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THE ORGAN IN FRANCE AFTER THE REVOLUTION:
THE GENESIS OF A LEGENDARY ORGAN SCHOOL

The organ was one of the victims of the French Revolution. The music of
the great French classical authors and the instruments built by Frangois-Henri
Clicquot were a summit in the history of the organ in France, but with the
Revolution the organ was seen as anti-bourgeois, inextricably linked to the two
great enemies of ordinary people: the Church and the aristocracy.

Many organs were destroyed or abandoned because of the mere fact of
being accommodated in churches, while those who were spared it was thanks to
the work of organists who — when the churches were transformed into halls for the
popular republican festivities — fit themselves to meet the request from the public
of simple music, accessible to everyone: dances and variations on the most famous
revolutionary marches, pieces in operistic style (opera was the most popular
music genre at the time). The organ, previously religious, liturgical, polyphonic
and harmonic, became melodic, secular, orchestral and descriptive.
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Problem definition. Life and experience of the representatives of the
legendary French organ school have always drawn attention of professional
performers, teachers and music theorists. Their contemporaries’ reminiscences
and modern research data can be a valuable source of information for those who
Is willing to analyze and systemize the outstanding organists’ creative works
and teaching practices. The history of post-revolutionary organ music in France
Is the story of revival and establishment of national organ school on the basis of
best European practices that is worth of conducting a detailed study.

Analysis of topical research works. Life and works of some
representatives of the French organ school have been in the focus of attention of
such scientists as A. Colling who studied French sacred music, F. Denis,
H. de M. Fitz-James and C. Weitner who took special interest it the activities of
various organists, Chr. M. Frommen, O. Ochse and Vierne L. whose research

[0 )



AKTya/IbHI IUTaHHSA MUCTELbKOI OCBITH Ta BUXxoBaHHA, 2013, Bunyck 1 (1)

works were devoted to European organ music and Ch-M. Widor who dwelled
on peculiarities of performance of J. S. Bach musical pieces.

Thus, the aim of the article is to analyze and systematize the available
information that concerns life, creative work and teaching practices of the
representatives of French organ school, to reveal the factors that influenced
their establishment as professional musicians, theorists and teachers.

Exposition. The organ was one of the victims of the French Revolution. The
instruments built by Frangois-Henri Clicquot (1732-1790) and the music of the
great French classical authors were a summit in the history of the organ in France,
but with the Revolution the organ was seen as anti-bourgeois, inextricably linked
to the two great enemies of ordinary people: the Church and the aristocracy. Many
organs were destroyed or abandoned because of the mere fact of being
accommodated in churches, while those who were spared it was thanks to the
work of organists who — when the churches were transformed into halls for the
popular republican festivities — fit themselves to meet the request from the public
of simple music, accessible to everyone: dances and variations on the most famous
revolutionary marches, pieces in operistic style (opera was the most popular music
genre at the time). The organ, previously religious, liturgical, polyphonic and
harmonic, became melodic, secular, orchestral and descriptive.

It must be recalled that the Church was going through a terribly difficult time.
In 1789 the Constituent Assembly abolished the privileges of the clergy and
confiscated the Church’s properties. The following year, bishops and priests were
forced to take an oath of loyalty to the Civil Constitution. Many of them left the
country when Christianity became a persecuted religion. The Catholic Church was
overthrown by a succession of cults authorized by the State: first the Cult of Reason,
replaced in 1794 by the Cult of the Supreme Being (under Robespierre) and then in
1796 by Theophilantrophy.

The musicologist Francois Sabatier, author of the treatise «Les Orgues en
France pendant la Revolution» (1789-1802) («The Organs in France during the
Revolution»), estimated the number of organs in France in 1789 in around
2000. After the government took possession of the Church’s properties, the
wealth of the monasteries were sold. 522 organs were auctioned. 418 of them
were destroyed, including the largest in France, the 63-stops organ of Saint-
Martin Abbey in Tours, and the other 104 survived because redeemed by
parishes at bargain basement prices.
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In 1795, the National Convention decreed the sale of the organs of parish
churches and cathedrals. This decree, however, was suspended on public pressure
and a few months later were converted into a more moderate law that established
the sale of organs without adequate artistic value. In 1801 Napoleon and Pope Pius
V1 signed the Concordat which decreed the restoration of the legal status of the
Catholic Church in France: only then the slow process of recovery began.

In the first half of the 19" century, some organists remained faithful to the
classical tradition and were promoters of a severe style, contrapuntal, in contrast to
the musical tastes of the time. Among them we mention: Alexandre-Pierre-Frangois
Boély (1785—-1858), Frangois Benoist (1794—1878), Félix Danjou (1812-1866).

Alexandre-Pierre-Frangois Boély was a convinced promoter of the
polyphonic works of Johann Sebastian Bach. He was the only one among his
contemporaries who was able to perform the pedal parts of the Trio Sonatas and of
the Toccata in F Major by Bach; Boély wanted the instrument of Saint-Germain-
I’ Auxerrois, where he was organist, to be equipped with a German pedalboard.
The intervention was carried out in 1820 by Dallery and it was the first German
pedalboard applied to a French instrument.

A further confirmation of the musical trends of the time is given by the
dismissal of Boély in 1851 by the vicar of Saint-Germain-1’ Auxerrois: the latter
judged the music performed by Boély as «trop grave, religieuse et pas trop assez
divertissantey (too strict, too religious and not fun enough).

Louis-James-Alfred Lefébure-Wély (1817-1869) was instead the most
important among the organists who cultivated the musical taste of the time. He
became organist at Saint-Roch in 1831, at age 14, in succession to his father
(Isaac-Frangois-Antoine Lefébure-W¢ély). He received the premier prix in organ
in 1835. He was then organist at the Madeleine (since 1847) in Paris and at
Saint-Sulpice (since 1863) of the same city.

His career was in close contact with that of Aristide Cavaillé-Coll (1811—
1899), organ builder, whose instruments endowed with a new symphonic aesthetic
marked a turning point in the history of French organ building. Lefébure-W¢ély was
an imaginative performer, improviser and he was very skilled in exploiting the
resources of the organ; for at least twenty years he was Cavaillé-Coll’s favorite
among the musicians who the latter chose for the inaugurations of his instruments.

Later, Jaak Nikolaas Lemmens (1823-1881) appeared on the scene.
Lemmens was born on January 3, 1823, in Zoerle-Parwijs, in the Belgian province
of Antwerp, son of Jean-Baptiste Lemmens (born May 21, 1785) and Anna
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Catharina van Heusden (born 29 July 1790). The latter died on April 6, 1826, a year
after giving birth to Jaak Nikolaas’s sister, Rosa Constantina, who died on June 14,
1828 at the age of three years. Jean-Baptiste then married Marie-Elisabeth Helsen
(February 1, 1827), and they had no children.

The young Lemmens received his first music lessons at an early age from
his father, «koster» (sacristan and organist) at the parish church of Zoerle-
Parwijs, as well as elementary school teacher in Zoerle. According to Frangois-
Joseph Fetis, Lemmens’ musical talent was immediately evident: «His progress
was so rapid that by the age of seven he was already able to sing and
accompany the Gregorian melodies during the Masses. At age 11, he was sent
by his father to study in Diest with the organist Van den Broeck, from whom he
received lessons for six monthsy [8, 6-7].

We know nothing of the studies carried out by Lemmens over the next five
years. In 1839 Lemmens enrolled at the Brussels Conservatory, where he studied
piano with Léopold Goudineau. As explained by Lowell Lacey in «Jacques
Nicolas Lemmens: His Life and works» (unfinished thesis, Columbia
University), Lemmens initially studied piano, as the organ class was not
established at the Conservatory of Brussels before 1841.

In the same year, however, his father fell ill and Lemmens had to suspend
his studies and to come back to his hometown to replace him in his job. Shortly
after, he was appointed organist at Saint-Sulpice in Diest: this was his first official
assignment as an organist, one of the few which he took in his life, and which he
gave up after 15 months to resume his studies at Brussels Conservatory in 1841,
Lacey argues that Lemmens, when his father recovered, preferred to compete for
the post of organist at Diest rather than return to Brussels, because at the
Conservatory there was no organ class.

Frangois-Joseph Fétis, director of the Conservatory, was willing to lay the
foundations of a valued Belgian organ school and recognized in Lemmens the
talent who could have given rise to this hope. Eager for Lemmens’ return to
Brussels, he worked to establish an organ class, whose teaching was entrusted
to the German organist Johann Christian Friedrich Girschner (1794-1860).

