2. FRENCH BAROQUE SACRED CHORAL MUSIC 1643-1774

By Jason Allen Ande'son

1) Historical Context

2)

a)
b)

Spanneal thereignsof four Bourbonkingsand three regents
Restrict our study to thelast two regents and kings

i) Anneof Audria, Regent for Lous XIV (1643 1651)

i) LouisXIV Qe Roi Soleil((16431715)

iii) Philipped@rlZans Regent for Louis XV (17151723)
iv) LouisXV (17151774)

Hallmarks of the French BaroqueMusdcal Style

a)
b)

d)

f)

Galant rnamented with many small figures and passagesO(Grove Onling)

Roooco O\ term from decorative art that has been applied by andogy to music, especially

French music, of the 18th centuryO(Grove Onling)

i) Originaed in France duringthelast years of the 17th century

i) Born of arelaxation of therules of French classicism

iii) Derivation of the term (rocaille, Ghdlwork( is pog facto and pgorative, like mogt
critical descriptionsof thestyle

Slow to adopt Italian innovdions such as oratorio, basso continuo, the recitative, the

formal aria, andthe conaertato

Church musc in France is very different from church musc elsewhere on the continent

(Palisca 265).

i) Causes of reluctance to adoptaboveinnovaionsinclude

(1) Control of the monach (often at the ingstence of Lully) on all matters related to
musc, art, architecture, danceN in essence all the fine and peforming artsin an
attempt to cultivate a French naiond style; consequently,

(2) Mudcians from othe parts of Europe rarely found employment in the muscal
establishments of both court and church in France; thus the other naiond styles
were unable to penetrate tho establishments throughforeignes.

(3) Findly, the Ballard family, the monopolstic royal musc printers, kept tight
control over al musc published in France and favored musc producd by French
handsove those of foreignas. This monopoly lasted up untl the development of
printing from engraved plates, as the royd mongoly extended to movable type
printing only.

Keyboad

i) French keyboad composers were untouched by the development of theritorndlo and
sonaaforms and wrote in more established, French styles

i) Dances and genre pieces for harpschord, and to short liturgical and secular works for
the organ aboundel; Franeois Coupein and Jean-Philippe Rameau are primary
compors of note

iii) Organ masses prevalent as well

iv) French no‘lsfor organ; Daquin istheprimary example

Flute school

i) A defining element was the devel opment of the French flute school
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(1) The flute was highly favored in France, dongwith other woodwind ingruments,
so French composers of this period utilize larger woodwind complements than
comporsin other counties

(2) This love of woodwinds extendad to French organs and organ building of this
time as well

g) Ornamentation
i) Sadie sums up French ornamentation best: ONo single aspect of Baroqueperformance
distinguished more shaply between French and Italian styles than ornamentation.

French tables of ornaments abound,giving precise explicationsof the many symbols,

often confusing and incondstentEi n other ingrumental and vocal music a simple +

served to indicate tha some embdlishment at the performer@ option was neededO

(411)

i) Conalt Donington, Anthonyand Sadie for more information
h) Orchestration and orchestras
i) Themudciansof thechapd induded lay and ecclesiastical singe's, organists, a string
band and a cormnettist
i) For specia services ther nunbers were augmented by the voices of women and

Italian castrati, as well as ingruments from thechamber and f curie

(1) fcurie mudcians indudel brass, woodwind, and percussionists whaose regular
dutiesindudel playing for parades, hunts, and other outdoor ceremonia activities

(2) Chamber mudcians included lute, viol, and hapschord players; later this was
expandel to indudepstit violinsand flutes

i) Performance practice
i) Theprindple mark of French musc is notes inZgales, or unegud notes

(1) Sadie notes, OFrench muscians habitudly introdued dotted rhythms in
successions of conjund notes, usudly quavers [eighth notes], even where the
notation did notindicate.O(Sadie 410

(2) Not all conjuna eighth notes were peformed datted! In fact, late 18th century
French musc treatises describe the meters and dances for which notes Zgales
[equd notes] arerequired

i) Regarding accompanying of polyphonc musc in France, Wienandt asserts thd, in

France, choral style motets and Masses were unaccompanied with the use of organ to

suppot singe'sonly in parochial churches

(1) Ingruments were limited to musc at court and thelarger churches and cathedrals

(2) Orheroyd taste is evident in orchestral accompaniments for Masses and motets
performed at court. A considerable interest was shown in writing for soloists and
solo ensambles in the motetsO(Wienandt 28)

i) There is a considerable evidence to suppot tuning A=440 down one whole step to

A=392for French Baroquemusc. See Donington and theliner notes of many CDs.

iv) Pronungation of Latinin France

(1) Pronungation of Latin in France (both historically and presently) differs in many
respects to standadized Church Latin

