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PREFACE

The musical compositions known collectively as the 

French cantata have remained relatively unknown since their 

popularity waned in the middle of the 18th century. Although 

they were created for a special time and place, these chamber 

works are not deserving of the obscurity into which they have 

fallen. In order to establish a foundation for their system

atic study and to bring them to the attention of a wider 

audience, this survey and catalog have been prepared. The 

cultural milieu in which the cantatas were written, their 

formal structure, and principles related to their performance 

have been presented along with pertinent biographical and

bibliographical information.  

During the first half of the 18th century, standard 

spellings and rules of capitalization had not been firmly 

established in the French language. Because the ortho

graphical rules were in the process of changing, the same 

word is often found in different forms, For example, the 

word "fete" appears in its modern spelling as frequently as 

"feste," the archaic spelling, and "fete," a careless spell

ing. The most prominent variations occur in the doubling 

of consonants, the interchanging of s and z, and vowel sub

stitutions such as o for a. The original spellings and cap

italization have been retained when the subject is referred
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to directly, even though they are counter to modern French 

or to other citations in this paper. No editorial comment 

has been made in these cases unless the original spelling 

causes confusion in the meaning of the word.  

The translations, which are the author's unless other

wise cited, are literal except in some of the poetry where 

it was necessary to paraphrase in order to retain the rhyme 

scheme and the metrical pattern. The normal French accents 

have been retained but when they are missing from the origi

nal titles and commentary, they have also been omitted from 

the citations.
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CHAPTER I

ORIGINS OF THE FRENCH CANTATA 

Jean-Jacques Rousseau, in his Dictionnaire de musique, 

presents a comprehensive definition of the French cantata.  

In the usual manner of 18th-century lexicographers, Rousseau 

includes several critical comments.  

Cantate s.f. A type of short lyric poem, which 
is sung with accompaniment, and which, although writ
ten for the chamber, should receive from the musician 
the warmth and the gracefulness of imitative and 
theatrical music. Cantatas are generally composed 
of three recitatives, and the same number of airs.  
Those that are narrative, and [with] the airs in the 
majority, are always cold and bad; the musician 
should avoid them. The best are those in which, in 
a lively and touching situation, the principal char
acter himself speaks, for our cantatas are usually 
for solo voice. There are, however, some cantatas 
for two voices in the form of a dialogue, and these 
are still agreeable when one knows how to introduce 
some interest into them. But as a little framework 
is always necessary in order to make a sort of expo
sition and to [acquaint] the listener with the point, 
it is not without reason that cantatas have passed 
out of style, and have as their substitute, even in 
concert, scenes from the opera.  

The style of cantatas came to us from Italy, as 
can be seen from the name, which is Italian; and it 
was also in Italy where they first lost their popu
larity, The cantatas that are written there today 
are really dramatic works with many actors, which 
are different from opera only in that [opera] is seen 
presented in the theater, and cantatas are presented 
in concert; so that the cantata is, on a profane sub
ject, that which the oratorio is on a sacred subject.1 

1Jean-Jacques Rousseau, "Cantate," Dictionnaire de 
musigue (Paris, 1767), Garnery edition (Paris, 1823, 
I, 127-128.
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Rousseau had more than a passing acquaintance with the can

tata. In his private study of music, he memorized several 

cantatas and consistently practiced realizing their figured

basses as a means of learning the rules of harmony.2 

The Italian ancestry of the French cantata is acknowl

edged in the final paragraph of Rousseau's definition. The 

form was borrowed directly but at the same time was altered 

according to ideas which had been formed from a long tradi

tion of solo song in France. The term cantata is derived 

from the verb cantare and signifies in Italian, as in Latin, 

something which is sung. The plural cantate, the French sin

gular designation, thus refers to many things which are sung, 

or a series of several airs in the form of a suite. It was 

originally the generic term for one of the two basic methods 

of musical performances music which was sung (musica cantata) 

as opposed to music which was performed on instruments (musi

ca sonata). From the end of the 16th century, when it was 

first applied, composers began to use the term "cantata" 

more and more to denote a specific type of vocal chamber music.  