Lemmens came back, becoming part of the Girschner’s class, and he also
finished his studies in piano under the guidance of Jean-Baptiste Michelot. In 1842
he won the premier prix in piano and in 1845 the premier prix in organ. Lemmens
also won the premier prix in composition in the class of Fetis, who believed that
Lemmens’ aptitudes in the study of fugue and counterpoint were extraordinary.
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In 1846 Lemmens moved to Breslau, Germany (now Wroclaw, Poland), to
complete his training with the famous organist Adolf Friedrich Hesse, in the
tradition of classical German organ school of Johann Sebastian Bach. Fétis was
to encourage him to pursue his studies with Hesse and bring him to this purpose
a scholarship from the Belgian government. It was clear to Fétis that a reform of
the unsatisfactory style of organ playing prevalent in Belgium and France could
only be effected on the basis of the old German tradition. Hesse, great virtuoso of
the organ, was especially famous for his amazing pedal technique. He was the
author of the method «Kleine Pedalschuley (1831).

Lemmens, however, spent a few months in Breslau (during the winter of
1846-1847) and the influence of Hesse on him, then, was less than what has
often been said. Indeed Lemmens himself, in a letter addressed to his family
and dated November 9, 1846, wrote the following words: «Here’s the news
from Breslau. Mr. Hesse has taught me very little, so little that | can say that |
have come here for nothing, but I’m not a man not to profit from it. | practice
the organ every day for three or four hours. Mr. Hesse comes approximately
once a week, in order to be able to say that he comes, because he has nothing to
teach me. In the beginning he told me that | play too fast. This is the only
remark that he has been able to make to me. Then, realizing that he had nothing
more to teach me about how to play the organ, he made me compose fugues for
this instrument, hoping to be able to be my teacher in that way.

But what was the astonishment of this poor man when | presented to him an
overwhelming fugue that | would not change at all with one of his! So he tried
another way to keep me there. He told me that a good organist must know how to
improvise. Yes, it’s true. But | told him that this is not something that can be taught.

I must tell you also that I destroyed mercilessly Mr. Hesse at the piano
too. He is considered to be the most accomplished pianist of Breslau. One
Sunday we went together to a piano maker, the best in this town. There | had
Mr. Hesse play first, of course. After he had played so bad, I fell on this poor
piano like a lion and | overwhelmed Mr. Hesse as well as the piano maker and
the other people who were there» [8, 16-18].

At this point the question arises: from whom thus Lemmens learned? It is
very unlikely that his virtuosity was the result of the teachings of Girschner, as
Lemmens was the first teacher at the Conservatory of Brussels to emphasize the
technical preparation. According to Lacey, Lemmens was essentially self-
taught. However, there i1s a second possibility. Fétis, who was also organist, had
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planned the publication of a didactic treatise entitled «Le Parfait organiste ou
Traité de [’art de jouer de I’'orguex. This information leads us to hypothesize a
contribution by Fétis to the making of Lemmens’ technique.

In 1847 Lemmens won the second prize on occasion of the Belgian Prix
de Rome for his cantata «Le Roi Leary». A year later he published his first organ
compositions: «Dix Improvisations dans le style et sévere chantanty (Edition
Schott, Mainz), dedicated to Fétis. On March 31, 1849, at the age of 26, he was
appointed professor of organ at Brussels Conservatory, where he taught for 20
years. As a virtuoso organist, Lemmens made the works of Johann Sebastian
Bach known in Belgium and France.

In 1850 Lemmens visited Paris for the first time, and there he came in
close contact with Aristide Cavaillé-Coll. In the years that followed, his
concerts at the Parisian churches of the Madeleine, Saint-Vincent-de-Paul and
Saint-Eustache caused quite a stir in the French capital. For Cavaill¢-Coll,
Lemmens’ concerts represented a turning point in his career as a manufacturer:
an ideal interaction evolved between organ building, organ art and
compositional style, and this was decisive in the emergence of the French
symphonic organ style.

The style cultivated by Lefébure-Wely was not suitable to achieve the
symphonic ideals to which Cavaillé-Coll aspired. In Lemmens, the great organ
builder instead recognized «le veritable organiste moderne» (the true modern
organist), and it was clear to him that the future of serious organ playing was
laying in Lemmens’ hands. He advised young talented French organists such as
Félix-Alexandre Guilmant (1837-1911) and Charles-Marie Widor (1844-1937)
to study under the guidance of Lemmens at Brussels Conservatory, rather than
at Paris Conservatory.

On January 3, 1857 Lemmens married the English soprano Helen
Lemmens Sherrington (1834-1906), who had been a student at Brussels
Conservatory from 1852 to 1856. After the wedding, Lemmens spent much
time in England, often absenting from his organ class at the Conservatory of
Brussels, which he left in trust to his more experienced pupil, Alphonse Mailly.
This situation was a source of controversy fueled by the magazine «Le Guide
Musical» and, in the spring of 1869, Lemmens abandoned his post of professor
in Brussels and went to live with his wife in England.

In 1878, three years before his death, he returned to Mechelen in Belgium
and founded the «Ecole de musique religieuse», later known as the Lemmens
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Institute. At the beginning of January, 1881, Lemmens suffered from a heart
attack, and died on the 30™ of the same month in his country house, the castle
«Linterpoorty, in Zemst.

Lemmens’ principles of organ playing were first enounced in the periodical
«Nouveau Journal d’orgue a [’'usage des organistes du culte catholique» («New
organ magazine for Catholic organists»), published in Brussels by Vanderauwera.
Twelve numbers were issued, for a total of 150 pages, during the first year of
publication (1850-1851) and six, for a total of 72 pages, in the second year.

In 1862 Lemmens published the «Ecole d’Orgue, basée sur le plainchant
romainy» («New organ school, based on Gregorian chanty), essentially a review
of the «Nouveau Journal». This organ method illustrates the basics of modern
organ technique and its importance is underscored by the fact that it was later
re-released in England (in 1884 by William Thomas Best) and France (in 1920
by Eugéne Gigout and in 1924 by Charles-Marie Widor).

In the preface, Lemmens emphasizes the importance of piano studies for
aspiring organists. According to Lemmens, an adequate organ technique
requires a proper execution of the legato. This implies the use of substitutions
(changes of a finger with another on the same key), glissando (legato of two
notes with the same finger, crawling from one key to another), ligation of
adjacent notes common to different voices, crossovers, the use of the base and
the tip of the thumb finger to perform with the thumb both two adjacent notes.

It is now evident that these technical principles are not derived from Johann
Sebastian Bach. The legacy of Bach, of which Lemmens’ school believed to be the
guardian, was in fact passed on from generation to generation undergoing
alterations, and losing its authenticity under the influence of the executive trends
of the nineteenth century, more and more directed towards the legato style.

Indeed, Lemmens did not leave written records in which claims to be the
heir to the tradition of Bach. This misconception was formulated originally by
Fétis and later reiterated by Widor (who studied composition with Fétis). Fétis
considered the fingering with substitutions a heritage of Bach. We read when he
writes about Bach in the second edition of his «Biographie universelle»: «Bach
was not only a man of genius and the greatest musician of his time, he was
equipped with a top talent in teaching, with incontestable superiority, the
composition and the art of performance on the harpsichord and the organ. The
complicated nature of the works for these two instruments, always written with
three, four or five voices, forced him to devise a particular system of fingering,
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known for a long time in Germany as «fingering to Bachy, but which can be
defined in a more significant way as «fingering with replacements». Widor
wrote: «It is from him that have received the Bach tradition that he acquired in
his youth at the school of the worshipful Hesse of Breslau and which he held
with devotion to transmit it in its entirety to his students» [5, 179].

The pedal technique was treated by Lemmens in a comprehensive way. The
exercises included in the «Ecole d’Orgue» were: alternation of the tips, major and
minor scales and the chromatic scale, crawling from one pedal to the other, heel
crawling forward or backward along a diatonic pedal in preparation for the next
note, replacement of one foot with the other, substitution between the heel and toe
of the same foot, arpeggios, trills, intervals, chords.

Significant was the introduction of the use of the heel. Lemmens applied the
principles of virtuoso manual technique to the pedal, restricting the movement to the
indispensable and eliminating (by means of a larger movement of the ankles and the
use of the heel) the need to make crossovers, typical of the pedal technique hitherto
used, characterized only by the alternation of the tips. The style of Lemmens was
also characterized by a definite sense of rhythm, the choice of not too fast execution
tempos and a few changes of registration in the performance of a piece.

No one better than Widor assimilated the teachings of Lemmens. As
previously mentioned, he issued a new edition of the «Ecole d’Orgue» in 1924,
In the preface, Widor explains other aspects of the teaching of Lemmens not
specified in the original edition. He stresses the importance of the elimination of
any movement which is not strictly necessary.

The hands and feet must be kept as close as possible to the keyboards and
pedals and both knees and heels should be kept close (the knees until the
interval of an octave, heels up to a fifth). When Lemmens played, Widor says, it
seemed that his knees and heels were glued together.