(2) Consderation should be given to use of French Latin for two reasons
() Itisagoodexperience for both condudor and choir; and,

(b) It opensup vowel colors unavailable in Italianized Latin, especially nasalized
vowels
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3) Primary Genres

a)

b)

d)

Petit motet
Orhetwo types tha had specific French designaions the petit motet and the grand motet,
used both solo and chorus alongwith some kind of accompaniment.OThe petit motet
might have oneor more solo voices, chorus and an orchestra or only acontinuogroup
(Wienandt 28).
Grand motet
Comprised of several contrasting muscal ideasonalarger scale, with more people, and
in severa movements (Wienandt 28) and was scored for soloists (petit choeur), full
chorus(grandchoeur), and orchestra (of two to five parts).
i) Genea notes aboutthe petit and grand motet
(1) From Italy, the motet borrows arias, recitatives, and thelike, which themselves
were aresult of Italian theatrical experiments
(2) O\ peculiarly French music innovaionQ(Sadie 95) akin to cantatas, verse
anthems, andthelike, butvery differentin fundion and purpo<.
(3) Usad Latin liturgica texts, often with dud meaningsfor King (asin God) and
King (asin theruler of France)
(4) These were performed at Mass for thekingin lieu of settingsof the Mass
Ordinary
Oratorio
i) Largdy ignaed by theFrench
i) Chapentier composed many oratorios but usudly called them by another name, like
historia, canticum, motet, or dialogue
iii) Other compogers used the name histoire sacrZe
iv) Regardless, the oratorio is a concerted, biblically based story, utilizing soloists,
chorus and orchestra.
Masses
1) Massesexist for composers prior to Louis X1V
ii) The king® preference for Low Mass and the motet effectively killed the genre for
composrs employed by the crown
i) Anthony states tha despite this, polyphonc Masses continued to be written, couning
118Masses by 43 composers from Lassusto Campra (270).

Selected Composers and Works
Jean-Baptiste Lully (16321687

Enjoyed thefavor of King Louis XIV despite his homosexudity (Sadie 96 and 129)
Acquired the AcadZnie Royale de Musique and was granted a monopoy on muscal
entertainment in Paris.

Lully was Gan Italian who made his way to France in his early youth, brought French
musdc to a high point tha set the standard for the following generation at home and aso
touched several important places abroad O(Wienandt 30).

He Qegularized the orchestral practice of his day by organizing, with theking® approvd,
agroup supeior to thefamousvingt-quate violonsof which he had been a member, and
by inssting on a uniform performance style to be pefected at regular rehearsalsO
(Wienandt 30).
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= Lully@ influence on the muscal life of France during his lifetime cannot be overstated.
Lully limited Parisansto oneopeaa per year, counsled the king on all matters mudgcal,
and crushed any composr tha he saw as a persond threat. Upon his deaeth, muscal life
in France took a nosdive (Sadie 130).

= Lully madeit a practice of conduding, usng alarge baon.

» In his motets, the orchestratypicaly doubks the chorus in addition, the harmonyis static
and theform more loosly sectiondized (Anthony221).

= His Te Deum comprises 45 minutes of music, and is one of the Gnost memorable
exemplars of the grand motetO (Palisca 277). Conduding this piece cog Lully his life.
During a peformance of it in Januay 1687,Lully besat time so fervently tha he injured
hisfoot, developal gangrene, and died two and a half months|ater.

= Example4: e gloriosusOfrom Te Deum Note the SSAB/SSABB doubk choir condruct
as well as the 5-pat orchestra, for which Lully required 24 violins oboes, flutes,
trumpets, and drums (an orchestra that other European courts envied).

Marc-Antoine Charpentier (16341704)

= Fusd thingsltalian and French and was oneof thefirst French composers to study (with
Carissmi) in Italy, where he picked up the polychora and concertato styles and was
introducd to the sonda, cantata, and oratorio.

= (BGregorian chant and populr no‘ls, Italian oratorio and cantata, French overture and
dance measure, archaic polyphony and regd Versailles motetN al combine in the
religiousmusic of CharpentierO(Anthony229)

= Never hdd a court postion, and with a few exceptions mod of his music went
unpublshed in hislifetime dueto the strong-arm tactics of Lully.

= Thisis notto say the king did not care for his musc. In fact, the king on one occasion
dismissed his own court musicians so tha he might hear some of Charpentier® motets
(Palisca 288).

= Appointed ma'tre de musque at the Sainte-Chapelle in 1698, a post second only to the
ma’tre de musqueof the Chapdle Royde.

= Thebulk of hismudc remainsin manuript

= Works indude 11 Masses, 84 psalm settings 207 motets, and othe works, induding
severa oratorios His oratorios Filius prodigusand Judicium Sabmonis are mentioned in
many history texts. No French composer after Charpentier took an interest in oratorio
(Palisca 291).

