 101; Psalm 118; Psalm 64, and
2 Kings 22.



63

"Benedictus qui venit:” chorus

2 flutes, 4 clarinets, 4 bassoons, violin I, violin II,
viola I, viola II, cello, bass

Plus vite andante
(E-flat major-G-minor, C, 36 measures)

Benedictus qui venit in nomine Domini. Pleni sunt caeli
majestatis gloria tua.

"O salutaris hostia:" bass I, chorus
2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homns in
E-flat, 3 trombones, violin I, violin II, viola I, viola II,

cello, bass

Un peu plus vite, moderato religioso
(E-flat major, C, 33 measures)

O salutaris hostia . . . fer auxilium. Benedictus qui venit
in nomine Domini. Hosanna in excelsis.

Allegretto religioso
(E-flat major, C, 35 measures)

Pleni sunt caeli . . . Benedictus qui venit . . . O salutaris
hostia . . . fer auxilium.

d' un rien plus vite, allegro pomposo e religioso
(E-flat major, C, 116 measures)

Pleni sunt caeli . . . Hosanna in excelsis.
Benedictus qui venit . . . Hosanna in excelsis
, : e 1

O salutaris hostia . . . fer auxilium.

1
All three texts are fragmented, and presented both successively
and simultaneously in arbitrary order.



64

8. Agnus Dei: Duo with chorus
(76 measures)

"Agnus Dei:" soprano I, soprano II, chorus

violin I, violin II, viola, cello, bass

Allegretto grazioso
(B-flat major, 6/8)

Agnus Dei, qui tollis peccata mundi: miserere, Jesy, miserere
nobis: dona nobis pacem

Qui tollis peccata mundi, suscipe deprecationem nostram.

Dona nobis pacem, Jesu, miserere nobis.

O filii et ‘filiae1

soloists: soprano, alto, tenor, bass

chorus: soprano, alto, tenor, bass

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, violinI,

violin II, viola, cello, bass

Introduction, strophes, chorus
(219 measures)

"Alleluia:" soprano, alto, tenor, bass, chorus
2 flutes, 2 oboes, 2 clarinets, 2 bassoons, violin I, vio-
lin II, viola, cello,bass
Allegro

(A major, 3/4, 1l measures)

Alleluia.

Benediction for Eastertide. See: Liber Usualis, p. 1875.
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"O filii et filiae:" soprano, alto, tenor
Strophe 1

[Mineur], andantino: soprano
(A minor, 3/4, 14 measures)

O filii et filiae, Rex caelestis, Rex gloriae, Morte surrexit.
Alleluia.

Majeur: soprano
(A major, 3/4, 16 measures)

Et Maria Magdelene, Et Jacobi, et Salome, Venerunt corpus
ungere. Alleluia.

Strophe 2

Mineur: alto
(A minor, 3/4, 14 measures)

A Magdalena moniti, Ad ostium monumenti suo currant dis-
cipuli. Alleluia.

Majeur: alto
(A major, 3/4, 16 measures)

Sed Joannes Apostolus Cucurrit Petro citius, an sepulchrum
venit prius. Alleluia.

Strophe 3

Mineur: tenor
(A minor, 3/4, 14 measures)

In albis sedens Angelus, respondit muluribus; quia surrexit
Dominus. Alleluia.

Majeur: tenor
(A major, 3/4, 16 measures)

Discipulis ostantibus, In medio stetit Christus, Dicens:
Pax vobis omnibus. Alleluia.
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[Mineuﬂ, andantino: soprano
(A minor, 3/4, 14 measures)

Discipulis ostantibus . In medio stetit Christus, Dicens:
Pax vobis omnibus. Alleluia.

Majeur: soprano
(A major, 3/4, 16 measures)

Ut intellexit Didymus, Quia surrexerat Jesus, Remansit fere
dubius. Alleluia.

Strophe 5

Mineur: alto
(A minor, 3/4, 14 measures)

Vide, Thoma, vide latus, Vide pedes, vide manus, Noli esse
incredulus. Alleluia.

Majeur: alto
(A major, 3/4, 16 measures)

Quando Thomas Christi latus, Pedes vidit atque manus,
Dixit: Tu es Deus meus. Alleluia.

Strophe 6

Mineur: tenor
(A minor, 3/4, 14 measures)

Beati qui non viderunt, Et firmiter crediderunt, Vitam aeternam
habebunt. Alleluia.

Majeur: tenor
(A major, 3/4, 16 measures)

De quibus nos humilimas Devotas atque debitas Deo dicamus
Gratias. Alleluia.
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"In hoc festo sanctissimo:" chorus

Adagio mineur
(A minor, 3/2, 14 measures)

In hoc festo sanctissimo Sit laus et jubilatio, Benedicamus
Domino. Alleluia.

Majeur
(A major, 3/2, 3 measures)

Alleluia.

i° tempo animé
(A major, 3/4, 1l measures)

Alleluia.

Q__Fﬁ\l_uzéﬁé_l

soloists: none

chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: violin I, violin II, viola I, viola II, cello, bass

Chorus
(120 measures)

"0 salutaris hostia:" chorus

violin I, violin II, viola I, viola II, cello, bass

Moderato religioso, sans lenteur et avec mouvement

(G major, q})

O salutaris hostial quae caeli pandis hostium bella premunt
hostilia. Da robur fer auxilium.

Hymn, Verbum supernum prodiens, verse 5.
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Oratorio de No?a'l1

soloists: soprano I, soprano II, tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horns, 2 harps, violin I, violin II, viola I, viola II,
cello I, cello II, bass

1. Kyrie: Chorus
(212 measures)

"Kyrie eleison:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in D,
1 harp, violin I, violin II, viola, cello, bass

Andanta con mote 104 = J
(D minor, 3/4)

Kyrie eleison. Christe eleison.

2. Sceéne religieuse de nuit et Gloria:
Recitative,
chorus and postlude,
chorus and interlude
(140 measures)

"Pastores erant vigilantes:" soprano I

1 flute, 1 clarinet, 1 bassoon, 2 homs in E, violin I,
violin II, viola, cello, bass

Moderato un poco andante
(E minor, ¢, 14 measures)

Pastores erant vigilantes. Claritas Dei circumfulsit 1llos.

1
Adapted from Luke 2:8-14, and the Mass text.
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"Claritas Dei circumfulsit:" chorus

1 piccolo, 1 flute, 2 oboes, 4 clarinets, 4 bassoons,
2 horns in E, wviolin I, violin II, viola I, viola II, cello,

bass

Mesuré 84 = J
(A muinor, qL,, 24 measures)

Claritas Dei circumfulsit illos, et timuerunt timore magno.
Facta est cum angelo multitudo militiae caelestis. Gloria

in altissimis Deo.
o

"Postlude:" orchestra

1 flute, 1 clarinet, 1 harp

Un peu lent
(E minor, 3/4, 8 measures)

PGloria in excelsis Deo:" chorus

2 flutes, 2 oboes, 4 claninets, 4 bassoons, 2 horns in E,
violin I, violin II, viola, cello, bass

[Andante conmoto] 104 = J
(E major, C, 74 measures)

Gloria in excelsis Deo. Et in terra pax hominibus bonae

voluntatis.

"Interlude (Appel des bergers et pasteurs des campagnes de
Bethléem:" orchestra

N

2 horns in E, violin I, violin II, viola, cello, bass

Andante 72 = J
(E major, 3/4, 20 measures)
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3. Recitative, Morceau d' ensemble:
air with chorus
(220 measures)

“Nolite timere; quia natus est:" soprano I

.2 oboes, 4 clarinets, 4 bassoons, violin I, violin II,
viola, cello, bass

Allegro, [recitative] 120 = J
(C major, C, 17 measures)

Nolite timére; quia natus est hodie Salvator.

“Laudamus te:" soprano I, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
1 harp, violin I, violin II, viola, cello, bass

Allegro moderato
(C major, C, 203 measures)

Laudamus te. Benedicimus te. Glorificamus te. Gloria
in excelsis Deo. Et in terra pax hominibus bonae voluntatis.

4. Duo, recitative, and chorus
(164 measures)

“Gratias agimus tibi:" soprano I, soprano II

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in F,
1 harp, violin I, violin II, viola, cello, bass

Moderato poco andante
(F major, 3/4, 127 measures)

Gratias agimus tibi . . . Domine Fili unigenite, Jesu Christe.
"Domine Deus, Rex caelestis:" soprano I, soprano II -

violin I, violin II, viola, cello,bass
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Récitatif, adagio
(G major, C, 4 measures)
Domine Deus, Rex caelestis, Deus Pater omnipotens.
*Laudamus te:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
1 harp, violin I, violin II, viola, cello, bass

Allegro 120 = J
(C major, C, 33 measures)

Laudamus te. Benedicimus te. Glorificamus te.

5. Morceau d' ensemble: chorus
(310 measures)

"Domine Deus, Agnus Dei:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 h_orns in C,
2 harps, violin I, violin II, viola I, viola II, cello I,
cello II, bass

Moderato, un poco andante 96 = J
(C minor, 3/4, 86 measures)

Domine Deus, Agnus Dei, . . . suscipe deprecationem
nostram.
Plus animé, allegretto sans vitesse 110 = J

(C minor, 3, 203 measures)

Domine Deus, Filius Patris. Domine Fili unigenite, Jesu
Christe . . . suscipe deprecationem nostram.

Allegro pomposo 126 = J
(C major, C, 21 measures)

Laudamus te. Benedicimus te.
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6. Recitative and air with chorus
(215 measures)

“Qui sedes ad dexteram Patris:” soprano I

violin I, violin II, viola, cello, bass

Recitatif, adagio
(F major, C, 5 measures)

Qui sedes ad dexteram Patris, miserere nobis.
"Quoniam tu solus sanctus:” soprano I, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in F,
1 harp, violin I, violin II, viola, cello, bass

Allegro fieramente 126 = J
(F major, C, 210 measures)

Quoniam tu solus sanctus. Tu solus Dominus. Tu solus
Altissimus, Jesu Christe. Qui tollis peccata mundi, mi-
serere nobis. Cum Sarncto Spiritu, in gloria Dei Patris.
Deus Pater omnipotens . . . in gloria Dei Patris.1

7. Hymne pastorale: Strophic chorus
(149 measures)

"Jam desinant suspira:" soprano I, tenor, chorus
violin I, violin II, viola, cello, bass

Moderator grazioso 92 = cl
(C major, 3/4, 94 measures)

[introductiora

Jam desinant suspira

1

The restatement of the "Gloria" text, from "Deus Pater omni-
potens" to the end of the "Gloria," is presented both successively and
simultaneously in a fragmented manner and arbitrary order.
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ere
17, strophe moderne:

soprano I, chorus

Qui natus es de virgine, Jesu, tibi sit gloria,
Cum Patre cumque spiritu in sempiterna saecula.

Qui donas imperia, stabulum non respuis.
m

e
2 . strophe
tenor, chorus

Aeterna proles feminae non horret includi sinu;
fit ipse servus, ut jugo nos servitutis eximat.

Qui donas imperia, stabulum non respuis.

Antistrophe et epode

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
2 harps, violin I, violin II, viola, cello, bass

Jam desinant suspira. Audivit ex alto Deus; caeli
patescunt; en adest promissa pax mortalibus.

Qui donas imperia, stabulum non respuis.

Allegro 108 = J
(C major, 3/4, 6 measures)

Qui donas imperia.