In Lemmens’ «Ecole d’Orguey, we find a piece, the Fanfare in D major,
which consists of a study of continuous staccato. This technical process, of which
the Fanfare represented the model, will become typical of the French symphonic
school (see for example Widor’s Toccata in F major from his Fifth Symphony).

The Belgian composer and organist Flor Peeters (1903-1986), in his
treatise «Jaak Lemmens, Organ Composer-en pedagoog 1823-1881», talks
about the originality of the Ecole d’Orgue’, arguing that Lemmens was
probably the first to give great importance to the legato style and to introduce
the principles of replacement and glissando in an organ method.
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The technical rules enounced by Lemmens were the basis of the teaching
to his pupils and successors, the French organists Guilmant and Widor, who in
turn passed these principles to the next generation (Marcel Dupré and his
school): Lemmens therefore exerted a significant influence on the French organ
playing and composition school.

Along with the aesthetics of symphonic instruments built by Cavaillé-Coll,
the radical reform of organ technique — of which Lemmens was the promoter —
brought new life to the French school. Among the students of Lemmens, besides
Widor and Guilmant, we mention: Joseph Callaerts (1830-1901), organist at
Antwerp Cathedral and organ professor at the «Ecole de musique flamande» of the
same city, Clément Loret (1833-1909) and Alphonse Mailly (1833-1918), who in
1869 succeeded to Lemmens as organ professor at Brussels Conservatory.

Paris Conservatory was established in 1795. The first professor of organ in
the history of the Paris Conservatory was Nicolas Séjan (1745-1819), who was
fifty years-old at the time and considered the most renowned organist in Paris.
Before the Revolution, S¢jan had held the positions of organist at the Parisian
churches of Saint-André-des-Arts, Notre-Dame Cathedral, Saint-Séverin, Saint-
Sulpice and the Royal Chapel. The musicologist Alexandre-Etienne Choron
(1771-1834), while deploring the decline of the organ after the revolution,
recognized in Séjan a worthy heir of the great organists of the past: Couperin,
Marchand, Calviere, Daquin, etc. Even Frangois-Joseph Fétis stated that Séjan was
«the only talented organisty in Paris in the second half of the eighteenth century.

In another historical period, a teacher like Séjan would have called back
to himself many young students, but in 1795 the churches were closed, the
organs in ruins and the profession of organist in disgrace. With the organ class
devoid of students, Séjan found himself teaching piano and music theory in the
years 179699 in 1801.

The only year in which he taught organ was 1800 (when the Conservatory
was perhaps endowed with an organ in the attempt, which proved to be vain, to
encourage the study of the instrument). In 1802 the government (hence the
Conservatory economically dependent) made cuts to expenses, and many teachers
were dismissed, among them Séjan too. The organ class was restored in 1819.

Frangois Benoist (1794-1878) was appointed as professor, a position he
held for even 53 years (from 1819 to 1872). The exams at the Conservatory
concerned improvisation: improvised 4-parts accompaniment to a given melody
and improvisation of a 4-parts fugue on a given subject. In 1843 a third test was
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added — free improvisation on a given theme. In 1852 a fourth test was added —
performance by memory of a Bach fugue with pedal. In 1852, therefore, the study
of the repertoire was recognized as a significant element of organ teaching.

Benoist knew for sure that the performance of the repertoire was part of the
examination programs at Brussels Conservatory, where Lemmens was professor.
The latter had given concerts in Paris for the first time in 1850 and his
performances of pieces from the organ repertoire, especially the works of Bach,
had impressed the listeners. Until Widor’ appointment, the organ teaching at the
Conservatory, however, remained focused on the study of improvisation.

Saint-Saéns became part of the class of Benoist in 1848. Here’s an excerpt
of what he wrote later on his old master: «Benoist was an ordinary organist, but an
admirable teacher. A veritable galaxy of talents were formed in his class. He did
not have much to say, but his taste was exquisite and his judgment very sure,
nothing of what he said lacked in importance or authority ...».

Among Benoist’s students we mention a number of outstanding organists:

- Charles-Valentin Alkan (born Morhange) (1813-1888), whose talent
allowed him to become one of the best organists of his time, but at the time
France offered a little chance of career for an organist of Jewish origin. Alkan
devoted himself enthusiastically to the pédalier (piano with pedalboard), with
which he played in concert also various organ works of Bach, and for which he
wrote some compositions (of which 10 were transcribed for organ by César
Franck and published in 1889 with the title «Préludes et Priéres de CV Alkan
choisis et arrangeés pour 1’orgue par César Franck»).

- Edouard Batiste (1920-1976), who won the premier prix in organ in
1839. He was organist at the Parisian churches of Saint-Nicolas-des-Champs
(1842-54) and Saint-Eustache (1854-76).

- Alexis Chauvet (1837-1871), called «le petit pere Bachy» (little father
Bach) because of his fondness for Bach’s works. He was organist of the
Parisian churches of Saint-Bernard-de-la-Chapelle (1863-66), Saint-Merri
(1864—69) and the Trinité (1869—-1871). The Trinité church was erected in the
years 186167 and the organ, built by Cavaillé-Coll, was inaugurated in 1869:
Chauvet was the first organist of the Trinité.

- Félix Danjou (1812-1866), organist at the Parisian churches of Notre-
Dame-des-Blancs-Manteaux (1830-34), Saint-Eustache (1834-40) and Notre-
Dame Cathedral (1840-1847). In stark opposition to Cavaillé-Coll («the imitation
of the instruments of the orchestra, which Cavaillé-Coll strives to achieve, is a
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mistake that will prove to be fatal for the art of the organ if it will spread»), he was
artistic director of the Daublaine & Collinet organ building enterprise.

- Théodore Dubois (1837-1924), who won the premier prix in organ in
1859. He was maitre de chapelle at the the Parisian churches of Sainte-Clotilde
(1863-69, with Franck organist) and at the Madeleine (1869—77, with Saint-Saéns
organist). Replaced by Fauré as maitre de chapelle, he became organist at the
Madeleine (1877-96) in succession to Saint-Saéns. In 1896 he left the post of
organist at the Madeleine (he was replaced by Faure), to devote himself solely to
the direction of the Conservatory. Widor wrote of him: «Unity, harmony: these
two words always come to mind when we speak about Théodore Dubois ...».

- Alexandre-Charles Fessy (1804-1856), the first student of Benoist who
won the premier prix in organ (1826). He was organist of the Parisian churches
of Notre-Dame de I’Assomption, Madeleine (main organist since 1846) and
Saint-Roch (1847-56). Like Lefébure-W¢ély, he was a worshiper of the musical
taste of the time.

- César Franck (1822-1890), who won the deuxieme prix in organ in
1841. He was organist at the Parisian churches of Notre-dame-de-Lorette (for a
short period in 1853), Saint-Jean-Saint-Frangois (from 1853 to 1859) and
Sainte-Clotilde (from 1859 until his death).

- Louis-James-Alfred Lefébure-Weély (1817-1870).

- Camille Saint-Saéns (1835-1921).

- Théodore Salomé (1834-1896), who won the deuxieme prix in organ in
1857. He was choir organist at the Trinité in Paris (1869-95) and deputy to the
titular organist Alexandre Guilmant on occasion of the latter's concert tours in the
United States. For a short time, also Georges Bizet (1838-1875), who won the
deuxieme prix in organ in 1854, Léo Delibes (1836-1891) and Jules Massenet
(1842—-1912) were students in Benoist’s class.

César-Auguste Franck (1822-1890) succeeded Benoist on February 1%,
1872. The world organ was considerably changed over the three decades from
the period when Franck was a student. The idea of the organ as a concert
instrument was taking shape, along with a growing interest in the composed
repertoire. But in the course of the 18 years in which Franck was professor of
organ at the Conservatory there was only one significant change to the
examination tests: the performance by memory of a Bach fugue was replaced
by rote execution of a «classic piece». Franck may had taken part in the
decision of this change, which was made in 1872.
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The works of Bach continued to occupy a primary role among the works of
the repertoire performed by students in examinations, but — in addition to the
fugues — preludes, toccatas, chorale preludes and other forms were included. For
the first time works by composers of the nineteenth century (Mendelssohn,
Schumann and Lemmens) were performed.

As noted above, even with Franck however the lectures were devoted
almost entirely to the study of improvisation. «Of the six teaching hours per
week, the Master devoted at least five to improvisation, the most difficult test of
the concours. He was not interested in performance: when a student was
admitted in its class, it was taken for granted that he possessed an adequate
technique for performing all the works of Bach». «Given the few lessons
devoted to execution, we blinds, who in our school (Institut National des Jeunes
Aveugles) had memorized many pieces, were swimming in abundance.