= Three of his best known sacred works are In nativitatem Domini canticum, Messe de
Minuit, and the Missa assunmpta est Maria.

= His motets vacillate between sectiond and non-sectiond forms, creating a bridge from
old to new French motet styles.

= Example 5: Laudat Domnumfor eight voices and the same number of ingruments. The
eight voices are really two mixed choruses, though Charpentier also employs eight
soloists, drawn from the premier choeaur. The work is scored for violins | and Il, and
flutes (doubing the violing). These are the only specific indruments named; the rest are
groupd into two equdly bdanced tutti 'tous choirs of indruments as well as a basso
continuogroupthroughout Note theindgpendence of thetwo choirs.
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Michel-Richard Delalande (16571726)

Delalandeis the spdling he himself used on al legd doauments, however, when looking
himupin library databases, use Lalande Michd-Richard de

His motets Gare imbued with an overal spiritudity that transcends chapd and conaert
hdl alikeO(Anthony 237) and Delalande Qunderstood Latin prosody better than most of
his contemporaries, and he took pans to choo® the mudcal motives best suited for
individud words or phrasesO(Anthony 239).

Parisian organist, harpschordigt, chorister, and a promising violinist, until Lully crushed
his spirits by denying him a place in the Academy orchestra.

He was among four who won a compdtition for the title sousma'tre at the Chapdle
Royde, with the approvd of Lully, and by 1714 had assumed complete control there as
the other three retired.

Among his sacred works are 64 extant grandsmotets.

Delalande3 grand choeur typically consisted of soprano, haute-contre [H] (high tenor),
tenor, baritone and bass, and aso favored an orchestra in five parts (al stringg, which
was augmented with oboes, flutes, bassoons and continuo.

The De profundis is a prime example of a fully concerted grand motet, with each verse
being set in a unique way. For example, the QRequiem aeternam donaeisOis a fugue
while other verses are for the soloists of the pdiit choeur.

Example 6: Gkt laudamus nomen tuum in saeculum®Ofrom Te Deum Note the SHTBarB
petit choeur.

Jean PhilippeRameau (16831764)

Musdc historiansremembe Rameau for his contributionsin therealm of opaaand music
theory, but his scared works, thoughsmall in number [he wrote only four grandsmotets]
are equdly important.

As a theorist, Rameau coined the terms tonic, dominant, and subdomnant. His music
reveals a better undestanding of harmony than Lully@ (Palisca 232)

Contributionsto the grand motet indude Qlivision into sections emphasis on alternaion
between solo and chorus expandon of orchestra forces, and some sections with
polyphonic textureO(Wienandt 32).

TherZcits employ the Ghifting meter of French recitative, which is rarely foundin Latin
muscO(Anthony 264)

Example 8: On convatendoGand Grunc repletum est gaudioOfrom In conwertendo. Note
the heavily ormamented orchestration and solo voice part for the @n convertendoCend
contrast with the unadomed grand choeur parts of the GTunc repletum est gaudio.OAlso
examinethe orchestration, with separate partsfor flutes, oboes, and bassoons

Jean-Joseph CassanZa deMondorville (1711-1772)

Celebrated violinist for the French courts at Paris and Versailles who rose from theranks
to become sousma'trein 1740,and intendantin 1744.

Hiswriting is simpler, and perhgps more easily understoodtha his contemporaries.

His motets, like many others, were Gneant to be enjoyed only by a specialized audience
in situationsnot directly connected with the religious experienceO(Wienandt 32).

His motets Jubilate Deo, Venite exultemus and Nis Dominuswere peformed annudly
for decades.
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= Example 9: Excerpt of Gicut erat in prindpioOfrom Jubilate Deo. Note the SATBB
chorus and 5-part orchestra (the three treble lines are violins and the other two parts are
for bass ingruments). Also note tha Mondovile nofates trills (+) in the choir pats

frequently.

Jason Allen Anderson
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Appendix 1

Properties of the Modes
from Regles de Conmpostion par M" Charpentier

(Anthony,p. 23])

C mgor: Gay andwarlike
C minor. Obscure and sad
D minor. Grave and pious
D major: Joyousand very warlike
E minor: Effeminae, amorous and plaintive
E major: Quarrelsome and peevish
E-flat mgor: Crud and severe
E-flat minor: Horrible, frightful
F mgjor: Furiousand quick tempered
F minor. Obscure and plaintive
G magjor: Quietly joyful
G minor. Seriousand magnificent
A minor. Tende and plaintive
A magjor: Joyousand pastoral
B-flat major: Magnificent and joyous
B-flat minor. Obscure and terrifying
B minor. Londy and melancholy
B major: Severe and plaintive
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