The origins of the cantata, like the opera and the oratorio, 

2Jean-Jacques Rousseau, Les Confessions (Paris, 1782), 
edited by Ad. van Bever (Paris,~17277TFp7.53-l58, Rousseau 
discusses his first singing lessons on an air from ClAram
bault's 4 p St Arethuse; p. 224, he mentions having learned 
four or five cantatasby Bernier (one, Amours Dormans, is 
named), and Clrambault's l'Amour piaue par une abeille; 
p. 227, when on the long road, he usually sang if he was in 
a good humor, He often sang J. B. Stuck's Les Bains de 
Thomer which he knew from memory; p. 278, he was asked to 
supply a figured-bass realization for a Clrambault cantata.
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can be traced to the introduction of monodic practices in 

Italy around 1600. In the first half of the 17th century, 

the style was quite experimental, and since the form had not 

yet crystallized, solo songs accompanied by figured bass ap

peared under many different names and in a variety of forms.  

The most important of these forms with regard to the cantata 

is the strophic aria, that is, a series of stanzas set to 

different melodic lines over a single repeated bass. Stroph-.  

ic arias are similar in construction to variations over a 

ground bass, but have a more extended bass line that is organ

ized in well-defined patterns.  

Ex. 1. A fragment of a strophic aria.3

SYE AIt 5I1 f, 

O Oh So u aX a.vag'h~z -za, Oh Coll 

* EIS Zi a. epov aI a u. petiA 

I~ Ir~V ~L 

A II L 2 i i i 

I_

3Giovanni Pietro Berti, Cantade et arie (first set, 
Venice, 1624), pp, 61-65, from Nigel Fortune, The New Ox
ford History _ofM usic (London, 1968), IV, 173-1 ,



The verses in Berti's composition are separated from one an

other by a ritornello. This type of organization appears in 

collections as early as Caccini's Nuove musiche (Florence, 

1602), Strophic arias were organized around the narration 

of some dramatic event that gradually unfolds over the repe

titions of the bass.  

The first use of the word "cantata" appeared in the title 

of a collection of strophic arias by Alessandro Grandi, Can

tade et arie a voce sola (Venice, 1620).4 In the decade 

before 1620, the verses of the strophic arias began to be 

separated into two sections, the first set as recitative and 

the second in an aria-like manner.5 This separation is evi

dent in the strophic aria from Berti's second set shown in 

Example 2.  

Ex. 2. An example of a strop9ic aria with definite 
separation of aria and recitative.  

4K 

4Ibid., p. 172. There are no extant copies of the origi
nal edition and only a single copy of the second printing 
survives.  

5 Ibid., p. 178, 

6Giovanni Pietro Berti, Cantade et arie (second set, 
Venice, 1627), p. 5, from Nigel Fortune, The New Oxford 
History of Music (London, 1968), IV, 179-180.
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The gradual adoption of this sort of organization led to 

other freedoms in the construction of strophic compositions.  

Meter changes, modulations and changes of mode became increas

ingly frequent, and after 1630 one finds the cantata organized 

into several contrasting sections of recitative and aria.  

Subsequently, the strophic aria was rarely used as the basis,

I a
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of an entire cantata.7  During the period from ca. 1640-1660, 

the separation was completely accomplished, an act which 

greatly heightened the dramatic possibilities of the form.  

Alessandro Scarlatti, who wrote over 600 cantatas, 

established a standard form consisting of two recitative

aria pairs. His Mitilde, mio tesor (Example 3), is a typical 

example of these works. It exhibits the common alternating 

pattern of two secco recitativo passages and two da capo 

arias, which are based on an amorous text concerned with a 

lover's lament. Even though it was expanded to include more 

recitative-aria pairs and to give more prominence to the ac

companying instruments, the cantata retained this organization 

as it was being introduced into France during the waning years 

of the 17th century.  

Ex. 3. A fragment of an Italian cantata.8 

.F. .C... . .0 . .. _..T.. -1 

7Nigel Fortune, "Strophic bass," Grove's Dictionar _of 
Music and Musicians, VIII (London, 195T,150.  