The others had inevitably a very limited repertoire. During the year, they
prepared just the pieces requested for the exam sessions of January, June and
for the concours. There was no need to worry about the performance: Franck
changed the stops, drawn the unions, maneuvered the swell box pedal. This then
explains how, with the exception of Dallier, Marty, Mahaut and Letocart, none
of the winners of the premier prix in the class of Franck earned fame as a organ
virtuoso» (Louis Vierne: «Mes Souvenirs»). As for improvisation and
composition, Vierne considered Franck’s teaching «truly miraculousy [6].

Henri Busser, who joined Franck’s class 1889, said that when a student
was in trouble improvising, Franck took his place at the console, «and then,
under his fingers, everything became clear, wonderful, it was a real charm that
ignited our enthusiasmy.

Franck’s organ class became the effective composition center of the
Conservatory: Tournemire reports that a large number of listeners «fugitives
from the classes of harmony, fugue and composition, frequented in secret the
organ class» of Franck. Tournemire also took private lessons Franck’s home in
Boulevard Saint-Michel. A talented student as Ropartz even gave up the chance
of winning the Prix de Rome in order to study composition with Franck rather
than at the Conservatory. There was no doubt about the fact that Franck’s
teaching was of a higher order than what the «fugitives» experienced in their
respective classes at the Conservatory. For Tournemire, his lessons shone «as
the north rose window of Paris Notre-Dame Cathedral» and were «winged, free
from the heavy chains of the rulesy [5, 159].
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Alfred Colling wrote in his book «Franck ou le concert spirituel»: «The
course held by Franck did not resemble any other. Curiosity drew many young
people to a teaching of which its originality had been extolled or criticized. And
many of them, once there, they would not leave anymore. The infinite goodness
of the educator, his inspired mastery, his open spirituality, his slow voice saying
things so simple and so true chained them little by little, mysteriously to each
other: they felt like brothers forever ...

When César Franck had formed a nucleus of disciples, people at the
Conservatory begun to speak of a «bande a Franck». Those who expressed
themselves in this way they did it out of malice, mockery, but in they knew very
well what it really was ... It was a group of young musicians, bound to a teacher,
revered, inflexible in his integrity, who worked with all their soul, and who showed
with pride the joy of being who they were. They were detested. But more often
envied. It is not unaware that the organ was only a pretext and that the course taught
by Franck echoed with startling discoveries. The music really lived there» [1].

Franck died on November 8, 1890 to the aftermath of a road accident
occurred the previous summer (the carriage that carried him was hit by an
omnibus), from which he seemed to had recovered. Vierne received the news on
11 November: «l felt as if struck by a lightning, crushed, annihilated... | loved this
man who had shown so loving kindness towards me, who supported and
encouraged me, who had inspired in me a deep love for music, who had given me
the greatest hope... and now, suddenly, he is no more than a shadow, a memory. |
felt a terrible feeling, as if | had lost my father for the second time» [6, 25-26].

Among Franck’s students, we mention:

- Henri Busser (1872—-1973), formerly a student of Clément Loret at the
«Ecole Niedermeyery. He became the successor of Widor at the presidency of
the «Union des Maitres de Chapelle et Organistesy (UMCO) in 1937, a
position he held for 36 years. He was organist at Saint-Cloud in Paris (1892
1932) in succession to Charles Gounod.

- Henri Dallier (1849-1934), who was choir organist of the Cathedral of
Reims, his hometown, from when he was 16 years old to 1872. In 1878 he won
the premier prix in organ. In 1879 he participated to the inauguration of the
largest organ built by Merklin for Saint-Eustache church in Paris (four manuals
and 72 stops) in the role of titular organist, a position he held until 1905, when
he succeeded Fauré as organist of the Madeleine in Paris (190534, at Saint-
Eustache was appointed Albert Périlhou, predecessor of Joseph Bonnet).
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- Dynam-Victor Fumet (1867-1949), musician endowed with a complex
personality. After a rebellious youth, tinted with anarchism, he devoted himself
to spiritualism (he was also a medium). He went throught a period of deep
existential crisis, which took him to try to commit suicide. Survived for miracle,
he found his faith in God and in Jesus Christ. Fumet’s career as musician was
hampered by his deep mistisicm, which led him to a total isolation from society.
He was organist at Sainte-Anne-de-la-Maison-Blanche in Paris (1910-49). We
report an excerpt of what was written by Bernard Gavoty about Fumet: «He was
a really unique organist. A pupil of Franck, he was endowed with a talent for
Improvisation that made of him a genius. When | was young, | had the
opportunity to hear him once playing the organ of the Church of Sainte-Anne-
de-la-Maison-Blanche, in which he was organist. It was one of the most
exciting experiences of my life...»[2, 14].

- Louis Ganne (1862-1923), who won a premier accessit in organ in 1882.

-Vincent d’Indy (1851-1931), who won a premier accessit in organ in
1875.In 1874, he was organist for a short time at Saint-Leu Saint-Gilles of
Saint-Leu-de-la-Forét (Val-d’Qise).

- Henri Letocart (1866—1945), formerly a student of Clément Loret at the
«Ecole Niedermeyery (1879-85).He won the deuxiéme accessit in organ in
1887. He was organist at Saint-Vincent-de-Paul in Paris (1892-1900). In 1900
he became organist at Saint-Pierre in Neuilly near Paris, and in 1907 maitre de
chapelle of the same church, in which he served until 1945, year of his death.

-Henri Libert (1869-1937), who won the premier prix in organ in 1894,
under the guidance of Widor (successor of Franck as organ professor at Paris
Conservatory). In 1896 he was appointed organist at Saint-Denis Basilica, a role
he held until 1937.

- Albert Mahaut (1867-1943), blind, previously student at the «Institut
National des Jeunes Aveugles» («National Institute for Young Blind Peopley).
He won the premier prix in organ in 1889. He was organist at the Parisian
churches of Saint-Pierre-de-Montrouge (1892-97) and Saint-Vincent-de-Paul
(1897-1909, in succession to Léon Boéllmann). Virtuoso of the organ, he
sacrificed his own career to teach to blind aspiring organists and to help them to
find a professional accommodation.

- Adolphe Marty (1865-1942), blind, formerly a student of the «Institut
National des Jeunes Aveugles», where he then taught for 42 years. He won the
premier prix in organ in 1886. He was organist at Saint-Paul in Orléans and then,
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for almost half a century, at Saint-Francois-Xavier in Paris (1891-1942). At his
death, his friend Albert Mahaut wrote: «He will continue to live by means of the
many young organists he teached to, who in turn will contribute, either in person or
through their students, to grow the prestige of the blind organists». Marty was the
author of the instructional book «L’Art de la pédale du Grand Orgue» [3,95-96].

- Gabriel Pierné (1863-1937), successor of Franck at Sainte-Clotilde
(1890-1898). He won the premier prix in organ in 1882.

- Joseph-Guy Ropartz (1864-1955) — in 1886 he enrolled in Massenet’s
composition class, but, after listening to «Le chant de la Cloche» by d’Indy, he
decided to study with Franck, of which d’Indy was a student. He was then part
of Franck’s organ class and confided to him his aspirations to become a
composer and an organist. As previously mentioned, the class of Franck was
assiduously frequented by aspiring composers who felt the Master's teachings
on composition far more valuable than those who were taught by effective
composition teachers. Ropartz, as a student of Massenet's composition class,
could have competed for the Prix de Rome, but he chose without hesitation to
study under Franck’s guidance.

- Samuel Rousseau (1853-1904), formerly a pupil of Benoist. Not to be
confused with his son, Marcel Samuel-Rousseau (1882—1955), also a musician.
He won the premier prix in organ in 1877. Rousseau, succeeding Dubois, was
appointed maitre de chapelle at Sainte-Clotilde, in which Franck was organist and
where Rousseau himself had been choir organist.

- Charles Tournemire (1870-1939), who won the premier prix in organ
in 1891, with Widor. Great improviser, he was organist at Saint-Nicolas-du-
Chardonnet in Paris (1897-98) and successor of Gabriel Pierné at Sainte-
Clotilde in Paris (1898-1939).

- Louis Vierne (1870-1937), almost blind from birth, he previously studied
with Louis Lebel and Adolphe Marty at the «lInstitut National des Jeunes
Aveuglesy. He won the premier prix in organ in 1894. In 1892 he became Widor’s
assistant at Saint-Sulpice, and in 1900 he was appointed organist of Notre-Dame
Cathedral, a position he held until his death. He was teaching assistant of Widor
(1894-96) and then of Guilmant (1896-1911) at the organ class at the Paris
Conservatory and then professor of organ at the «Schola Cantorumy (since 1912)
and at the «Ecole César Francky. Vierne can be considered in all respects teacher,
like the official professors, of the students of the organ class at Paris Conservatory
in the period 1896-1911. Vierne died on the evening of June 2, 1937 at the
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console of the organ of Notre-Dame, under the eyes of his pupil Maurice Duruflé,
after finishing the performance of his piece «Stele pour un enfant défunty» (from
«Tryptiquey, op 58) on occasion of his 1750" recital at the Cathedral.