Io tempo
(C major, 3/4, 17 measures)

stabulum non respuis.

Allegro
(C major, 3/4, 8 measures) ’

Jam desinant suspira. Qui donas imperia.

Adagio
(C major, 3/4, 26 measures)

stabulum non respuis; en adest promissa pax mortalibus.
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Premier oratorio de la Passion

soloists: soprano I, soprano II, tenor, bass I, bass II

chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
2 trumpets, 1 bass trombone, timpani, violin I, violin II,

viola, cello, bass

1. Introduction {chorus) and soli with chorus (3)
(215 measures)

"Threni id est lamentationes:" chorus

violin I, violin 1I, viola, cello, bass

88=J

Thren: id est lamentationes Jeremiae prophetae . . .

Moderato, largo un poco andante
(D minor, ¢, 16 measures)

ou

"Quomodo sedet sola:" soprano I, chorus

Moderato
(D minor, (}J, 47 measures)

Quomodo sedet sola civitas . . .
"Sibilaverunt fremuerunt:* soprano I, chorus

Allegretto 126 = J
(D minor, €, 48 measures)

Sibilaverunt fremuerunt dentibus . . .

1Adapted from Lamentationsl; Lamentations 2; and Lamenta-
tions 3, as employed during the liturgy of Holy Week.
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"Expandit Sion manus suas:" soprano I, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in D,
violin I, violin II, viola, cello, bass

Allegro spiritoso ed agitato
(D minor, ¢, 9 measures)

Expandit Sion manus suas .

Moderato avec desolation
(D minor, (F, 4 measures)

non est, non est

o
I tempo
(D minor, C, 91 measures)

Dominus projecit de caelo, . . .

2. Duo (2 sections)

(135 measures)
S

"0 spes salutis omnium:™ tenor, bass I

violin I, violin II, viola, cello, bass

Moderato 104 = J
(B-flat major, C, 96 measures)

O spes salutis omnium, crux vera mundi, . .

*Te summa Deus trinitas:" tenor, bass I

2 flutes, 2 bassoons, 2 horns in B-flat basso, violin I,
violin II, viola, cello, bass

Allegro pomposo e nobile 132 = J
(B-flat major, C, 39 measures)

Te summa Deus trinitas, . . .
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3. Introduction (chorus), quartet with chorus,
and chorus
(289 measures)
*Insons cruentae filius:™ chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Lent, moderato un poco andante 108 = J
(C major, C, 8 measures)

Insons cruentae filius pro santibus morti datur.
"Plange tristi carmine:™ soprano I, soprano II, bass I, bass II, chorus

[Moderato]
(C major, C, 101 measures)

Plange tristi carmine . . .

Allegretto affectuoso e nobile, un peu plus vite 120 = J
(C major, C, 107 measures)

Plange tristi carmine . . .
*Patri sit gloria:® chorus
2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,;

2 trumpets in C, 1 bass trombone, timpani in C and G,
violin I, violin II, viola, cello, bass

Un peu plus animé 182 = J
(C major, 2, 73 measures)

Patri sit gloria, ejus que Filio . . .
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‘s . 1
Deuxiéme oratorio de la Passion

soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass

orchestra: 2 flutes, 2 oboes, 2 clarinets, 4 bassoons,
2 homns, timpani, violin I, violin II, viola, cello, bass

1. Chorus
(96 measures)

"Kyrie eleison:" chorus
violin I, violin II, viola, cello, bass

Andante 84 = cl
(E-flat major, 3/2)

Kyrie eleison. Christe eleison.

2. Air and choral conclusion
(93 measures, continuous with
preceding movement)

"Ab ira tua:" soprano
violin I, violin II, viola, cello, bass
Allegretto agitato 92 = c]
(G minor-B-flat major, C, 89 measures)
Ab ira tua, libera nos, miserere nobis . . .
“Miserere nobis:" chorus —

Adagio
(B-flat major, C, 4 measures)

Miserere nobis.

1
Adapted from the Litany sung on Holy Saturday morning.
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3. Trio with chorus
(172 measures, continuous with
preceding movement)
"Lux vera, lux eterna:™ soprano, tenor, bass, chorus

violin I, violin II, viola, cello, bass

1° tempo, mouvement large quoiqu' animé 76 :J
(E-flat major, 3/4)

Lux vera, lux eterna per passionem, per agoniam, per crucem
tuam, miserere nobis . . . .

4. Chorus
(166 measures)

"Domine libera regem:" chorus

2 flutes, 2 oboes, 2 clarinets, 4 bassoons, 2 homns in C,
timpani in C and G, violin I, violin II, viola, cello, bass

Allegro yif 160 = J
(C minor, C)

Domine libera regem a viro iniquio . . .

L. , .1
Troisieme oratorio de la Passion

soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 4 clarinets, 4 bassoons, 2 horns, violin I,
violin II, viola I, viola II, cello, bass

1Related to the liturgy of Holy Week.
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l. Combined strophic chorus and air
(339 measures) »
V4
"Orchestral introduction (Marche religieuse):* orchestra

4 clarinets, 4 bassoons, violin I, violin II, viola I,
viola II, cello, bass :

Andante moderato 56 = 1B
(G minor-B-flat major, ¢, 8 measures)

"Introibo in dominum tuam:" soprano, chorus

\ .
EStrophe f}

Andante moderato: chorus (soprano II, tenor II, bass I, basé II)
(G minor, q:, 29 measures)

Introibo in domum tuam, domine adorabo ad templum sanctum
in timore tuo. Deus deduc no injustitia.

large
{(B-flat major, C, 1 measure)

Adoramus.

Allegro spiritoso 88 = cl : soprano, chorus
(B-flat major-D major, C, 24 measures)

Exaltabo te Domine quoniam suscipisti me ad te clamabo de~
precabor esto mihi in Deum protectorem.

[Strophe 2]

1° tempo: chorus (soprano I, tenor I - each divided)
(G minor, ¢, 30 measures)

Domine susceptor meus gloria mea et exaltans caput meum.
Voce mea ad dominum, clamavi exaudivit me de monte sancto,
suo exurge Domine. Exaudi orationem salvum fac populum
super tuum. Benedicto tua Domine.

‘-

1 ' :
To this point, all parts are notated in square, black, plain
song notation.
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Allegro agitato
(B~flat major-G major, C, 48 measutes)
In te domine speravi non confundar in aeternum. Ad dominum
.cum tribularer clamavi. Libera mea linguis iniquis et a lingua

doloda ad Dominum; ad te Domine.

Anti—strophe1

o ) ..
I” tempo un rien plus anime: chorus
(G minor, (F, 30 measures)

Introibo in domum tuam, . . . injustitia.
Domine susceptor . . . Domine.
\ Air
“Secundum misericordiam:" soprano
violin I, violin II, viola, cello, bass

Allegro agitato animé 80 = 0‘
(G minor, C)

Secundum misericordiam tuam, memento mei tu propter boni-
tatem tuam . . .

. . . 2
Peroraison musicale de strophes

]IO tempo 66:cj: chorus
(G minor, ¢, 75 measures)

Introibo in domum tuam, . . . injustitia.

Domine susceptor . . . Domine.

l.I-\. combined double chorus in which both the music and the text
of measures one to thirty, strophe one and strophe two, are recapitulated
and presented simultaneously.

2The Eéroraison centers about a second simultaneous presenta-
tion of strophes one and two. This double chorus is somewhat different,
however, from the one presented in the anti-strophe, for the material is
amplified and juxtaposed in a different manner.
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Benedic nostro Regi fuit magnus maxiumus expugnare hostes
secundum nomen suum princeps noster.

2. Trio with chorus
(116 measures)

"*In virtute tua:" soprano, tenor, bass, chorus

2 flutes, 4 clarinets, 4 bassoons, 2 horns in C, violin I,
violin II, viola, cello, bass

Grazioso affectuoso 60 = J
(C major, 3/4)

In virtute tua Domine, laetabitur Rex, . . . super Regis
nostri ad jicies permanet 1n aeternum in conspectu Dei.

Domine salvum fac Regem nostrum. Et exaudi nos in Die
qua invocaverimus te Domine.

Premier oratorio pour le couronnement
des Princes Souverains

soloists: solo sopranos, solo tenors, solo basses
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
4 horns, 2 trumpets, 3 trombones (A, T, B), bass drum,
cymbals, timpani, violin I, violin II, viola I, viola II,
cello, bass

1. Premiére scéne: March and chorus

(108 measures)

"March:" orchestra

1 piccolo, 2 flutes, 2 oboes, 2 clarinets, 2 bassoons,
2 horns in C, 2 trumpets in C, 3 trombones (A,T,B),
timpani in G and D, wviolin I, violin II, viola, cello, bass

Allegro fieramente 100 = J
(G major, C, 80 measures)
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"Vivat in aeternum:" chorus

1 piccolo, 2 flutes, 2 oboes, 2 clarinets, 4 bassoons,
2 horns in D, 2 trumpets in D, 3 trombones (A,T,B),
bass drum, cymbals, timpani in D and A, violin I, vi-
olin II, viola, cello, bass

Allegro commodo un peu plus vite que la marche 84 =-o\
(D major, C, 28 measures)

Vivat 1n aeternum.

2. Deuxiéme scéne: Chorus
(50 measures)

"Deus, Deus qui populo tuo:" chorus

2 flutes, 2 clarinets, 2 bassoons, 2 horns in C, timpani
in C and G, violin I, violin II, viola, cello, bass

Moderato religioso 112 = J
(C minor, C)

Deus, Deus qui populo tuo, aeterna salutis beatum Remigium
ministrum tribuisti; . . .

3. Iroisiéme scéne: Chorus
(79 measures)

"Supplices te rogamus:" chorus

2 clarinets, 4 bassoons, 2 horns in E-flat, bass trombone,
violin I, violin II, viola, cello, bass

Andantino religioso ‘ 63 = ol
(E-flat major, C, 24 measures)

Supplices te rogamus, omnipotens Deus, audinos te rogamus !

Un peu plus vite, andante 80 :J
(E-flat major, C, 55 measures) -

Hic est sanguis novi et aeterni testamenti . .
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4, Quatriéme scene: Duo with chorus
(80 measures)
"Omnipotentem Sancte Remigi:" solo sopranos, solo tenors, chorus
2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
bass trombone, timpani in C and G, violin I, violin II,

viola I, viola II, cello, bass

Allegretto nobile 63 = o\
(C major, 2)

Omnipotentem Sancte Remigi, ora pro nobis . . . .

5. Cinquiéme scéne: Solo and chorus
(62 measures)

"In virtute tua:" 6 solo basses
2 horns in F, violin I, violin II, viola, cello, bass

Un poco lento 56 = ol
(F major, 3/2, 18 measures)

In virtute tua, Domine, laetabetur Rex.

"Domine salvum fac:* chorus

[lentq)

(F major, 3/2, 44 measures)

Domine salvum fac Regem; et exaudi nos is die qua invoca-
verimus te. Domine salvum fac Regem nostrum, salvum fac
populum tuum.

6. Sixiéme scéne: Solo with chorus
(84 measures)

"Veneremur adoremus:" 6 solo basses, chorus

2 flutes, 4 clarinets, 4 bassoons, 2 horns in D, bass
trombone, timpani in D, violin I, violin II, viola, cello,
bass
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Moderato nobile et large (avec plus de mouvement) 108 =J
(D minor, C)

Veneremur adoremus decretum Deil . . .