8Alessandro Scarlatti, Mitilde, mio tesor, Cantate de 
Sigr. Alessandro Scarlatti, Boston Public Library M.360,10, 
Vol. II. For a realization and translation see A. T. Davison 
and Willi Apel, Historical Anthology of Music (Cambridge, 
1950), II, 152-153. Another cantata, with an additional arioso 
attached to the beginning, may be seen in Arnold Schering's 
Geschichte der Musik in Beispielen (Berlin, 1931), pp. 379
383.
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The introduction of Italian music into France was a 

gradual and rnot easily accomplished process. The opposition, 

often violently emotional, was based upon the re jection of 

the turbulent Italian affections in favor of the French ra

tionalistic approach.9 The 17th century was for French drama 

a period of "classicism" in the strictest sense of the word.  

Authors like Pierre Corneille (1606-1684) and Jean Fiacine 

(1639-1699) systematically observed the Aristotelian unities, 

used an elevated and elegant language, and carefully con

trolled the "passions. " French music of this period displayed 

a similar reserve.1 0 

The polarity of the French and Italian concepts of the 

dramatic use of music is made apparent by the manner in which 

each nationaLity approached the return to the "classical 

NTI ~ ~ ~ A I -

9See Abbe Frangois Raguenet, Paralele des Itlens et des Frni en _ce ju~i read Ia muiu et les operas (P~aris, 1702), and Le Cerf de Ia Vieville, Compaaison de Ia 
mujgque ~ilenne _et de I.a jusqu frangaise (Paris,17~0~4)T 

A0.  

Manfred Bukofzer, Music in the Baroque Era (New York 
1947), p. 141.-
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ideal." The Italians reduced the earlier multi-voiced tex

ture of the Renaissance to a single bass-supported melodic 

line (monody) while the French solved the problem through the 

application of the quantitative meters of Greek poetry. In 

1570, Jean-Antoine de Balf (1532-1589), together with Joachim 

Thibaut, founded the Acadmie de 2poi2 et muf as a loose 

association of artists and auditors dedicated to the closer 

union of the two arts. They were accorded a royal privilege 

by Charles IX (1550-1574), who remained an active patron.  

Meeting at Balf's home for regular concerts, with the King 

often in attendance, the Academy sought to revive the lyricism 

of antiquity by following the rules of classical prosody. The 

result of their experiments was the vers mesur6, a style of 

poetry which used the agogic accents of antiquity in place 

of the stress accents of the French language. This technique 

was also adopted by some composers and although the Academy 

ceased to exist as a viable body after 1585, the musical appli

cation of vers mesur6 lingered until the first decade of the 

17th century. Quantitative meters with corresponding long 

and short syllables, however, exerted an influence on French 

music that continued to be felt long after the experiments 

themselves were discontinued,11 

11 Gustave Reese, Music in the Renaissance (New York, 
1954), p. 382.
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Italian Music in France 

The introduction of Italian opera in France was largely 

instigated through the efforts of Cardinal Jules Mazarin 

(1602-1661), prime minister of France from 1642. During the 

minority of Louis XIV, Mazarin ingratiated himself with the 

Queen Mother and Regent, Anne of Austria (1601-1666), and 

ruled with practically unlimited power. Born in Italy, 

Mazarin was educated by the Jesuits in Rome, where he was 

attracted by dramatic music. Feeling that Italian opera was 

the most aristocratic of all musical styles, Mazarin intro

duced it to the French court, largely through the agency of 

the Barberini family, who had fled Rome upon the death of Pope 

Urban VIII in 1644. They brought with them singers and com

posers of great talent, and although their attempts were 

short-lived, because of the French objection to opera sung 

in a foreign language, they nevertheless created a desire 

for such spectacles.12 

Jean-Baptiste Lully (1632-1687), who was himself of 

Italian birth, dominated French opera during the second half 

of the 17th century and continued to be an influence long 

after his death. Lully, by not distorting the ideals of 

classical declamation, was able to create a specifically 

French type of recitative which satisfied his adopted 

A. R. Oliver, "Moliere's Contributions to the Lyric 
Stage," The Musical quarterly, XXXIII (July, 1947), 351.
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countrymen. His recitative was more melodic than the Italian 

models and was more frequently accompanied by a quasi-melodic 

bass. The typically dry or secco recitativo of the Italians 

did not come into favor in France until after the turn of the 

century, and even then it was modified to fit French taste.  