At Franck’s death, it was thought that the organ class could have been
entrusted to Guilmant, Gigout or Dallier, but was instead Charles-Marie Widor
to be appointed professor. Widor, at the time 46 years old, was known as
organist of the Church of Saint-Sulpice for nearly 21 years, composer of eight
organ symphonies for (he would compose other two symphonies in the
following years) and the ballet «La Korriganey.

Despite not having teaching experience, Widor faced the experience
without any shyness, fully aware and convinced of how to proceed. The
appointment of Widor decreed the radical reform of organ teaching at Paris
Conservatory and the birth of a brilliant organ school which persists to this day.

Widor gave his first lecture on 11 December 1890. In his introductory speech
to the class, he spoke of his predecessor Franck as «an ingenious improviser», but
he stressed how he considered a serious mistake to neglect the study of the
technique and interpretation of the repertoire in favor of improvisation.

The technique taught by Widor was that he had learned from Lemmens.
The technical mastery was for Widor an achievement to get through intelligence
and will: he argued that «man must command the mechanics, the mechanics
must not enslave the man»[6, 35]. For Widor, at the base of a good organ
technique was a mastery of piano technique: «The time has passed when one
could hope to make a tolerable organist from a bad pianist»[6, 40].

A very interesting testimony about Widor’s playing style and teaching
orientation is given by the preface written by the latter to a study by André Pirro
on Bach. We share a few extracts: «He (Bach) played with the body leaning
slightly forward, and without moving, with an admirable sense of rhythm,
together with an absolutely perfect polyphonic whole, with extraordinary
clarity, avoiding too fast tempos... A serious organist will use the means of
expression of the instrument just architecturally, i.e. straight lines and plans. For
lines, when he will shift almost imperceptibly from piano to forte and in
constant progression, without jerks or surges. For plans, when will take
advantage of a breath to close the swell box pedal between a forte and a piano.

If you try to reproduce the expressive quality of the human voice, we will
not have an organ, but an accordion. The main feature of the organ is the
grandeur. Any illogica change in the sound intensity, each variant that can not
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be graphically represented in a straight line is a crime, a crime of damaged
artistic majesty. We can consider as criminals those who make of the organ an
accordion; those who arpeggiate and do not play legato, who have a poor sense
of rhythm. With the organ, as well as with the orchestra, the precision must
rule, a perfect enseble of hands and feet it is absolutely necessary, both in the
attack and in the release of the notes...

Reprehensible are the organists who do not play the four parts of the
polyphony with a rigorous legato, the tenor as well as soprano, the contralto as
well as the bass... To perceive clearly the rebeated notes in a fast tempo, or even
moderate, you have to insert pauses between them equal to the duration of the
sound, and we can thus formulate this rule: each rebeated note loses half of its
value. In reference to long notes and slow tempos, it is appropriate to rely on
common sense rather than to follow this rule slavishly.

What is rhythm? It is the constant manifestation of the will of periodic return
of the strong beats... Woe to you if your time is not perfectly regular, if your will is
not manifested on every breathing point of the phrases, on every «stopy; if you
unconsciously allow yourself to be in a «hurry»! ... To be masters of themselves, it
IS necessary to eliminate any unnecessary movements. A good organist sits firmly
in perfect balance on his seat, slightly tilted to the keyboards, never putting his feet
on the sides of the pedalboard, but sliding them lightly on the pedals, and with
heels close, as if they were nailed together, as well as the knees.

The nature has given us two guides of the utmost importance: with your
heels close, the maximum possible distance between the tips is of a fifth, and
with your knees close, you can space out your feet to the maximum of one
octave. You will not get precision and sureness if not adopting this method, that
is keeping the legs close and the feet always in contact... The organ is a wind
instrument, which implies the need to breathe. As a literary phrase, the musical
phrase has its commas, its points, its paragraphs». According to Widor, «Bach
used essentially two tempos, one not very fast, corresponding to the Andante,
the other slow, corresponding to the Adagio»[7].

Widor did not hesitate to make a critical analysis, measure by measure, of
the performances of each student and this involved for the class a complete
overhaul of the study of the repertoire. The initial skepticism with which he was
received by the class became soon respect. Vierne, for example, stated: «Widor is
the greatets organist I’ve ever heard» [6, 43].
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While Franck’s teaching of literature performance was focused
exclusively on the requirements of the tests of the concours, Widor asked each
student to bring a new piece each week to the class. The basis of the study of
the repertoire was the music of Bach, whose wealth of chorale preludes was
virtually unknown in France before Widor became teaching them at Paris
Conservatory. In a second step, Widor added the sonatas by Mendelssohn, some
pieces by Boély and Saint-Saéns and some of his compositions.

Widor also insisted upon the study of musical forms and analysis and
introduced his students to the different symphonic forms. «We had been completely
ignorant of all that. One day, the Master exclaimed, «What? You have played the
sonatas of Beethoven, and you haven’t had the curiosity to ask yourself how they
are constructed? This is the mentality of a parrot, not that of an artist!» [6, 32].

Widor’s attention to the formal aspects was carried over his approach to
improvisation, as Vierne emphasized in comparing the two teachers: «Franck
apllied himself above all to detail: melodic invention, harmonic discoveries, subtle
modulations, elegance of design... in a word, to everything that belonged to the
domain of pure musical expression. Widor, on the contrary, brought the main part
of his effort to bear upon contruction, logical development, the formal side» [6, 32].

Since October of 1891, Widor entrusted Vierne with the task of preparing
the unregistrered students to the admission to the class. In 1894, after winning
the premier prix in organ, Vierne was officially nominated teaching assistant by
the director Ambroise Thomas.

Among Widor’s students we mention (the ones marked with an asterisk
had been previously Franck’s students):

- Nadia Boulanger (1887-1979), who at a young age was deputy organist
to Faur¢ at the organ of the Madeleine.

- Henri Busser (1872-1973).

-Edouard Commette (1883-1967), organist of Lyon Cathedral from
1900 to 1952 and professor at the Conservatory of the same city. In 1927 he
was the protagonist of the first recordings of organ music.

- Marcel Dupré (1886-1971).

-Henri Libert (1869-1937).

- Henri Mulet (1878-1967), who held the following positions in Parisian
churches: organist at Saint-Pierre-de-Montrouge (1897-1901), organist at
Sainte-Marie-des-Batignolles, choir organist of Saint-Eustache and Saint-Roch,
organist of Saint-Philipp-du-Roule (1922-37). He was then organist of the
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Cathedral of Draguignan (city in the south of France). He taught at the «Ecole
Niedermeyer» and at the «Schola Cantorumy. Vierne had great respect for him:
«Mulet, organist of Saint-Philippe-du-Roule, is a solid virtuoso and an excellent
improviser. He has written fine organ works, that all serious organists have
included in their repertoirex» [4, 36].

- Charles Quef (1873-1931), organist at the Parisian churches of Saint-
Nicolas-des-Champs (1892-93), Sainte-Marie-des-Batignolles (1895-98), Saint-
Laurent (1898), assistant organist (1898-1901, successor of Théodore Salomé)
and then organist at the Trinité (1901-31, successor by Alexandre Guilmant. He
was replaced in the 1929-31 biennium by Olivier Messiaen, due to illness).

- Alphonse Schmitt (1875-1912), maitre de chapelle at Saint-Philippe-
du-Roule in Paris.

- Charles Tournemire (1870-1939).

- Louis Vierne (1870-1937).

The death of the director Ambroise Thomas in March of 1896 was
followed by a new organization of the Conservatory. Théodore Dubois was
elected new director and Widor succeeded him as professor of composition.
Widor recommended Alexandre Guilmant as his successor: Guilmant too had
studied with Lemmens and his appointment would therefore have allowed the
continuation of the undertaken teaching line. The condition laid down by
Widor was that Vierne (winner of the premier prix in 1894), which he had
named teaching assistant, maintained that charge. Guilmant had great esteem
for Vierne and agreed.

At the time of his appointment as organ professor at the Conservatory,
Guilmant was 59 years old and was probably the most famous organist in the
world. He had been organist at the Trinité for 25 years, his concerts at the organ of
the Trocadéro had aroused the interest of the public for 18 years, he had played for
Queen Victoria at Windsor Castle in 1890, and he had made his first tour of the
United United States in 1893. Guilmant moved to Paris from Boulogne-sur-Mer
(his hometown) in 1871, when he was named organist of the Trinit¢ and he settled
in the Rue de Clichy 62 (not far from the Trinité), where he opened a private
studio. At the time of his appointment, unlike Widor, Guilmant was already a
teacher of great experience, having taught for many years at his studio.