7. Septiéme scéne: Chorus
(240 measures)

*Urbs beata genovefae:" chorus

1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
4 horns in D, 2 trumpets in D, 3 trombones (A,T,B),
bass drum, cymbals, timpani in D and A, violin I, vi-
olin II, viola I, viola II, cello, bass

Adagio, Allegro pomposo mais large et sans trop de vitesse 144 :0‘
(D major, C)

Urbs beata genovefae, agitet diem laetitiae! . . .

Deuxiéme oratorio pour le couronnement
des Princes Souverains

soloists: solo sopranos, solo tenors, solo basses
chorus: soprano l, soprano II, tenor I, tenor II, bass I, bass II
orchestra: 1 piccolo, 2 flutes, 4 oboes, 4 clarinets, 4 bassoons,

4 horns, 2 trmupets, 3 trombones (Ax,T,B), timpani, vio-
lin I, violin II, viola I, viola II, cello, bass

1. Premiére scéne: Double chorus
(100 measures)

"Domine emitte:" chorus I (soprano I, soprano II, tenor, bass);
chorus 1I (soprano I, soprano II, tenor I, tenor II, bass)

2 flutes, 4 oboes, 4 clarinets, 4 bassocons, 2 horns in
E-flat, 2 horns in B-flat basso, violin I, violin II, viola I,
viola II, cello, bass
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Moderato affettuoso collo stile antico 80 :J
(B-flat major, C)

Domine emitte bona super principem fac eum esse filicem!

2. Deuxiéme scéne: Solo with chorus
(174 measures)

"Ter Sancte Deus:* 10 solo basses, chorus

1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horns in E-flat, bass trombone, violin I, violin II,
viola, cello, bass

Lent
(B-flat major, C, 6 measures)

Ter Sancte Deus! Exaudi nos!

Allegro commodo 116 = ol
(B-flat major, C, 168 measures)

Exultate omnes populi antiquae galliae! . . .

3. Troisiéme scéne: Chorus
(52 measures)

"Beatus qui legit:" chorus

1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horns in C, 3 trombones, timpani in C, violin I, vi-
olin II, viola I, viola II, cello, bass

Andante moderato e misterioso B84 :J

(E-flat major, C)

Beatus qui legit prophetiam et servat ea quae scripta sunt . . .
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4. Quatriéme scéne: Duo with chorus (3 sections)
(155 measures, continous with
preceding movement)

- .
"Suscepit Israel:" 20 solo sopranos, 10 solo basses

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs in C,
"3 trombones, violin I, violin II, vicla I, viola II, cello,
bass

Moderato grazioso 96 :J
(F major, 2, 56 measures)

Suscepit Israel, suscepit puerum suum. . . .
"Sicut locutus est:® 10 solo basses, chorus
Andante misterioso 66 =d : chorus

(F minor, 3/2, 23 measures)

Sicut locutus est; Ad Patres nostros; Abraham et semini ejus;
in saecula; Legite prophetiam.

Recitatif mesuré gravement: 10 solo basses
(F minor, C, 2 measures)

Sicut locutus est.

"Suscepit Israel:" 20 solo sopranos, 10 solo basses, chorus

mo
I tempo .
(F major, 'C, 74 measures)

Suscepit Israel, suscepit puerum suum . . . .

5. Cinquiéme scéne: Scene (chorus-solo)
(54 measures)

"Christe qui sedes Olympo:" 10 solo basses, chorus

violin I, violin II, viola, cello, bass
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Allegro fieramente, recitatif, Allegro 104 :J
(D minor, C, 33 measures)

Christe qui sedes Olymbo, extendat omnipotens . . .

Andantion 66:.‘
(D minor, C, 5 measures)

Fac eum esse annis multiplicem! . . .

Allegro moderato, Andantino 88= J
(D minor, C, 16 measures)

Sicut lux solis: . . .

6. Sixiéme scéne: Chorus, scene {solo-chorus),
and duo with chorus
(243 measures, continuous with
preceding movement)

"Domine Deus, Gratias Agimus tibi:" chorus

4 clarinets, 4 bassoons, violin I, violin II, viola I,
viola II, cello, bass

Lento sempre 72 :J
(B-flat major, C, 34 measures)

Domine Deus, Gratias Agimus tibi, propter gloriam tuam
magnum; Domine Deus.

"Omnipotens sempiterne:” 10 solo basses, chorus
violin I, violin II, viola, cello, bass

Allegro comodo, recitatif 104 .—.J
(F minor, C, 28 measures)

Omnipotens sempiterne Deus, caelestium moderator omnes
galli plaudite. . . .



88

®In hoc festo:" 20 solo sopranos, 10 solo basses, chorus

1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
4 horns in F, 2 trumpets in F, 3 trombones (A,T,B),
violin I, violin II, viola, cello, bass

Allegretto pomposo 104 ZJ
(F major, C, 99 measures)

In hoc festo sanctissimo, i1n hoc die solemni Ecclesia
triumphat! . . .

Allegro spiritoso avec mouvement 152 _—.ol
(F major, C, 82 measures)

Jubilate Deo et exultet triumphat Ecclesia. .

Troisiéme oratorio pour le couronnement
des Princes Souverains

soloists: solo sopranos, solo tenors, solo basses, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 1 piccolo, 2 flutes, 4 oboes, 4 clarinets, 4 bassoons, -
4 horns, 2 trumpets, 3 trombones (A,T,B), bass drum,

cymbals, timpani, violin I, violin II, viola I, viola II,
cello, bass

1. Premiére scéne: Solo with chorus
(115 measures)

"Dawvid parvulus:" solo sopranos, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, violin I,
violin II,' viola, cello, bass
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Allegretto avec mouvement mais sans presser 92 =J
(F major, 3/4)

David parvulus, David pascit oves: erat pulcher aspectu,
et fortissimus, bellicosus, et sciens psallere cithara. . .

2. Deuxiéme scéne: Duo with chorus B
(130 measures)

"Inveni David:" 10 solo sopranos, 10 solo basses, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in
B-flat basso, violin I, violin II, viola I, viola II, cello,

bass

Grazioso affettuoso, ma fieramente 76 =J
(B-flat major, 3/4)

Inveni David servum meum, et oleo sancto unxi eum .

3. Troisiéme scene: Air with chorus
(172 measures)

"Confortare et esto vir:" bass, chorus

1 piccolo, 2 flutes, 4 oboes, 4 clarinets, 4 bassoons,

2 horns in B-flat basso, 2 trumpets in B-flat basso,

3 trombones (A,T,B), bass drum, cymbals, timpani in

F and C, violin I, violin II, viola I, viola II, cello, bass

Allegretto pompose e carattere de guerriere (fieramente) 120= J
(F major, C)

Confortare et esto vir!l accipe gladium gloriae ut Dei

ecclesiam . . .

4. Quatriéme scéne (part 1): Double chorus
(121 measures)

*QOra pro nobis, Sancte Remigi-Gentem francorum:” chorus I (soprano I,
soprano II, tenor I, tenor II, bass I, bass II); chorus II (soprano I,

soprano II, tenor I, tenor II, bass I, bass II)

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, bass trombone,
violin I, violin II, viola I, viola II, cello, bass
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Allegretto pomposo e nobile 132 :J

(A minor, C)
/
Ora pro nobis, Sancte Remigi! Exaudi nos,O Domine 1n hac
die solemnitatis . . . .

Gentem francorum inclytam simul cum rege Sanctus Remigius
L\sacro e

O Domine Deus, voces supplicantes nostras, exaudi nos.
Sancte Remigi, ora pro nobis in hac die solemni.

5. Quatriéme scéne (part 2): Duo with chorus
(94 measures)

"Laudent dominum:” solo sopranos, solo tenors, chorus

2 oboes, 4 clarinets, 4 bassoons, 4 horns in B-flat basso,
bass trombone, violin I, violin II, viola, cello, bass

Allegretto fieramente plus animé que le morceau précédent 144 :.‘
(F major, C)

Laudent dominum, laudent in cymbalis bene sonatibus; dixit
Deus vocavi te nomine tuo. . . .

6. Cinquiéme scéne: Double chorus, and chorus
(162 measures)

*Unxerunt Salomonem:" chorus I(soprano, tenor); chorus II (tenor I,
tenor II, bass I, bass II)

1 piccolo, 2 flutes, 4 oboes, 4 clarinets, 4 bassoons,
4 horns in D, 2 trumpets in D, 3 trombones (A,T,B),
bass drum, cymbals, timpani in B and F, violin I, vi-
olin II, viola I, viola II, cello, bass

Allegro moderato 112 :J
(B minor, C, 61 measures)

Unxerunt Salomonem Regem in Sion, fac ut inimici non possuit
nocere principi . . .
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Deus qui populo tuo, majestatis domini . . .
Gloria Dei Implebat Templum.

Sancte Remigi protege principem . . .

!

"Sit laus Patri, laus Filio:" chorus

Allegro ma non troppo 144 :J
(B minor, C, 10l measures)

Sit laus Patri, laus Filio!
Consolaris populum inimici . . .
v

Unxerunt Salomonem . . .

Deus qui populo tuo . . .

Remigium tribui . . .
N

Regem in Sion, fac ut inimici . . .

Si ingressus fuerit populus ad bellum contra inimicos, perviam
in qua miseris; . . .

7. Sixiéme scene: Chorus
(91 measures)

"Peregrinus veniens:"™ chorus

violin I, violin II, vicla, cello, bass

Un peu lent BO:A
(A minor, 3/2)

Peregrinus veniens et videns tuum regnum, tua monumenta,

. . (3

1
A grand climax in which all three texts are simultaneously
presented.
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8. Septiéme scéne (part 1); March with chorus
(106 measures)

"Marche séraphique:" orchestra, chorus

2 flutes, 4 oboes, 4 clarinets, 4 bassoons, 4 horns in D,
2 trumpets in D, 3 trombones (A,T,B), violin I, violin II,
viola I, viola II, cello, bass

Moderato nobile et largement 104 = o\
(D major, C)

Deus Salvator mundi, tib: cherubim et searphim incessabili
voce proclamant . . . .

Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth. Pleni
sunt caeli et terra majestatis gloria tua.

Protexisti galliam, protege ejus principem . . . .
9. Septiéme scéne (part 2): Chorus
(70 measures)
"Yivat in aeternum:* chorus
1 piccolo, 2 flutes, 4 oboes, 4 clarinets, 4 bassoons,
4 horns in D, 2 trumpets in D, 3 trombones, (A.T.B.),
timpani in D and A, violin I, violin II, viola, cello,

bass.

Allegro commodo un peu plus vite que la marche 84 = J
(D major, C)

Vivat in aeternum. Preparate viam populo transite per
portas . .
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1

Rachel

soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass Il

orchestra: 1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
4 horns, 2 trumpets, 3 trombones (A,T,B), bass drum,
cymbals, timpani, violin I, violin II, viola I, viola II,
cello, bass

1. Air with chorus (2 sections)
(222 measures)
/

"Vox in excelso:" tenor, chorus

2 bassoons, violin I, violin II, viola I, viola II, cello,
bass

Moderato con agitazione un peu lent 96 = J

(G minor, C, 76 measures)

Vox in excelso audita est lamentationes, locutus et fletus
Rachel plorantis filios suos et nolentis consolari super eis,
quia non sunt.