Marc-Antoine Charpentier (1634-1704), Lully's rival at 

the French court, was a Frenchman by birth but studied in 

Italy under Carissimi (1605-1674). Decidedly pro-Italian in 

his musical ideas, Charpentier found Italian music gaining 

favor in Paris when he returned from Rome.1 3 Charpentier 

shortly became the musical director for Marie de Lorraine, 

the Princesse de Guise (1615-1688), and it was probably for 

her concerts that he wrote the two works usually cited as the 

first cantatas in the French language. Orphe descendant 

aux Enfers, composed around 1683,15 is written for three 

voices accompanied by two violins, a recorder and a trans

verse flute, with bass viol and harpsichord as continuo instru

ments. Orphe, . . matches the chamber proportions of the 

cantata but appears to be incomplete and was either left in 

13Michel Brenet, "M. A. Charpentier," Tribune de St 
Gervais (March, 1900), p. 66.  

14See Bukofzer, Crussard, and Quittard, among others, 

15Henri Quittard, "Orphoe descendant aux Enfers cantate 
frangaise de Marc Antoine Charpentier (1634-1704)," La Revue 
Musicale, IV (October, 1904), 495.
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that condition by the composer or else the remainder of it 

has been lost,16 Lionel de la Laurencie points out that this 

work is closely related to a Charpentier opera on the same 

subject and because of the similarity of the two works, 

Orphoe. . , may be a scene from either an unfinished opera, 

or a sketch for the opera being discussed.1 ? 

Charpentier's second cantata, Coulfz, coulez charmans 

ruisseaux,18 exists in a unique manuscript copy which carries 

the subtitle cantates franoises de ,. Charpentier. It con

sists of a single three-part air for voice accompanied by 

two violins and continuo. The first and third sections are 

similar treatments of the same text while the second part is 

an accompanied recitative. The effect is that of a single 

da capo aria in which the contrasting section is presented 

dramatically as recitative. Exhibiting a similarity to the 

Italian cantatas of the mid-l?th century, it is probable that 

Coulfz, coulz. * . was composed on Italian models, but it 

is also possible that it was meant to be part of a larger form 

such as a scene from an opera, or incidental music for a play, 

1 Brenet, Qp. cit., p. 75. In a catalog of Charpentier's 
works, Brenet lists "Orphee descendant. . . (cantata or frag
ment of an opera, different from the preceding)." 

17Lionel de la Laurencie, "Un op6ra inedit de M.-A.  
Charpentier, La Descent d'Orphee aux Enfers," Revue de 
Musicologie, XIII (August, 1929), 184.  

18 Musee Calvert d'Avignon Acq. 10322, RECUEIL/ D'AIRS 
FRANQOISES ET/ ITALIENS/ avec Simphonie/ Cantates Franoises 
de M. Charpentier.
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Maurice Barth6lemy states that Italian music, at least 

at the beginning of the 18th century, was favored by "men of 

the world," and that it is interesting to note that many of 

the early French composers of sonatas dedicated their works 

to the Duke of Orleans.19 Philippe, Duke of Orleans (1674

1723) and future regent of the realm, had openly declared 

himself in favor of Italian music.20 It may have been, as 

Barth6lemy suggests, a way for the Duke to oppose the ten

dencies of the "old regime" and to affect a bit of snobism,21 

but those favoring the use of the Italian style nevertheless 

gathered around the Duke and his musicians at the Palais

Royale. Charpentier gave Philippe some lessons in composition 

and was later put in charge of music at the Duke's court. It 

may have been to one of the aspiring young composers at the 

Duke's court that Charpentier addressed the comment attributed 

to him by F6tis.  

Go to Italy, it is the true source; now I do 
not despair that some day the Italian5 will come 
to study here; but I will be no more. 2 w 

In the Lettre from Mademoiselle XX to a lady of her 

acquaintance, which appeared in the November, 1714, issue 

19Maurice Barth6lemy, Andr6 Campra (Paris, 1957), p. 88.  

20Raguenet, 2. cit., p. 5.  

2tBarthelemy, 9p. cit., p. 89.  

22Frangois-Joseph F6tis, "M.-A. Charpentier," Bioraphie 
Universelle des Musiciens. . ., 2nd ed. (Paris, 1873),,11,253.
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of the Mercure Galant, the author discusses the "present 

state of taste." 