Guilmant was also president of the «Schola Cantorumy society and had
composed many pieces for organ, including five sonatas (he would compose other
three sonatas in the following years), the 18 books of «Pieces dans differents
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styles» and the 12 books of «L 'Organiste pratique»; he was also dealing with the
collection and publication of early organ music works.

Guilmant was endowed with an extraordinary technique, despite the small
hands barely covering the range of a ninth. There were two areas where
Guilmant was superior to all the other organists: the knowledge of the repertoire
and the art of registration. He knew the organ repertoire of every age like no
other French organist of the period did.

Widor had focused his teaching of the organ repertoire on the works of
Bach, to which he added some pieces of the most famous composers of the
nineteenth century. Guilmant wanted the repertoire of his students to be broader
and including a wide variety of styles, both antique and contemporary. The
teaching of the repertoire, however, remained focused on Bach, about whom
Guilmant wrote, in an article of 1898: «The organ music reached its summit with
Bach, and this applies to all the music. One thing is certain: if the music has
progressed since the time of Bach, it is thanks to Bach... all originated from his
music. Bach is and probably will always remain the greatest of all composers...
My admiration for Bach has no limits. | think that Bach is the music... If all the
music, except that of Bach, was cancelled, music would still survive.

Guilmant’s ability in the choice of the stops was legendary. Vierne called
Guilmant «a colorist of the first order»[6]. While Widor taught the students the
general principles of registration, Guilmant explained the proper use of each
register. He was an advocate of authenticity in registration and argued with
conviction that it was not appropriate to perform the music of a given historical
period without having at disposal the timbres used at that time. In this regard,
he stated: «performing a organ piece with different stops than those for which it
was conceived is ridiculous as well as replacing clarinets with oboes or violins
with trumpets in an orchestral composition» [5, 197]. Guilmant complained
especially about the fact that modern organs did not have the stops requested by
the early French music.

In his teachings, Guilmant often referred to Lemmens’ «Ecole d’Orguey,
considering the directions of the Belgian master authoritative also as regards the
performance of Bach’s works. Guilmant too considered the legato as the
veritable organ style, the goal towards which the fingering system has to
proceed. Like Widor, Guilmant taught to keep knees and ankles very close, to
restrict movements to the essential and to control with precision the attack and
the release of the notes.
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The separations between the repeated notes, the staccato notes, the
articulation problems in general had to be assessed accurately. Guilmant also
considered appropriate the choice of not too fast tempos, to privilege a clear and
intelligible performance. As regards both the touch and the tempo, Guilmant urged
to take into account the acoustics of the place of the performance and the size and
the resources of the instrument. For example, a performance in a large church
would require a less legato touch than that it would be used in a drier acoustic.

Among Guilmant’s students, we mention:

- Albert Alain (1880-1971), father of Jehan, Marie-Claire and Olivier.
Organist at the chapel of the convent of the Franciscan Sisters of Saint-Germain-
en-Laye in 1903, and at the parish church of the same city from 1924 to 1971.
Passionate about the art of organ building, he built an organ which is now kept at
the Maison de la Dime in Romainmdtier (Switzerland) and owned by the
‘Association Jehan Alain’, founded in 1987.

- Augustin Barié (1883-1915), blind, formerly student of Adolphe Marty
at the «Institut National des Jeunes Aveugles». Great improviser, he was
organist at Saint-Germain-des-Prés in Paris (1906-15). Vierne wrote about
Bari¢ in «Mes Souvenirsy: «in his soul burned an ardent flame» [6]. He died
prematurely at the age of 31 years due to a stroke.

-Joseph-Ermend Bonnal (1880-1944), who interrupted his studies in
piano (in the class of Charles Wilfrid de Bériot) to devote himself to the organ.
After completing his studies in 1904 with Guilmant at the Conservatory with
the premier prix, he studied the organ other ten years under the giudance of
Louis Vierne and Charles Tournemire. He was deputy to Widor at the organ of
Saint-Sulpice in Paris and of Saint-Saéns and Périlhou at the organ of Saint-
Séverin in the same city. He was also organist at Saint-Médard in Paris and at
Notre-Dame in Boulogne-sur-Seine. In 1920 he won the competition to become
organ professor at Strasbourg Conservatory, but the competition was canceled
by the municipality of Strasbourg, which refused to accept the appointment of a
practicing Catholic organist. In 1941 he succeeded Tournemire at Sainte-
Clotilde in Paris, a position he held until 1944.

-Joseph Bonnet (1884-1944), a virtuoso of international renown. In his
youth he was organist at Saint-Nicolas in Bordeaux, Saint-Michel in the same city,
and he was then organist at Saint-Eustache in Paris (from March 1906 to 1944).
Before being part of Guilmant’s class, he received organ lessons from Tournemire.
In 1911 he was named organist of the «Societé des Concertsy at Paris Conservatory,
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in succession to Guilmant. In 1917 he was sent to the United States («Mission
Tardieuy) to feed the musical prestige of France and his concerts roused a huge
success. In 1921 he created the organ department at the Eastman School of Music,
University of Rochester, New York. In 1923 he returned to France and in 1937 he
succeeded Louis Vierne as organ professor at the «Ecole César Franck» in Paris. In
1940 he returned to the United States as ambassador of French music. He settled in
New York and he was elected organist of the Worcester Art Museum. Later he
founded the organ class at the Conservatory of Montreal, Canada.
- Nadia Boulanger (1887-1979).

- Joseph Boulnois (1884-1918), organist at Saint-Louis d'Antin in Paris
(1909-14). He won the premier prix in organ in 1905. He died in 1918 at age
34, killed by the terrible Spanish flu, a few days before the armistice that
marked the end of the Great War. At his death, Joseph Boulnois left an only
child of 11 years, Michel.

- Alexandre Cellier (1883-1968), organist at the reformed church of
1'Etoile in Paris from 1910 to 1968, the year of his death, and of the «Societé
Bachy (1918-39).

- Marcel Dupré (1886-1971).

-Jean Huré (1877-1930), who was organist at Angers Cathedral, Saint-
Martin-des-Champs in Paris, Notre-Dame-des-Blancs-Coats (1910-18) in Paris,
deputy organist to Périlhou at Saint-Séverin (1911-14, together with Saint-Saéns)
in Paris and successor of Gigout at Saint-Augustin (1925-30) in Paris. He left two
didactic works: «La Technique de I'Orgu’» and «L 'Esthetique de | 'Orguen.

- Georges Jacob (1877-1950), who was organist of Saint-Louis d'Antin
in Paris and then at Saint-Ferdinand-des-Ternes of the same city.

-Edouard Mignan (1884-1969), organist at the Parisian churches of
Saint-Thomas-d’Aquin (1917-34) and the Madeleine (1935-62, in succession
to Henri Dallier).

-Henri Nibelle (1883-1966), previously a student of the «Ecole
Niedermeyer». He was choir organist at Versailles Cathedral (1907-09), choir
organist at Saint-Vincent-de-Paul in Paris (1909-12), organist at Saint-Francois-
de-Sales in Paris from 1912 and maitre de chapelle at the same church (1931-59).
He became almost blind and in 1959 he left his post and moved to Nice.

- Achille Phillip (1878-1959), organist at the Parisian churches of Saint-
Jacques-du-Haut-Pas, the Abbey of Val-de-Grace (1903-50) and Saint-
Francgois-Xavier (1941-46).
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- Charles Quef (1873-1931).

- Alphonse Schmitt (1875-1912).

-Déodat de Séverac (1873-1921), a pupil of Guilmant at the «Schola
Cantorumy. He was also a trainee in Franck’s class. Of his music, inspired by his
native land (Languedoc), Debussy said that «sentait bon» («it smells good»)
[2, 31]. The pianist Blanche Selva, in reference to the «regional» character of
Séverac’s music, pictured it as «sister of thyme, rosemary and broompy.

-Fernand de la Tombelle (1854-1928), which embarked on a brilliant
career as a concert pianist. The commitments due to numerous tours did not
allow him to ensure the quorum required to be a titular organist: the positions
he held were those of deputy organist to Fauré¢ and then of Dubois at the
Madeleine (1885-98) in Paris and of Guilmant at the Trinité in the same city. In
1896 he was among the founders of the «Schola Cantorumy, at which he taught
harmony until 1904, and where he was deputy to Guilmant — who was organ
professor — on the occasion of the latter’s concert tours in the United States.

-René Vierne (1878 — 1918), younger brother of Louis. Organist at the
chapel of the convent of the Dominicans in Paris (since 1897), choir organist (since
1903) and organist at Notre-Dame-des-Champs in the same city (1904-14). Drafted
into the army during the First World War, he died on the front, in Verdun, without
being able, therefore, to fulfill the desire to be reunited with his brother «sous la
lampe de la méme pianoy («under the lamp of the same pianoy), as he called for in
a letter to Louis a month before his death.