"Quiescat in vox tua:" tenor, chorus

2 flutes, 2 clarinets, 2 bassoons, 2 homs in C, violin I,
violin II, viola, cello bass

Allegro agitato sans vitesse 144 = J
(G minor, C, 146 measures)

Quiescat vox tua ploratu, et oculi tui a lacrimis quia

est merces operi tuo, . . .

1Adapteci from Jeremiah 9:21; Jeremiah 31:13-17; Baruch 4:1, 23,31,
36-37; Baruch 5:1, 5, 6-8; Psalms 44, 45, 97, 104, 111, and 127.
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2. Air with chorus
(179 measures)

“Circumspice ad orientur:" soprano, chorus

2 clarinets, 2 bassoons, 2 horns in E-flat, violin I,
violin II, viola I, viola II, cello, bass -
Andantino maestoso e cantabile 72 J
(E-flat major, ¢, 67 measures)

Circumspice ad orientem et vide iucunditatem a Deo veni-
entem. . . .

Adagio, largo
(E~flat major, C, 4 measures)

Excuse te stola luctus.

Allegro spiritoso trés animé 88 = cj
(E-flat major, C, 108 measures)

Exsurge, lerusalem, sto in excelso et circumspice ad orien-~
tem et vide collectos filios . . .

3. Finale (soli-chorus in 7 sections)
(736 measures)

Introduction du final

"Dico ego opera mei Regi:” bass, chorus

violin I, violin II, viola, cello, bass

Andantino sans vitesse 69 = J
(B minor, C, 16 measures)

Dico ego opera mei Regi. Astitit Regina a dextris tuis.
Filii tui sicut novellae olivarum

er . . er
1°. partie du final, 1. morceau

"Uxor tua sicut:™ bass, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, violin I,
violin II, viola, cello, bass
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Andante un poco allegrefto nz = J
(A major, C, 61 measures)

Uxor tua sicut vitis abundans in lateribus . . .

Mineur
(A minor, C, 20 measures)

Et videas bona lerusalem et videas bona patriae. Videas
pacem manducabis labores manuum tuarum.

Majeur
(A major, C, 39 measures)

Uxor tua sicut vitis abundans in lateribus . . .

er . . e
1. partie du final, 2. morceau

"In voce psalmi:® chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in A,
2 horns in D, 3 trombones {A,T,B), violin I, violin iI,
viola, cello, bass

Cantabile mais mesure marquée 88 = cJ
(A major, C [4/2] , 84 measures)

In voce psalmi veneremur Christum humani generis . . .

er . . e
17, partie du final, 3. morceau

“Cantate exultate:” chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in A,
2 horns in D, 2 trumpets in D, 3 trombones (A,T,B), tim-
pani in A, violin I, violin II, viola I, violall, cello, bass

Allegretto mais largement 120 = J
(A major, C, 129 measures)

Cantate exultate cum tubis; Rex credit, dat exemplum, vivat
Rex in aeternum . . . .



96

r ) ) e
le. partie du final, 4. morceau

"Psallite Domino:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in A,
2 horns in D, 2 trumpets in D, 3 trombones (A,T,B), tim-
pani in A, violin I, violin II, viola, cello, bass

Allegro mais sans vitesse
(A major, C, 60 measures)

Psallite Domino in citharis, psallite in canticis et in voce
psalmi jubilate . . .

e Peroraison du final
2. partie du final, 5. morceau

"Psallite Deo:" chorus
1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,
2 horns in A, 2 homns in D, 2 trumpets 1n D, 3 trombones
(A, T, B), timpani in A and D, violin I, violin II, viola,
cello, bass

Allegro spiritose mais sans presser
(A major, C, 155 measures)

Psallite Deo in cymbalis manducabis, labores manuum . . .

2? partie du f‘mal; 6(.a morceau

"Mors Christi dat vitam aeternum:” chorus

1 piccolo, 2 flutes, 2 oboes, 4 clarinets, 4 bassoons,

2 horns in A, 2 horns in D, 2 trumpets in D, 3 trom-
bones (A,T,B), bass drum, cymbals, timpani in A and D,
violin I, violin II, viola I, viola II, cello, bass

Allegro con brio mais sans presser 132 = J
(A major, C, 121 measures)

Mors Christi dat vitam aeternum. Ut indulgeat peccatis
hominum Deus . . .
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Lento religioso mesure doublé
(A major, C [4/2] . 16 measures)
Veneror Christum, adoro Deum! . . .

Allegro animé 144 = o
(A major, C, 35 measures)

Beatus fortis qui legem Dei, cultum ejus sustinet. Vivat
fortis princeps in aeternum! . . .

Ruth et Noemi1

soloists: soprano I, soprano II, soprano III
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bassII

orchestra: 2 flutes.2 oboes, 4 clarinets, 4 bassoons, 2 hdms,
violin I, violin II, viola I, viola II, cello, bass

1. Premiére scene (part 1):
Scéne (soli-chorus)
(101 measures)

»Noemi egressa es:" soprano I, soprano II, soprano III, chorus

2 flutes, 4 clarinets, 4 bassoons, 2 horns in E-flat,
violin I, violin II, viola I, viola II, cello, bass

Andantino, recitative 80 = J
(C minor, C, 31 measures)

Noemi egressa es de regione Moabitide, jam in via revertendi
posita es in terram Juda .

‘Andante, un peu plus vite, recitative 88 = J
(C minor, C, 46 measures)

Noemi! ad Deum tuum, tecum pergemus . . .

lAdapted from Ruth 1:6-21.
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Allegro, recitative 80 = CJ
(C minor, C, 24 measures)

Et egressa est manus Domini contra me; humiliavit Dominus,
adflixit me, Omnipotens.

2. Premiére scéne (part 2): Air
(52 measures)

"Ne vocetis me Noemi:" soprano

4 clarinets, 4 bassoons, violin I, violin II, viola,
cello, bass

Andante 58 = J .
(E-flat major, 3/4, 52 measures)

Ne vocetis me Noemi, id est pulchram, sed vocate me Mara,
id est amaram, quia amaritudine, replevit me Omnipotens.
Egressa sum plena, ... .

3. Deuxiéme scéne: Chorus
(120 measures continuous
with preceding movement)

"Ak Noemi! non vidit nostras angustias:” chorus

2 flutes, 4 clarinets, 4 bassoons, violin I, violin II,
viola I, viola II, cello, bass

Allegro agitato e disperato, con dolore, trés vite 96 = c,
(C minor, C, 92 measures)

Ah Noemi! non vidit nostras angustias, non vidit nostrum
dolorem.

Andante, doublez le mouvement en largeur 76 = J
(C minor, C 4/2, 28 measures)

Ah, Noemi.
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4.~<Final: Troisiéme scéne et Quatriéme scéne:

Scene (soli), and air with chorus
(341 measures, continuous
with preceding movement)
"Orpha osculata est socrum:" soprano I, soprano II

4 clarinets, 4 bassoons, 2 homs in E-flat, violin I,
violin II, viola I, viola II, cello, bass

Largo, recitative
(E-flat major, C, 4 measures)

Orpha osculata est socrum ac reversa est;

Allegro agitato, recitative 160 = J
(E-flat major, C, 81 measures)

Ruth adhaesit socrui suae. . . .

Plus lent, moderato sans lenteur 76 = ol
(E-flat major, C, 87 measures)

Quocumque enim perrexeris ego tecum pergam, . . .
"Quocumque enim perrexeris:" soprano I, chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in
E-flat, violin I, violin II, viola I, viola II, cello, bass

Allegro agitato
(E-flat major, C, 169 measures)

Quocumque enim perrexeris tecum pergam adverseris mihi ut
te relinquam; et ubi morata fueris et ego pariter morabor;
populus tuus populus meus, et Deus tuus Deus meus; . . .
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Ruth et Boozl

soloists: soprano, tenor
" chorus: soprano I, soprano II, tenor I, tenor 1I, bass I, bass Il

orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello, bass

1. Premiére scéne: Chorus
(34 measures)

"Venit Noemi cum Ruth:" chorus

2 oboes, 4 clarinets, 4 bassoons, violin I, violin II,
viola I, viola II, cello, bass

Moderato cantabile avec mouvement 88 = J

(C major, ¢)

Venit Noemi cum Ruth moabitide nuru sua de terra peregri-
nationis suae, . . .

2. Deuxiéme scéne: Air
(127 measures)

*Noemi, Noemi te consolare:" soprano
violin I, violin II, viola, cello, bass

Allegro affettuoso 132 = J
(B-flat major-G minor, C)

Noemi, Noemi te consolare, repperero gratiam clementis

patrisfamilias si jubes vadam in agrum et colligam spicas,. . »

l.l‘u:iapted from Ruth 1:2-3, 19-22; Ruth 2:2-13; Ruth 4:13;
Genesis 22, Numbers 23-24; Isaiah 49; and Apocalypse 2-3.
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3. Troisiéme scéne: Scene (soli-chorus
in 3 paris), air, and chorus
(252 measures)

S
"Cum vobis dominus:"*

tenor
violin I, violin II, viola, cello, bass

Andante, Allegro
(G major, C, 6 measures)

Cum vobis dominus. Benedicat tibi dominus. Cujus est
haec puella?

"Haec est Moabitis:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homs in C,
violin I, v'}olin II, viola, cello, bass

Moderato cantabile avec mouvement 88 = J
(Cmajor, C, 26 measures)

Haec est Moabitis, quae venit cum Noemi de regione moabi-
tide et rogavit ut spicas colligeret remanentes sequens mes-
sorum vestigia.

"Dexteris manipulis:" tenor
N

violin I, violin II, viola, cello, bass

Recitative
(C major, C, 7 measures)

Dexteris manipulis projicite de industria . . .
"Audi, filia: ne vadas in alterum:" tenor
2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in G

(later horns in C), violin I, violin II, viola I, viola II,
cello, bass



102
Allegretto grazioso ed affettuoso 72 = J
(G major, 3/4, 88 measures)

Audi, filia: ne vadas in alterum agrum ad colligendum,
nec recedas ab hoc loco, . . .

"Etiam si sitieris:" chorus

Grazioso un poco piu allegretto 96 = J\
(G major 3/8, 125 measures)

Etiam si sitieris, vade ad sarcinulas et bibe aquas de
quibus et pueri bibunt . . . .

4. Quatriéme scéne: Recitative, and

air with chorus
(136 measures )

"Unde mihi hoc:" soprano
violin I, violin II, viola, cello, bass

Recitative
(B-flat major, C, 5 measures)

Unde mihi hoc, ut invenirem gratiam ante oculos tuos;
et nosse me dignareris peregrinam mulierem.

"Domine, inveni gratiam:"” soprano, chorus

4 clarinets, 4 bassoons, 2 horns in C, violin I,
violin II, viola I, viola II, cello, bass

Allegro agitato ed un poco vivace 84 = A
(G minor, C, 131 measures)

Domine, inveni gratiam apud oculos tuos, domine mi, qui
consolatus es me et locutus es ad cor ancillae tuae, quae
non sum similis unius puellarum tuarum. . .

—
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. 5. Cinquiéme scéne: Marche pastorale
(34 measures)

®Marche pastorale:”" orchestra

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Moderato cantabile avec mouvement 88 = J
(C major, C)

6. Sixiéme scéne: Chorus
(152 measures)

*Tulit Booz:" chorus

2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 homns in C,
violin I, violin II, viola I, viola II, cello, bass

Allegro religioso avec mouvement 126 = J
(C major, C)

Tulit Booz, Ruth accepit uxorem . . .