Marcel Dupré began his organ studies at the age of 12 at Guilmant’s
private study. In 1905 he was admitted as an auditor in the organ class at the
Conservatory. The following year he joined the class and won the premier prix
in organ in 1907. His words in recalling the studies with Guilmant: «Guilmant
was the most severe of teachers. He interrupted me almost every measure to
take care of the smallest details and | had to repeat the measure in question until
he believed that every detail was in place. But he was always patient and kind.
When | omitted a sharp, a flat or a pause, he said: «Put the glasses, Marcel»
and, blushing, I corrected my mistake immediately. One can imagine the benefit
of such discipline applied to a child. Later, when | entered the organ class at the
Conservatory, where Guilmant taught for 17 years, | found him to be as much
strict with adult students. Nothing went unnoticed; 'you can not get a perfect
clarity — he used to repeat — without absolute precision, which consists in
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attributing to each note its exact value. Always remember this principle of great
Importance: releasing a note exactly in time is as essential as playing it in time.
Everything depends on it».

Dupré also noted how the executions of Guilmant were «a fantastic
example of his teachings. The perfection of his technique, his brilliant virtuosity
that led him never to play too fast, his soft legato, his fantastic clarity in
highlighting the internal parts of the most complex polyphonies, his amazing
musical phrasing made him famous soon» [5, 198]. Dupré’s testimony is
confirmed by that of another famous pupil of Guilmant, Joseph Bonnet.

Far from being discouraged by the precision required by Guilmant’s
teachings, the students responded with enthusiasm and affection to «Pere
Guilmanty («Father Guilmant»). The praise for Guilmant’s teaching came not
only from his students.

In 1906 Albert Schweitzer stated that «Guilmant is not just one of the most
important performers, but also one of the most complete of today’s teachers,
endowed with an extraordinary pedagogical talent and historical and musicological
competence. Thanks to him, the French have known the pre-Bachian musicy.

For Vierne, Guilmant, «wonderful teacher», formed «the most impressive
generation of organists» that France has ever known.

A testimony of William C. Carl, a U.S. pupil of Guilmant and founder in
1899 of the «Guilmant Organ School» in New York: «Lemmens’ Ecole was
highly recommended and used. Pedal scales were studied, as in Lemmens’
method; Guilmant always spoke with great admiration of his master, Jacques
Lemmens, of whom he had been one of the best students in Brussels. During
the lessons, Guilmant was inflexible in demanding an absolute rhythmic
precision. Not even the small imperfections passed unnoticed.

For the teaching of harmony, he used the «Traite d’Harmonie’ by Reber
and «Notes et Etudes d’Harmonie» by Dubois, as well as various exercises by
Bazzin, Fennroli, Durand, etc. For the counterpoint, the reference was the
«Trait¢ du Contrepoint» by Fétis. In the teaching of these subjects, his
«Comprenez-vous?» («Do you undertsand?») after each explanation was a
demonstration of how he cared about the total understanding on the part of the
student. | remember well how this question was addressed to me at least twenty
times in the course of a single lesson of harmony».

In 1897 Guilmant bought a villa in Meudon (a small suburb of Paris),
which then became the third place of residence of Guilmant, after Boulogne-
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sur-Mer (1837-71) and Paris (1871-97). In his villa in Meudon, Guilmant
staged a music studio, which in 1899 was equipped with a Cavaillé-Coll/Mutin
organ with three manuals and 28 stops. After the organ was installed, Meudon
became a center of feverish organ activity, to which students flocked from all
Europe and from America.

Archibald Henderson, organist and choir director at the University of
Glasgow, attended a lecture in Meudon in 1908 and reported Guilmant’s
meticulous attention to all the aspects of the performance. Here’s his comment:
«The criticism of Guilmant was helpful and constructive. Once, an enthusiastic
and talented American student bothered him with his exaggerated movements at
the console. Guilmant corrected him gently, saying, «Let me play like you do,
and see if you like». So he faithfully imitated the student, who was the first to
laugh out loud. As Guilmant later remarked, «these exaggerations should be
avoided first because they are not necessary and they are annoying, not to say
ridiculous, and second, because they involve a great loss of energy».

Guilmant died on March 31, 1911. Vierne, who held the position of
teaching assistant for the previous 17 years, wrote: «Guilmant repeatedly and
publicly expressed the desire that | would become his successor in the organ
class. He thought that there would have been the right continuation of a
teaching career began seventeen years ago, and which had contributed
brilliantly to the formation of a school of organists unrivaled in France and
which earned admiration abroad. But another decision was taken» [6, 62].

Vierne’s appointment would have allowed the continuation of the
teaching line undertaken first by Widor and then by Guilmant, but it was
Eugene Gigout (supported by Fauré and Saint-Saéns) who was elected organ
professor after Guilmant’s death. Gigout had previously been organ professor at
his private school. Compared to its predecessors Guilmant and Widor, Gigout
returned to devote most of the lessons to the study of improvisation, but without
neglecting the technical preparation and the study of the repertoire. Regarding
the technique, also Gigout took as the basis the rules taught by Lemmens.
Gigout was however proponent of a pedal technique more based on crossovers
between the feet and on a more moderate use of the heel. In addition, Gigout
was against the use of too slow performance tempos.

Among Gigout’s students, we mention:

- Maurice Duruflé (1902-1986), who was also a pupil of Tournemire and
Vierne. He won the premier prix in organ in 1922. He was choir organist at
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Saint-Sever in Rouen (1916-19), organist at Notre-Dame in Louviers, deputy
organist to Tournemire at Sainte-Clotilde in Paris (1920-27), deputy organist to
Louis Vierne at Notre-Dame Cathedral in Paris (1927-30) and organist at Saint-
Etienne-du-Mont in Paris from 1930 to 1975 (the year in which he and his wife,
Marie-Madeleine Chevalier, were involved in a serious car accident, after
which Duruflé was no longer able to play). He was deputy organist to Marcel
Dupré¢ as organ professor at Paris Conservatory from 1942.

- André Fleury (1903-1995), who had previously received lessons from
Henri Letocart. As a student, he occasionally substituted Eugéne Gigout at the
organ of Saint-Augustin in Paris and Tournemire at Saint-Clotilde in the same
city. He was appointed organist at Saint-Augustin in Paris (1930-48) in
succession to Jean Huré, of which he had been deputy (1920-1930). In the
period 1945-48 he was also organist at Saint-Bernard-de-la-Chapelle in Paris.
In 1948 he moved to Dijon, where he became organist of the Cathedral. He
returned to Paris in 1971 and he became co-titular of the organ of Saint-
Eustache, upon request of the titular organist Jean Guillou, and organ teacher at
the «Schola Cantorumy. In 1978 he also assumed the position of organist of
Saint-Louis Cathedral in Versailles.

- André Marchal (1894-1980), blind, formerly student at the «Istitut
National des Jeunes Aveugles» (where his teacher was Adolphe Marty) and of
Augustin Barié. He won the premier prix in organ (1913). He was deputy organist
to Gigout at Saint-Augustin in Paris, titular organist at Saint-Germain-des-Pres
(1915-1945) in Paris, in succession to Augustin Barié, and then at Saint-Eustache
in Paris (1945-1963). He was organ and improvisation professor at the «Institut
National des Jeunes Aveugles» and, from 1960 to 1979, at the American
Conservatory of Fontainebleau (upon request of Nadia Boulanger).

-Armand Vivet (1869-1956), maitre de chapelle at Saint-Augustin in
Paris for 68 years (1888-1956).