Stabat [Mater] en frangaisl

soloists: soprano I, soprano II, bass
chorus: none

accompaniment: 2 flutes, 2 clarinets, 2 bassoons
or
organ or piano

1. . .

This setting of the "Stabat Mater," in French translation,
contains a total of eighteen strophes, each of which is arranged in
a format identical to that of the first three.
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Strophic trio
(900 measures)

"Marie en pleurs:" soprano I, soprano II, bass

2 flutes, 2 clarinets, 2 bassoons

or
organ or piano
Strophe 1
Lent, affectueux, avec 1'accent de la douleur; mais avec mouve-
ment senti

(A minor, 3/2, 20 measures)

Marie en pleurs, inconsolable, assistait son fils adorable,
suspendu, mourant sur la croix.

Majeur, un rien plus anime
(A major, 3/2, 30 measures)

Une mére, méme insensible, eprouve en cette crise horrible,
tous les supplices 3 la fois.

Strophe 2

Io tempo
(A minor, 3/2, 20 measures)

Quelle fut doric votre souffrance, O vous par excellence,
en voyant ce fils adoré.

Majeur, un rien plus animé
(A major, 3/2, 30 measures)

Ainsi qu’ un criminel infame, dans les angoisses rendre
1' dme, meurtri, sanglant, défiguré.

Io tempo
(A minor, 3/2, 20 measures)

Il n' est pas d' homme sur la terre, eut-il un coeur de
bronze, ou pierre, qui puisse retenir ses pleurs.



105
Majeur, un rien plus animé
(A major, 3/2, 30 measures)

En pensant au fils & la mére, sur la montage du Calvaire,
en proie a toutes les douleurs.

1
Super flumina Babylonis

soloists: soprano I, soprano II, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
violin I, violin II, viola I, viola II, cello, bass

1. Chorus
(99 measures)

"Super flumina Babylonis:” chorus

2 flutes, 2 oboes, 2 élarinets, 2 bassoons, 2 horns in F,
violin I, violin II, viola, cello, bass

Moderato un poco andante 80 = J
(F minor, C)

Super flumina Babylonis illic sedimus et flevimus cum
recordaremus Sion:

2. Introduction (recitative-duo), and air
(184 measures)

"Quia illic interrogaverunt:® bass

violin I, violin II, viola, cello, bass

1Psalm 136. The text of the concluding chorus, "Juxta fluvium,
is adapted from Ezechiel 1:1; Ezechiel 1:15-28; Psalm 44; and Psalm 87.
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Andantino con moto mais largement 108 = J.)
(C major, C, 17 measures)
Quia illic interrogaverunt nos, qui captivos duxerunt
nos, verba cantionum; et qui abduxerunt nos: Hymnum
cantate nobis de canticis Sion.

"Quomodo cantabimus:” soprano I, soprano II

violin I, violin II, viola, cello, bass

Cantabile con moto 76 = J
(D major, 3/4, 12 measures) -
Quomodo cantabimus canticum Domini in terra aliena? -

“Si oblitus fuero tui:" soprano I
violin I, violin II, viola, cello, bass

Allegro fieramente 126 = J
(D'major, C, 155 measures)

Si oblitus fuero tui, Ierusalem, oblivioni-detur dextera
mea; adhaerat lingua mea faucibus meis, si non meminero
tui; si non proposuero Ierusalem in principio laetitae meae.

3. Introduction (chorus) and chorus
(115 measures)

*Quomodo cantabimus:”™ chorus
violin I, violin II, viola I, viola II, cello, bass

Cantabile con moto 76 = J
(G major, 3/4, 12 measures)
Quomodo cantabimus canticum Domini in terra aliena?
*Juxta fluvium:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in D
violin I, violin II, viola, cello, bass
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Andantino con moto 80 = l!
(D major, C, 103 measures)

Juxta fluvium Chobar, aperti sunt caeli, et vidi visiones

Dei. Apparuit rota una super terram juxta animalia habens
quattuor facies. Et adspectus earum et opera quasi sit rota
in medio rotae. Per quattuor partes earum euntes ibant ta in
medio rotae. Per quattuor partes earum euntes ibant et non
revertebantur cum ambularent. Et totum corpus oculis plenum
in circuitu ipsarum quattuor. Quocumque ibat spiritus, illuc,
eunte spiritu, et totae pariter elevabantur sequentes eum;
spiritus enim vitae erat in rotis. Et super firmamentum ad-
spectus lapidis sapphiri similitudo, quasi adspectus hominis
desuper. A lumbis eius et desuper et a lumbis eius usque
deorsum vidi quasi speciem ignis splendentis in circuitu:
velut adspectum arcus cum fuerit in nube in die pluviae.

Psallite Domino, psallite voce psalmi in conspectu regis.

Premiére Te Deum

soloists: soprano or high tenor

chorus: soprano I, soprano II, tenor I, tenor 11, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
2 trumpets, 2 trombones (T,T), bass drum,cymbals, tim-

pani, violin I, violin II, viola, cello, bass

1. Chorus (Introduction-fugue)
(135 measures)

"Te Deum laudamus:" chorus (introduction)

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in D,
(later 2 horns in E), violin I, violin II, viola, cello, bass

Allegretto pomposo 104 = J
(B minor, C, 14 measures)

Te Deum laudamus: . . . terra veneratur.
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Plus lent 80 = J
(B minor, ¢, 16 measures)

Pleni sunt caeli et terra majestatis gloriae tuae.

’L'Te Deum laudamus:* chorus (fugue)

Allegretto pomposo IO tempo
(B minor, C, 105 measures)

Te Deum laudamus: . . . majestatis gloriae tuae.

2. Air with chorus
(193 measures)

»Te gloriosus Apostolorum chorus:" soprano or high tenor, chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
violin I, violin II, viola, cello, bass

Allegro spiritoso e fieramente avec mouvement 120 = J
(G major, C)
Te gloriosus Apostolorum chorus: . . . aperuisti credentibus

regna caelorum.

3. Final: Chorus
(143 measures)

"Fiat misericordia tua Domine super nos:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
2 trumpets in C, 2 trombones (T, T), bass drum, cymbals,
timpani in C, violin I, violin II, viola, cello, bass

Allegretto 132 = J
(C major, C)

Fiat misericordia tua Domine super nos, quemadmodum
speravimus in te. In te Domine speravi: non confundar
ln aeternum.
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Deuxiéme Te Deum

soloists: soprano or high tenor
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
violin I, violin II, viola, cello, bass

1. Double chorus
(262 measures)

"Te Deum laudamus:" chorus I (soprano I, soprano II, tenor I, tenor II,
bass I, bass II); chorus II (soprano I, soprano II, tenor I, tenor II,
bass I, bass II)

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homs in
B~flat basso, violin I, violin II, viola, cello, bass

Allegretto pomposo largement 126 = J
(B-flat major, C, 97 measures)

Te Deum laudamus: te Dominum confitemur. Tibi omnes
Angeli, . . . Voce proclamant. Te gloriosus Apostolorum
chorus: confiteor Ecclesia, aperuisti credentibus regna

caelorum.

Allegro spiritoso sans vitesse 152 = J
(B~-flat major, C, 165 measures)

Patrem immensae majestatis. Tibi Cherubim et Seraphim
incessabili voce proclamant: Tu Rex gloriae, Christe; ad
dexteram dei sedes. In gloria dei Patris. Te gloriosus
Apostolorum chorus: Te Martyrum candidatus laudat exer-
citus.

2. Air
(87 measures)

"Per singulos dies:” soprano or high tenor

2 flutes, 2 horns in G, violin I, violin II, viola, cello,
bass
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Moderato grazioso 104 = J
(G major, C)

Per singulos dies, . . . saeculum saeculi. Tibi omnes An-
geli, incessabili voce proclamant: famulis subveni. Aeterna
fac cum Sanctis tuis in gloria numerari. Tibi Cherubim et
Seraphim. Te ergo quaesumus, tuis famulis subveni. Aeterna
fac in gloria numerari.

3. Chorus (Introduction, fugue, and Vivat)

(233 measures)
/

"Fiat misericordia tua Domine super nos:" chorus (Introduction)

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 homs in C,
violin I, violin II, viola, cello, bass

Andante largo 116 = J
(C major, 42, 22 measures)

Fiat misericordia tua Domine super nos.
“In te Domine speravi:" chorus (fugue)

Allegretto maestoso moderato mais avec mouvement 132, = J
(C major, C, 160 measures)

In te Domine speravi: nonconfundar in aeternum. Salvum
fac populum tuum Domine, et benedic hereditat: tuae.

"Vivat rex, vivat in aeternum"

Allegro spiritoso 112 = J
(C major, C, 51 measures)

Vivat rex, vivat in aeternum.
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Troisiéme Te Deum
soloists: soprano, tenor, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II
orchestra: 2 flutes, 2 oboes, 4 clarinets, 4 bassoons, 2 horns,

2 trumpets, 2 trombones (T,T), bass drum, cymbals, tim-
pani, violin I, violin II, viola, cello, bass

1. Trio and chorus
(246 measures)

"Te Deum laudamus:” soprano, tenor, bass

2 oboes, 2 bassoons, 2 horns in E-flat, violin I,
violin II, viola, cello, bass

Allegretto moderato 120 = J
(B~flat major, C, 66 measures)

Te Deum laudamus: . . . terra veneratur. Tibi Cherubim
et Seraphim . . . confiteor Ecclesia: Venerandum tuum

verum et unicum Filium.

*Tu devicto mortis aculeo:® chorus

o

Allegro moderato et marqué 152
(B-flat major, C, 75 measures)

Tu devicto mortis aculeo, . . . esse venturus.

1 flute, 2 oboes, 2 clarinets, 4 bassoons, 2 horns in
E-~flat, violin I, violin II, viola, cello, bass

d' un rien plus animé
(B-flat major, C, 105 measures)

Judex crederis esse venturus. Tu devicto mortis aculeo, -
sedes ad dexteram Dei Patris; in gloria Dei Patris. Tu
Rex gloriae, Christe. Tu Patris sempiternus es Filius;
aperuisti credentibus regna caelorum.
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2. Air
(103 measures)

"Te ergo quaesumus:” soprano or high tenor

2 flutes, 2 clarinets, 2 bassoons, 2 horns in E-flat,
violin I, violin II, viola, cello, bass

Andantino poco adagio 76 = J
(E-flat major, €, 41 measures)

Te ergo quaesumum, tuis famuli subveni, . . . Salvum
fac populum tuum Domine, et benedic hereditati tuae.

Allegro assai un poco vivace e presto, a 2 temps 126 = J
(E-flat major, C, 62 measures)

Per singulos dies, benedicimus te. Et laudamus nomen

tuum in saeculum et in saeculum saeculi. Miserere nostri,
miserere Domine.

3. Chorus
(68 measures)

"Patrem immensae majestatis:" chorus

violin I, violin II, viola, cello, bass

Moderato poco grave 100 = J
(C minor, (F, 25 measures)

Patrem immedsae majestatis: . . . Paraclitum Spiritum.

Grazioso 92 = cj
(C minor, ¢, 6 measures)

Tu Rex gloriae, Christe.

Allegretto avec mouvement 112 = J
(C minor, q:, 10 measures)

Tu Patris sempiternus es Filius.
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Grazioso avec mouvement 88 = o\
(C minor, ¢, 27 measures)

Tu ad liberandum . . . Virginis uterum. Dignare Domine die
isto . . . miserere nostri.

4. Final: Chorus
(143 measures)

"Fiat misericordia tua Domine super nos:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in C,
2 trumpets in C, 2 trombones (T,T), bass drum, cymbals,
timpani in C, violin I, violin II, viola, cello, bass

Allegretto 132 :J
(C major, C)

Fiat misericordia tua Domine super nos, quemadmodum sper-
avimus in te. In te Domine speravi: non confundar in aeternum.

Veni sponsa mansueta, veni coronaberis

soloists: soprano, bass
chorus: soprano I, soprano II, tenor I, tenor II, bass I, bass II

orchestra: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,
1 harp, violin I, violin II, viola I, viola II, cello, bass

1. Introduction (chorus) and chorus
(257 measures)

"Deus judicium tuum Regi:" chorus

2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns in D,
violin I, violin II, viola I, viola II, cello, bass
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Grave
(D minor, C, 17 measures)

Deus judicium tuum Regi da: orietur in diebus ejus justitia
ante solem per manet nomen ejus.

*Psallite Reg1 nostro:™ chorus

Allegro moderato
(D major, C, 240 measures)

Psallite Regi nostro in manu Domini . . .
2. Introduction (solo-chorus) and
air with chorus
(150 measures)
"Dixi ecce venio, laudate adorate:" bass, chorus

1 harp, violin I, violin II, viola I, viola II, cello, bass

Andantino con moto
(F major, 6/4, 12 measures)

orchestral introduction

Recitative: bass
(F major, C, 2 measures)

Dixi ecce venio

o
I" tempo
(F major, 6/4, 4 measures)

orchestra

Adagio: chorus
(D minor, C, 10 measures)

Laudate adorate sanctam hostiam.
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*O salutaris hostia:" soprano, chorus

Andantino con moto avec mouvement
(F major, 6/4, 102 measures)

O salutaris hostia . . . fer auxilium. Benedictus qui venii——
in nomine Domini. Gloria in excelsis Deo.

Adagie
(F major, C, 20 measures)

Deus habitat in vobis; adoramus, procidamus.



APPENDIX 4

THE SACRED MUSIC OF LE SUEUR:
A COLLATED SOURCE GUIDE
In the following alphabetically arranged tables, basic source
information is provided for each of Le Sueur's sacred compositions.

Under the headings Volume and Fascicle No. . Chapelle Impériale-Rovale

No. , and Florence Manuscript No., the rvlationships which exist be-
tween the format of a specific composition in its published form, and
that which 1t possessed originally, as indicated by the manuscript cata-
log "Etat de la Biblothéque de la Musique du Roi" and the manuscript
scores found in the library of the Conservatorio di Musica 1n Florence,
are presented. Works which survive only in manuscript, and works
known to exist only because entries were devoted to them in the manu-
scfipt catalogue, have als_o been included for the sake of completeness.
Supplementary footnotes supply information related to those Revolutionary
compositions of Le Sueur which served as source-models for sacred works,
and to the varying textual transformations -~ including contrafacta - that

took place in connection with some of this music.
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Title Volume and
Fascicle No.

Chapelle Impéri-

ale-Royale No.

Ad templum Domini Vol. 14

1. Introduction (chorus).duo, and duo with Fas. 80
chorus, "Ad templum Domini" - "Credi-
di, propter quod locutus suum” - “Quid
retribuam Domino"

2. Air and solc with chorus, "O salutaris Fas. 81
hostia” - "Benedictus qui venit"
Agnus Dei

Beati omnes (1784)1

1. Air, "Beati omnes"
2. Chorus, "Uxor tua”
- 3., Duo, "Benedicat tibi Dominus”

4. Air with chorus, "Et videas filios"

Messe 12

12:1

12:2

2 66. Morceau

séparé

Florence Man-

uscript No.

No. 12

12:1

12:2

L11

This psalm setting survives only in the manuscript written for St—Martin, Tours, dated 1784. The

work was subsequently performed in Paris at the Concert Spirituel.



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. {ale—Royale No. uscript No.
Benedicamus patrem 36: Morceau
séparé
Solo with chorus, "Benedicamus patrem
et filium"
Benediction: Sit nomen Domini 292 Morceau
' séparé
Solo with chorus, "Sit nomen Domini”
Caeli enarrant Vol. 14 Messe 5, 10 No. 5, 10
1. Trio with chorus, and solo with chorus Fas. 82 10:1 10:1
(2 sections), "Caeli enarrant" - "Et
super salutare” - "Exaltare Domine”
'2. Air with chorus (3 sections), "O salu- Fas. 83 5:41 5:31

taris hostia”™ - ®Gloria Patri® - “O
salutaris hostia”

1The setting of this composition which appears in the Se. Messe is musically identical to the pub-
lished version, but employs the text, "Domine salvum fac.* The corresponding movement in the parallel
manuscript from Florence employs the text, "0 salutaris hostia,"” as published in Volume 14.
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Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Rovale No. uscript No,
Cantate religieuse Vol. 13 Messe 1, § No. 1, 5
1. Chorus, introduction, and air (rondo), Fas. 75 1:1 I:1
"Tollite hostias™ - "O Domine vest;-
gia" - "Stare fecit cantores"
2. Combiried strophic chorus, "In perita Fas. 76 1.3 I:3
sua”
3. Recitative and air, "In memoria eterna” - Fas. 77 5:3 5:2
"Paratum cor ejus"
2 -
e
Canticum cum choris duplicibus 24e. Morceau ©
(Intoruit de caelo dominus) séparé

Double chorus, "Intoruit de caelo
dominus"

lPreviously published and employed, with a completely different text and in a slightly altered form,
as the Revolutionary composition, Chant dithyrambique pour 1’ entrée triomphale des objets de science et
d' art recueillie en Italie.

2This composition was subsequently published, in identical musical form, but with a completely
different French text, as "Finale," Alexandre a Babylone, Paris: Imprimerie Marguerie [the score bears no
date; it was published without a title page] , Act I, pp. 224-279.




Title

Debbora
1. Chorus, "Canticum Debbora cantemus™

2. Air with chorus, "Dux descendit de monte
Thabor"

3. Introduction (chorus), trio with chorus and

chorus, "Ante pedes nostros" - "Sic pe-
reant inimici" - "Suffocatus exercitus
eorum"”

4. Air with chorus, "Surge Debbora, frequenta
canticum”

5. Finale: Quartet, and quartet with chorus,

*Surge Israel, surge illuminare" - "Su-
per te orta est"

Dilexi (1784)1

1. Air, "Dilexi, quoniam exaudiet Dominus"

1 . . . :
This psalm setting survives only in the manuscript wirtten for St.-Martin, Tours, dated 1784.
work was subsequently performed in Paris at the Concert Spirituel.

Volume and

Fascicle No.

Chapelle Impéri-

ale-Royale No.

Vol. 2

Fas. 8

Fas. 8

Fas. 9

Fas. 10

Fas. 11

Messe 22

22:1

22:2

22:3-4

22:5

22:6

Florence Man-

uscript No.

No. 22
22:1

22:2

22:3-4

22:5

22:6

021

The



Title

2. Recitative and air, "Circumdederunt me
dolores"™ - "Tribulationem et dolorem"

3. Quintet, "Misericors Dominus"”

4., Chorus, "Placebo Dominc"

Domine salvum fac

Duo with chorus, "Domine salvum fac”

Domine salvum fac

Chorus, "Domine salvum fac"

Domine salvum fac [Il

Introduction and rondo, "Dies super,
dies imperatoris”™ - *Domine salvum
fac*"

Volume and

Chapelle Impéri-

Florence Man-

Fascicle No.

ale-Rovale No.

Vol. 17

Fas. 96

e
8. Morceau
séparé

e
10~ Morceau
séparé

Messe 24

24:8

uscript No.

121



Title

Domine salvum facLII]_

Air with chorus, *Domine salvum fac"

Ecce ego mitto

Joannes in deserto baptizat

1. Duo with chorus, ™Joannes in deserto
batizat"! -

2. Air with chorus, "Domine salvurr:l fac"

Laudate Dominum omnes gentes

Chorus, "“Laudate Dominum omnes gentes”

Volume and

Chapelle Impéri-

Fascicle No.

ale-Rovale No.

Vol. 17

Fas. 97

Vol. 15

Fas. 87

Fas. 88

Messe 7

7:3

e
27 . Morceau
séparé

Messe 20

e
7 . Morceau

séparé
20:6

ere
1.7 Morceau

séparé

Florence Man-

uscript No.

1 . . . e ..
Prior to its publication, this composition appears only as the 7. Morceau separe.
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Title Volume and Chapelle Impéri- Florence Man-
Fascicle No. ale-Royale No. uscript No.

Magnificat (1775 )1

1. Air, "Et exsultavit”

2. Duo, "Quia fecit”

3. Air with chorus, "Fecit potentiam™
4, Air, "Esurientes implevit”

5. Duo, "Sicut locutus est”

6. Duo with chorus, "Sicut erat in principio”

XA

. . 2 e
Marche religieuse et guerridre 117 Morceau
(Domine luminis protege regem) séparé

March with chorus, "Domine luminis protege
regem"

lThis alternate verse setting of the Magnificat, written in 1775 when Le Sueur was attached to the

Ma Itrise at the Cathedral of Amiens, is the earliest extant work of the composer. The composition sur-
vives in manuscript only.

2This composition vs}as subsequently published, in identical musical form, but with a completely
different French text, as the "Hymne des Mages,"” Alexandre a Babylone, Paris: Imprimerie Marguerie Ehe
score bears no date; it was published without a title pagej , Act II, pp. 372-389.




Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale~Royale No. uscript No.
Messe basse ou motet Vol. 15 Messe 2, 8, 9 No. 2, 8
1. Kyrie: Chorus, "Kyrie eleison” Fas. 84 2:1 2:1
2. Credo: Chorus and soli with choruses, Fas. 85 8:2 8:1
"Credo in unum Deum® - "Patrem
omnipotentem”
3. Credo (Cont.): Solo with chorus and« Fas. 85 8:2 8:1
chorus, "Credo in unam sanctam
catholicam" - "Justia ejus orietur"
4. Domine salvum: Air, "Domine salvum fac" Fas. 86 9:3 §
t , 1 e
Messe du S. Esprit: Offertoire 20. Morceau
(Domine Deus liberavit nos) séparé

Chorus, "Domine Deus liberavit nos”

1

This composition was subsequently published, in identical musical form: but with a completely
different French text, as “Fanfare et chant de Triomphe,” Alexandre a Babylone, Paris: Imprimerie Marguerie
[the score bears no date; it was published without a title page] , Act II, pp. 301-324.




Title

Premiére messe solennelle

1. Kyrie: Chorus, "Kyrie eleison"1
2. Gloria: Duo. "Gloria in excelsis Deo"

3. Gloria (Cont.): Duo with chorus, "Qui
sedes ad dexteram"

4., Credo: Solo with chorus and choruses (5),
¥Credo in unum Deum® - "Genitum non
factum®” etc.

5. Offertory: Chorus, "Quis enarrabit"2

6. Sanctus:. Chorus, "Sanctus, Sanctus,

Sanctus”

1 e . .
Serves also as 23. Morceau separe.