Conclusion. The biographical data of French organists and teachers
presented in the article demonstrate that each of the outstanding personalities,
though influenced by their teachers’ views and convictions and established
European practices, made a valuable contribution in the national organ music. The
professors of Paris Conservatory and their students whose life and creative works
were described in the paper were by all means outstanding organ performers and
teachers, well-known in France as well as in other European countries.
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AHOTANIA

Jlyka Maccanbsi. Opran y @paHiiii micisi peBoJIIOLIi: TeHe3a JereHaapHoi
OPraHHO1 IIKOJIU

Opean 6y8 oomicto 3 ocepms Benuxoi gpanyysvrkoi pesomoyii. Mysuxa
BEIUKUX (PPaAHYY3bKUX KIACUYHUX ABMOPI8 ma IHcmpymenmis, cmeoperi Dpancya-
Anpi Knixo idiepanu 3nauny ponv 6 icmopii opeany @paryii, ane nicis pesooyii
Op2aH po327s10aEMbCA SIK AHMU-OYPIHCYA3HE, HEPO3PUBHO NO8 SI3aHe A8ULE 3 080MA
BeIUKUMU 80Opo2amu 36udaiiHux arooet. Ilepxeu ma apucmokpamii.

bacamo opeanie 6yau 3nuweni abo He pozmiuysanucs 8 yepkeax, a mi,
wo OyIu 8pamoeani came 3a805KU pobomi opearicmie OVIU pO3MAULOBAHI 8
3anax 01 NONYIAPHUX pPecnyONiKaAHCbKUX C8am Ol 3A0080JIEHHS 3aNUMIigY
oeporcasu Ha npocmy, OOCMYNHY OJil 8CIX MY3UK)y. MaHyi t eapiayii Ha memy
HAUBIOOMIUUX DEeBONIOYIUHUX MAPULI8, YPUBKU 6 ONepHoM) cmuii (onepa Oyia
HAUNONYIIAPHIWUM MY3UYHUM HCaHpom y mou dac). Opean, paniuie penieiunuil,
JAIMypeinui, NoaioHivHULL | 2apMOHIUHUL, CMAE MEN0OIUHUM, CEIMCLKUM,
OPKeCmpoBUM | ONUCOBUM.

Kinekicmo opeanie y @panyii' 6 1789 poui 6yno oausexo 2000. YV 1795 poyi
Hayionanvue 360pu yxeanunu npooasic opearie napa@isibHux yepkos i cooopis.
YV 1801 poyi Hanoneon i nana Iliu VII nionucas Kouxopoam, y sxomy
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NOCMAHOBUE NPO  BIOHOBIEHHS NPABOBO20 CMAMYCY KAMOIUYbKOI YEPKEU Y
Dpanyii: po3nouascs NOBLIbHULL npoyec 8i0HO6IeHHA. Y neputii nonosuni 19-2o0
cmonimms 0esiKi OpeaHicmu 3anUUUIUC GIPHI KIACUYHIN mpaouyii ma Oyau
NPOMOYmepamu cy8opo20 CIui0, KOHMPAnyHKMU4Ho20, Ha 8iIOMIHY 6i0 MY3UUHUX
cmaxie moeo uacy. Ceped Hux Oyau @pancya bewnya, ©enikc Jawnocoy i
nepexonanuii nponazanoucm nonigouiunux meopie Mozanna Cebacmosna Baxa
Onexcandp — I1’ep -@pancya bvons.

Opeannuti knac y Ilapusvkiti koncepsamopii 0ys gionoenenuti y 1819 pouyi,
konu @pancya benmya 6ys npuznauenui npoghecopom. bemya 3minue Cesap
Oztocm @pank, axuil s3aumas yro nocady npomseom 18 poxis. llicns cmepmi
@panka lapnv-Mapi  Bioop 6ye npusnauenuii ukiaoauem OpeaHy 8
koHncepeamopii. Y 1896 poyi tioco 3minue @enikc-Onexcandp Iinoman, saxutl
BUKA0AB Op2aH Npomsa2omM Hacmynuux 5 pokie. Eoxcen JKuzy, axuti 6ys obpanuil
npoghecopom opeany nicis cmepmi aemopa linbman, Haguas MarOymHix
opearicmis 00 1925 poky.

Taxum wunom, nicisi nepeciioyéaHHss 3 Cymo HNONMUYHUX NPUYUH NICTA
pesonoyii, panyy3vka opeaHHa My3uKa HOCMyno8o 8i0HO8UNA c80i no3uyii y 18
cmonimmi, 3a60s5Ku  ewmysiazmy U manraumy npoghecopa  Ilapuzvkoi
KOHCepsamopii ma ii YuCieHHUX CIyOeHmis, AKi NOUUpPIo8alu ii 8Ci€r0 KpaiHoro.

KuarouoBi ciaoBa: opean, ¢@panyysvxi xnacuuni aemopu, Pesonoyis,
OpP2aHHA WKOIA, OP2AHICMU.

PE3IOME

Jlyka Maccaapn. Opran Bo DpaHuMM MOCHE PEBOJIOIUUA: TEHE3UC
JIETCHIAPHON OPTAaHHOM IIKOJIBI

Opean 6v11 00HOU U3 dHcepmas Benuxou ¢ppanyyszcrou pegontoyuu. My3vika
BEUKUX DPAHYY3CKUX KIACCUYECKUX ABMOPO8 U UHCMPYMEHMO8, CO30AHHbIX
@pancya-Anpu Knuxo cviepanu 3HauumenbHyl0 poib 6 UCMOPUU Op2aHd
Dpanyuu, HO nocie peoNYUU OpPaAH PACCMAMPUBAemcs Kak aHmu-
OyporcyasHoe, Hepaspul8HO CEA3AHO A6leHUe ¢ 08YMs OOIbUUMU 8paA2AMU
00b1unbIX 00el: Llepkeu u apucmokpamuu.

MHnoeue opeanvl Obliu YHUUmMOdiCeHsbl 1UOO He pA3Mewaiucy 8 YepKesx, da
me, umo OblIU CnaceHvl UMEHHO Onazooapss pabome OpeaHucmos Ovliu
PACNONIOJCEHbL 8  3A1aX NONYAAPHLIX PecnyOIUKAHCKUX HNPA30HUKO8 Ol
Y00811emB8OpeHUsl 3aNpOCO8 20CY0apcmed Ha NPOCmylo, OOCMYNHYIO Ol 6Cex
MY3bIKY: MAHYbl U 8APUAYUU HA MeM) U38ECTNHLIX PEeGONIOYUOHHBIX Mapuietl,
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OMPLIBKU 8 ONEPHOM cmuie (onepa Oblia camMbiM HONYIAPHLIM MY3bIKANbHbIM
ocaupom 6 mo epems). Opeawn, pamnee penuSUO3HbIU, JTUMYPSUYECKUL,
NOMUGDOHUYECKULT U 2APDMOHUYHBIU,  CMAL  MEIOOUYHbIM,  CBEMCKUM,
OpPKeCmpOoBbIM U ONUCAMENbHBIM.

Konuuecmeso opeanos 6o @panyuu 6 1789 200y 6wvino oxono 2000. B 1795
200y Hayuonanvnoe cobpanue npuHsaio nocmauogieHue o npooaxce opeaHos
npuxoockux yepxeeu u cooopos. B 1801 200y Hanoneon u nana Iluu VII
noonucan Konkopoam, ¢ Komopom nocmanous 0 60CCMAHOBAEHUU NPABOBO2O
cmamyca Kamoauyeckou yepkeu 60 Dpanyuu: Hayaics mMeoneHHblll Npoyecc
eéoccmanognenus. B nepsou nonosune 19-20 6exa mekomopwvie OpcaHUCHIbL
OCMAIUCh 8epHbl KIACCUHUECKOU mpaouyuu u Obliu NPOMOYmMepamu cmpo2020
Cmujisi, KOHMPANyHKMu4ecko2o, 8 Omuyue Om MY3blKalIbHbIX 6KYCO8 MO20
spemenu. Cpeou nux oviiu @pancya benya, @enuxc anocoy u yoesrcoenuwlil
nponazanoucm noaugonudeckux npoussedenuti Moeanna Cebacmvana baxa
Anexcanop-Ilvep-Dpancya benv.

Opeannwiii knacc Ilapuosicckoti koncepsamopuu 6wl 6occmarnosnen ¢ 1819
200y, ko20a @pancya benya ovin nazuauen npogeccopom. benya zamenun Cesap
Ozrocm Dpank, Komopwlid 3aHUMATL M) 00HCHOCMb 6 meyeHue 18 nem. [locne
cmepmu Dpanxo Lllapne Mapu Buoop 6vin nasnaven npenooaseamenem op2ama
koncepsamopuu. B 1896 200y eco cmenun @enukc-Anexcanop I unoman, komopulil
npenodasan opean 6 meueHue credyrowux 5 aem. Iocen Kuey, komopuwiu 6vin
usopau npogheccopom opeana nocie cmepmu asmopa Iunvman, yuun 6yoyuux
opearucmos 0o 1925 2ooa.

Taxum o6pazom, nocie npecnedo8anusi NO YUCMO NOJUNMUYECKUM
NPUYUHAM NOCAe PesoNIoyuld (Gpanyy3cKkas Op2aHHAsi MY3blIKA NOCMENneHHO
goccmaHosunia ceou nosuyuu 6 18 eexe, Orazodaps IHMY3UA3IMYy U MATAHMY
npogeccopos Ilapudicckoii Koncepsamopuu U ee MHO2OYUCIEHHbIX CHYO0EeHMO8,
KOMopbvle pAcnpoCmpaHsiu ee no éceii Cmpate.

KiroueBble cjoBa: opean, ¢panyysckue Kiaccuueckue agmopbl,
Pesontoyus, opeannas wikona, opeanucmol.
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