2 e R .
Serves also as 22 . Morceau separe.

Volume and
Fascicle No.

Chapelle Impéri-

Florence Man-

ale-Royale No.

Vol. 1

Fas. 1

Fas. 2

Fas. 2

Fas. 3

Fas. 4

Fas. 5

Messe 2, 6, 11,

17, 21
11:1
2:2

2:2

2:3

21:4

uscript No.

No. 2, 11, 17,
21

11:1
2:2

2:2

2:3

21:4

S¢t



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Rovale No. uscript No.

7. O Salutaris: Air with chorus, "O salutaris Fas. 6 17:31 17:31

hostia"

{
8. Agnus Dei: Chorus, "Agnus Dei” Fas. 7 6;42
Deuxiéme messe solennelle Vol. § Messe 4, 6, 7, No. 4, 6, 7,10
10

1. Kyrie: Chorus, "Kyrie eleison” Fas. 27 4:1 . 4:1
2. Gloria: Introduction (duo), air with chorus, Fas. 28 4:2 4:2

and choruses (3), "Gloria in excelsis Deo” o

- “Et in terra pax" etc. o
3. Credo: Air, “"Credo in unum Deum"” Fas. 29 6:2 6:2

The setting of this composition which appears in Messe 17 is musically identical but employs the

text, “Domine salvum fac.” The corresponding movement in the parallel manuscript from Florence, however,
employs the text, "QO salutaris hostia,” as does the published edition.

The setting of this composition which appears in Messe 6 is musically identical but employs the

text, "Sicut erat in principio.” There is no corresponding movement in the parallel manuscript from.Flo-
rence.



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Rovyale No. uscript No.
4. Credo (Cont.): Duo with chorus, duo, Fas. 29 6:2 6:2
quartet, and chorus, "Deum de Deo”
- "Et resurrexit” etc.
5. Offertory: Chorus, "Venite introite" Fas. 30 7:1 7:1
6. Sanctus: - Choruses (2), and solo with Fas. 31 258. Morceau
chorus, "Sanctus, Sanctus, Sanctus" - separé’

"Hosanna in excelsis” - "Qui habet aurem”

7. O Salutaris: Air with chorus, "O salutaris Fas. 32 10:4
hostia™*
P
: 3 3 ]
8. Agnus Dei: Chorus, "Agnus Dei" Fas. 33 10:2 10:2

1_ . . , e . .
Prior to its publication, this composition appears only as the 25. Morceau separe.

2 ! e » - » '] e
Serves also as the 17. Morceau séparé, with text, "Domine salvum fac,” and as the 18 . Morceau
séparé, with the text, "O salutaris hostia.™

3The setting of this composition which appears in Messe 10 is musically identical but employs the
text, "O salutaris hostia" - "Benedictus qui venit." The corresponding movement in the parallel manuscript
from Florence similarly employs the text, "O salutaris hostia"™ - “Benedictus qui venit.” The "Agnus Dei”
text appears only in the published edition.



Title

Troisiéme messe solennelle

1. Kyrie: Chorus, "Kyrie eleison”

2. Gloria: Chorus, "Gloria in excelsis Deo™

3. Gloria (Cont.): Air with chorus, chorus, and
duo with chorus, “Gratias agimus” - "Qui
tollis peccata mundi® - "Qui sedes ad dex-

teram Patris"

4. Credo: Chorus, airs (2), and sextet, "Credo

Volume and
Fascicle No.

L

Chapelle Impéri-

Florence Man-

ale-Royale No.

Vol. 12

Fas.

Fas.

Fas.

Fas.

in unum Deum” - "Et in unum Dominum” etc.

5. Credo (Cont.): Duo, and sextet with chorus,
"Et resurrexit™ - "Cujus regni”

6. Offertory: Air with chorus, "In media nocte”

7. Sanctus: Choruses (2), and solo with chorus,
"Sanctus, Sanctus, Sanctus" etc. - "O
salutaris hostia™

8. Agnus Dei: Duo with chorus, "Agnus Dei"

Fas.

Fas.

Fas.

Fas.

69

70

70

71

71

72

74

Messe S, 6, 7,

9,11
5:1
11:2

11:2

9:2

9:2 .

7:2

6:11

uscript No.

No. 5, 6, 7,
9, 11

5:1

11:2

11:2

9:2

9:2

7:2

6:1

1

8CT

1The setting of this composition which appears in Messe 6 is musically identical, but empioys the
text, "Kyrie eleison." The corresponding movement in the parallel manuscript from Florence similarly em-

ploys the text, "Kyrie eleison. ™



Title Volume and Chapelle Impéri-

Florence Man-

Fascicle No. ale-Royale No.

uscript No.

0] fiiii et ﬁliae1 Vol. 17 66: Morceau
séparé
Introduction, strophes, chorus, "Alleluia” - Fas. 99
"O filii et filiae™ - "In hoc festo sanctis-
simo” :
.2
O salutaris Vol. 17 Messe 16
Chorus, "O salutaris hostia” Fas. 98 16:3
Q salutaris hostia l4e. Morceau
séparé

1 o ‘ " e ..
Prior to its publication, this composition appears only as the 6. Morceau separe.

2 e . .
Serves also as 21. Morceau separe.

No. 16

16:3

6¢T



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Royale No. uscript No.
Oratorio de No€l Vol. 16 Messe 24, (14) No. 25
1. Kyrie: Chorus, "Kyrie eleison” Fas. 89 24:1; 14:31 25:1
2. Scéne religieuse de nuit et Gloria: Recita- Fas. 90 24:2 25:2
tive, chorus and postlude, chorus and in-
terlude, "Pastores erant vigilantes® -
“Claritas Dei circumfulsit” - "Gloria in
excelsis Deo"
3. Recitative, Morceau d' ensemble: air with Fas. 91 24:3 ' 25:3
chorus, "Nolite timere; quia natus est"-
"Laudamus te"
4, Duo,r recitative, and chorus, "Gratias Fas. 92 24:4 25:4
agimus tibi" - "Domine Deus, Rex
caelestis™ - "Laudamus te"
5. Morceau d' ensemble: Chorus, "Domine Fas. 93 24:5 25:5

Deus, Agnus Dei”

1‘I‘he setting of this composition which appears in Messe 14 is musically identical but employs the
text, “Domine salvum fac."
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Chapelle Impéri-

Florence Man-

ale-Royale No.

Title Volume and
Fascicle No.

6. Recitative and air with chorus, "Qui sedes Fas. 94
ad dexteram Patris™ - "Quoniam tu solus
sanctus”

7. Hyme pastorale: Strophic chorus, "Jam Fas. 95
desinant suspira”

Premier oratorio de la Passion Vol. 4

1. Introduction (chorus) and soli with chorus Fas. 20
(3), "Threni id est lamentationes" -
"Quomodo sedet sola” etc.

2. Duo (2 sections), "O spes salutis omnium”- Fas. 21
"Te summa Deus sola"

3. Introduction (chorus), quartet with chorus, Fas. 22

and chorus, "Insons cruentae filius" -
"Plange tristi carmine” - "Patr: sit
gloria™

24:6

24:7

Messe 26, (12)

26:1; 12:4l

26:2

26:3

uscript No.

25:6

25:7

No. 26

26:1

T€T

26:2

26:3

lThe setting of this composition which appears in Messe 12 is musically identical but employs the
text, "Domine salvum fac." The "Domine salvum fac® of Messe 12 corresponds only to the section, "Quo-

modo sedet sola” of this composition.



1

Chapelle Impéri-

Florence Man-

ale-Royale No.

Title Volume and
Fascicle No.
Deuxiéme oratorio de la Passion Vol. 4
1. Chorus, "Kyrie eleison” Fas. 23
2. Air and choral conclusion, "Ab ira tua" - Fas. 24
“Miserere nobis*
3. Trio with chorus, "Lux vera, lux eterna™ Fas. 25
. . 1
4. Chorus, "Domine libera regem" Fas. 26
Troisieme oratorio de la Passion Vol. §
1. Combined strophic chorus and air, Fas. 37
"Introibo in dominum tuam" -
"Secundum misericordiam"”
2. Trio with chorus, "In virtute tua” Fas. 38

text, "Domine salvum fac.'
the text, "In virtute tua.”

Messe 15
15:1

15:2

15:3

16&3 Morceau

séparé

Messe 14, 16

14:1

16:42

uscript No.

No. 15
15:1

12:2

15:3

eel

No. 14, 16

14:1

i6:4

1. . . . . e ..
Prior to its publication, this composition appears only as the 16 . Morceau separe.

The setting of this composition which appears in Messe 16 is musically identical but employs the
The corresponding movement in the parallel manuscript from Florence employs



Title Volume and

Chapelle Imp€Ti-
ale-Royale No.

Faacicle No.

Premier oratorio pour le couronnement des Princes Vol. 9
Souverains

1. Premiére scéne: March and chorus, "March*® Fas. 49
- "Vivat in aeternum"

’

2. Deuxiéme scéne: Chorus, "Deus, Deus aui Fas. 49
populo tuo”

3. Troisiéme scéne: Chorus, "Supplices te Fas. 50
rogamus"”
4. Quatriéme scéne; Duo with chorus, *Omni- Fas. 5l

potentem Sancte Remigi”

5. Cinquidme scéne: Solo and chorus, "In virtu- Fas. 52
te tua® - "Domine salvum fac"

Messe 27, (1-2)

e
13 Morceau
séparé

27:1

27:2

27:3

27:4: 2:4

Florence Man-

uscript No.

eel

1 . . . . e . .
Prior to its publication, this composition appears only as the 13 . Morceau separe where the March

alone is included.

k)

2 . . . . . L, .
The setting of this composition which appears in Messe 2 is musically identical, but employs a

somewhat modified form of the same text.



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Royale No. uscript No.
6. Sixiéme sceéne: Solo with chorus, "Veneremur Fas. 53 27:5; l:-'-ll 1:41
adoremus"”
7. Septiéme scéne: Chorus, "Urbs beata f’as. 54 27:6
genovefae”
Deuxiéme oratorio pour le couronnement des Vol. 10 Messe 28, (11-19)
Princes Souverains
1. Premidre scéne: Double chorus, "Domine Fas. 55 28:1:; 19:42
emitte"”
3 ]
2. Deuxieme scene: Solo with chorus, "Ter Fas. 56 28:2; 11:3 o~
Sancte Deus"”
3. Troisiéme scéne: Chorus, "Beatus qui Fas. 57 28:3

legit”

The setting of this composition which appears in Messe 1 is musically identical, but employs the
text, "Domine salvum fac."

2
The setting of this composition which appears in Messe 19 is musically identical, but employs the
text, Domine salvum fac.”

3The setting of this composition which appears in Messe 11 is musically identical, but employs the
text, "Domine salvum fac” - "Gloria Patri.” "Ter Sancte Deus," corresponds only to the "Gloria Patri" sec-

tion.



Title Volume and
Fascicle No.

Chapelle Impéri-

Florence Man-

ale-Royale No.

7

4. Quatriéme scéne: Duo with chorus (3 sec- Fas. 58
tions), "Suscepit Israel” - "Sicut locutus

est” - "Suscepit Israel”
5. Cinquiéme scéne; Scene (chorus-solo), Fas. 59

"Christe qui sedes Olympo"

6. Sixiéme scéne: Chorus, scene (solo- Fas. 59
chorus), and duo with chorus, "Domine
Deus, Gratias Agimus tibi* - "Omnipotens
sempiterne” - "In hoc festo”

Troisiéme oratorio pour le couronnement des Vol. 11
Princes Souverains

1. Premiére scéne: Solo with chorus, "David Fas. 60
parvulus”

2. Deuxiéme scéne: Duo with chorus, "Inveni Fas. 61
David"

3. Troisiéme scéne: Air with chorus, "Confor- Fas. 62

tare et esto vir"

28:4

28:5

28:5-6

Messe 29 (15)

29:1

29:2

29:3

uscript No.

SEl



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Royale No. uscript No.
4. Quatriéme scene (part 1): Double chorus, Fas. 63 29:4
"Ora pro nobis, Sancte Remigi - Gentem
francorum” \
5. Quatriéme scéne (part 2): Duo with chorus, Fas. 64 29:5
"Laudent dominum®”
6. Cinquiéme scéne: Double chorus and chorus, Fas. 65 286: Morceau
" Unxerunt §alomonem" - "Sit laus Patri, séparé
laus Filio" :
- -~ 3
7. Sixieme scene: Chorus, "Pergrinus veniens” Fas. 66 15:5
o
8. Septiéme scéne (part 1): March with chorus, Fas. 67 29% Morceau @
"Marche seraphique” - *Deus Salvator” séparé
9. Septiéme scéne (part 2): Chorus, “Vivat in Fas. 68 29e. Morceau
aeternum” séparé

1 reviously employed, with a completely different text but in virtually identical musical form, as the
opening chorus 1. Quadruple chorus, "Jour glorieux, jour de mémoire,"” of the Revolutionary composition,
Chant du 1. Vendémiare an IX.

2. . . . . . e ..
Prior to its publication, this composition appears only as the 28. Morceau separe.

3 . , . , '
The setting of this composition which appears in Messe 15 is muasically identical, but employs the
text, "Domine salvum fac."



Title

Parce Domine

Rachel

1. Air with chorus (2 sections), "Vox in
excelso” - "Quiescat in vox tua” \

2. Air with chorus, "Circumspice ad orientur®

{

3. Finale (soli-chorus in 7 sections), "Dico

ego opera mei Regi” - Uxor tua sicut” etc.

Ruth et Noemi1

1. Premiére scéne (part 1): Scene (soli-
chorus), “"Noemi egressa es"

2. Premiére scéne (part 2); Air, "Ne vocetis
me Noem1"

3. Deuxiéme scéne;: Chorus, "Ah Noemi! non
vidit nostras angustias"

4. Final: Troisiéme scéne et Quatriéme scéne:
Scene (soli), and air with chorus, "Orpha
osculata est socrum” - "Quocumque enim
perrexeris”

Volume and

Chapelle Impéri-

Florence Man-

Fascicle No.

ale-Rovyale No.

Vol. 7

Fas.

Fas.

Fas.

Vol. 8

Fas.

Fas.

Fas.

Fas.

39

40

41

43

43

43

e
12. Morceau
séparé

Messe 17

17:1

17:2

Mesz . 19

19:1

19:2

19:2

19:2-3

uscript No.

17:1

17:2

No. 19

19:1

19:2

19:2

19:2-3

LET



Title

Ruth et Booz

1.

Premiére scéne: Chorus, "Venit Noem:
cum Ruth"

2. Deuxiéme scéne: Air, "Noemi. Noemi te

consolare”

3. Troisiéme scéne; Scene (soli-chorus in 3

parts), air, and chorus, "Cum vobis domi-
nus” - "Audi, filia; ne vadas in alterum"”
-"Etiam si sitieris™

4, Quatrieme scene: Recitative, and air with

5l

chorus, "Unde mihi hoc”" - “"Domine, in-
ven: gratiam"

Cinquiéme scéne: Marche pastorale

6. Sixiéme scéne: Chorus, "Tulit Booz"

Simphonie funébre

(Requiem sempiternam)

March with chorus, "Requiem sempiternam"

Volume and
Fascicle No.

Chapelle Impéri-

Florence Man-

ale-Royale No.

Vol. 8
Fas. 44
Fas. 45
Fas. 46
Fas. 47
Fas. 48
Fas. 48

Messe 20

20:1

20:2

20:2-3

20:3-4

20:4

20:5

e
19°. Morceau
séparé

uscript No.

No. 20

20:1

20:2

20:2-3

20:3-4

20:4

20:5

8¢€l



Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Rovale No. uscript No.
1
Stabat Mater (1784)
1. Air (2 sections), "Stabat Mater dolorosa" - : ‘
"Cujus animam gementem"
1
2. Solo with chorus, air, solo with chorus, "O
quam tristis" - "Pro peccatis suae" - "Vi-
dit suum dulcem” ;
[y
3. Duo (2 sections), "Eia Mater®™ - “Fac ut
ardeat™
4. Trio with chorus (3 sections), "Sancta Mater" o =
~-"Virgo virginum” - "Inflammatis™ ©
Stabat@/lateﬂen Frangais Vol. 17
Strophic trio, "Maria en pleurs" Fas. 100

This setting of the Stabat Mater survives only in the manuscript written for S'-Martin, Tours, dated
1784. The work was subsequently performed in Paris at the Concert Spirituel.




Title Volume and Chapelle Impéri- Florence Man-
Fascicle No. ale-Royale No. uscript No.

Super flumina Babylonis (1784)1

1. Chorus and air, "Super flumina Babylonis”-
"In salicibus®

2. Introduction (fecitative—duo), and duo,

"Quia illic interrogaverunt” - "Quomodo
cantabimus” - "Si oblitus fuero tui”
3. Air and chorus, "Memor esto” - "Beatus qui
retribuet"2 ' !

(1} 4

1This original setting of psalm, Super flumina Babylonis, the one whjch served as the model for
the subsequently published edition, survives in the manuscript written for S.-Martin of Tours dated 1784.
The work was subsequently perforned in Paris at the Concert Spirituel.

The chorus, "Beatus qui retribuet,” was subsequently employed, in identical musical form but with
a completely different text, as 9. Double chorus, "Condamnés par 1'Anglais,” in the Revolutionary compo-
sition, Chant du 1. Vendémiaire an IX. Still later, this same chorus was used once more, in identical
musical form but with a completely different text, as the concluding chorus, "Juxta fluvium," of 3. Intro-
duction (chorus) and chorus, "Quomodo cantabiumus” - "Juxta fluvium,"” in the published setting of Super
flumina Babylonis, volume 6. ‘




Title Volume and Chapelle Impéri- Florence Man-

Fascicle No. ale-Rovale No. uscript No.
~
Super flumina Babylonis Vol. 6 Messe 21 No. 21
1. Chorus, "Super flumina Babylonis" Fas. 34 21:1 21:1
2. Introduction (recitative~-duo), and air, Fas. 35 21:2 21:2
"Quia illic interrogaverunt” - "Quomodo z
cantabimus” - “Si oblitus fuero tui”
3. Introduction (chorus) and chorus, "Quomodo
cantabimus” - "Juxta flumvium"
Tantum ergo Sacramentum 45 Morceau E
séparé

Chorus, "Tantum ergo Sacramentum”

1The chorus, "Juxta fluvium,” was previously employed, 1n identical musical form but with a com-
pletely different text, as the concluding chorus, "Beatus qui retribuet,” of 3. Air and chorus, "Mtemor esto”
- "Beatus qui retribuet,” in the manuscript setting of Super flumina Babylonis written in 1784 for S.-Martin
of Tours. The same chorus was also employed, in identical musical form but with a completely different
text, as 9. Double chorus, "Condamnés par 1' Anglais,”™ in the Revolutionary composition, Chant dul".
Vendémiaire an IX.




Premier Te Deum

1. Chorus (Introduction-fugue), "Te Deum
laudamus*”

2. Air with chorus, "Te gloriosus Apostolorum

chorus”

Volume and
Fascicle No.

Chapelle Impéri-

A

Florence Man-

ale-Rovale No.

Vol. 3

Fas. 12

Fas. }3

3. Final: Chorus, "Fiat misericordia tua Domine Fas. 14

super nos"”

Deuxiéme Te Deum

1. Double chorus, "Te Deum laudamus"”

2. Air, "Per singulos dies"

Vol. 3

Fas. 15

Fas. 16

Messe 13, 18

18:1

18:2

13:5

Messe 23

23:1

23:2

uscript No.

No. 13, 18

18:1

18:2

13:3

No. 23

A4l

23:1

1Previously employed, with a completely different text and in a somewhat different form, as the

concluding quadruple chorus, "Nous le jurons; nous donnerons la paix,” 11.
ruple chorus, "O Dieu,

' entends gémir" - "Nous le jurons; nous donnerons la paix,"

Solo recitatives and quad-
in the Revolutionary

composition, Chant du 1l . Vendémiaire an IX. This same composition also serves as Final of the Troisiéme

Te Deum.



Title Volume and
Fascicle No.

Chapelle Impéri-
ale-Rovale No.

3. Chorus (Introduction, fugue, and Vivat), Fas. 17
YFiat misericordia tua Domine super nos™
- "In te Domine speravi"” - "Vivat rex,
vivat in aeternum"!

Troisiéme Te Deum Vol. 3
1. Trio and chorus, "Te Deum laudamus" - Fas. 18

"Tu devicto mortis atuleo™?
2. Air, "Te ergo quaesumus” Fas. 19

3. Chorus, "Patrem immensae majestatis” Fas. 19

23:3

Messe 13

13:2

13:3

13:4

i

Florence Man-

uscript No.

23:3

No. 13

13:1

13:2

evl

1
Previously employed, with a completely different text and in a substantially different form, as the
opening section of the Revolutionary composition, Chant pour 1' anniversaire du 21 janvier. The section

"Vivat rex, vivat in aeternum" only, serves also as 9. Morceau séparé.

2Prevmusly employed, with a completely different text and in a slightly shorter but basically simi-
lar form, as 3. Trio and double chorus, "Tu renais parmi nous,” in the Revolutionary composition, Chant

du 1. Vendémiaire an IX.




Title Volume and Chapelle Imperi~ Florence Man-

Fascicle No. ale-Royale No. uscript No.
4, Final; Chomsr "Fiat misericordia tua Domine Fas. 14 13:5 13:3
super nos."
Veni creator spiritus 5% Morceau
séparé
Veni sponsa mansueta, veni coronaberis Vol. 13 Messe 3 No. 3
1. Introduction (chorus) and chorus, "Deus Fas. 78 3:1 3:1
judicium tuum Regi® - "Psallite Regi .
nostro® =
o
2. Introduction (solo-chorus) and air with Fas. 79 3:2 3:2
chorus, "Dixi ecce venio, laudate
adorate” - "O salutaris hostia“3

1Previously employed, with a completely different text and in a somewhat different form, as the con-
cluding quadruple chorus, “Nous le jurons; nous donnerons la paix,” 1ll. Solo recitatives and quadruple
chorus, "O Dieu, j' entends gémir" - “Nous le jurons; nous donnerons la paix," in the Revolutionary compo-
sition, Chant du 187 Vendémiaire an IX. This same composition also serves as Final of the Premier Te Deum.

|

Previously employed, in a considerably simpler form, as 7. Air and chorus, "Et l'avare Albion,"” 1n
the Revolutionary composition, Chant du 18f Vendémiaire an IX.

3 e . -
Serves also as the 15. Morceau separe.