To what, Madame, can this peculiarity be attri
buted, if it is not to the change of taste, and to 
what can this change of taste be attributed if not 
to this same Italy which has caused the downfall of 
the Th6atre Frangois? This arrogant rival was not 
content that we relinquish to her the glory of the 
epic poem, she was envious that we succeeded better 
than her with the dramatic poem, an advantage that 
we have over all the nations, and by her cantatas 
and sonatas, with which she has inundated all of 
Paris, she has rendered wearisome to us that rich 
simplicity which is the Zue character of our lan
guage and of our genius. 

The reference to Italian cantatas may be extended, because 

of its influence on French composers, to include cantatas 

in the French language. The author of this article deplored 

the change of taste which allowed the lighter ornamental 

style of Italian music to become paramount in France. The 

"change of taste" was especially evident in the extreme favor 

with which cantatas, both French and Italian, were received.  

Paul-Marie Masson points out a definite division between 

classes in the acceptance of Italian style.  

Our composers, in order to conserve the 
national traditions, tried to assimilate the best 
of the Italian style, writing some French "cantatas" 
and "sonatas," introducing the grand da capo arias 
and accompanied recitative, instructing themselves 
by contact with the virtuoso musicians called from 
Italy by the Parisian patrons of the arts. The 
larger public, on the other hand, remained, in 
general, faithful to the old Estyle] of French 

23"Lettre de Mademoiselle xx d une Dame de ses amies, 
sur le goust d'a present," Mercure Galant, Nov., 1714, 
pp. 200-201.



14

song, to the airs de cour, to the vaudevilles, to 

the bruntes0ail to the operatic style of 

Louis =, .  

He goes on to say that it took more than half a century 
for 

them to become accustomed to the novelties introduced 
from 

Italy. This situation is not at all uncommon in the history 

of the arts, where anything unfamiliar is viewed with 
some 

alarm by the general public, who believes that the familiar 

is going to be destroyed in the process of assimilation. 
The 

spread of the Italian style to other countries 
of Europe was 

more easily accomplished because it did not meet with resist

ance from an already strongly formed national style.  

Complete capitulation of the French style to 
the Italian 

was not possible because of the difference in languages. The 

clear and open vowels of the Italian language were 
very suit

able to the lyrical and ornamental style of that 
country, while 

the silent final e, so common to the French language, and the 

nasal pronunciation of certain vowel-consonant 
combinations 

made it difficult for the French to attain the same 
symmetry 

and fluidity. It was necessary, then, to adapt the Italian 

vocal style to the needs of the French language 
and to the 

pre-existent French vocal style.  

24 Paul-Marie Masson, "Musique Italienne et musique 

Fran aise, La premiere querelle," Rivista Musicale Italiana, 

XIX Fasc. 40, 1912), 543. Brunettes are small popular songs, 

usually in binary form.
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The Tradition of Solo Song in France 

Prior to the introduction of Italian music, there exist

ed a long tradition of accompanied solo song in France that 

can be traced back to the troubadours and trouvdres of the 

Middle Ages. Important manifestations of this art occurred 

in the 16th-century airs de cour, and the airs s6rieux et 

a boire of the late 16th, entire 17th, and early 18th cen

turies. The airs de cour were polite courtly songs, usually 

on an amorous subject, and differed from the earlier poly

phonic chansons in that they were for solo voice with lute 

or harpsichord accompaniment. These short strophic songs 

were usually in binary form, sometimes with a refrain, with 

the texts presented syllabically. Associated with the ballet 

de cour, a large number of airs de cour were published in the 

17th century by the firms of LeRoy and Ballard. The vogue 

for this style spread throughout Europe and prompted innum

erable imitations.25  As Bukofzer comments, the airs de cour 

were not so courtly as the name implies. LeRoy, in the first 

printed collection (1571), reported that the air de cour was 

formerly called voix de ville, the term from which vaudeville 

probably derives.26 Many airs de cour were written for more 

than one voice, but even in these, the upper-most voice was 

usually emphasized, 

25 Bukofzer, 2p. cit., p. 145, 

26Ibid.
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The airs s6rieux et & boire enjoyed a great popularity 

in France. The publication of these pieces represents a vast 

literature which has been largely unexplored.2 7 Julien 

Tiersot, in one of the earliest comprehensive articles on the 

French cantata,28 cites a series that began in 1690 when Jean

Baptiste Drouart de Bousset, master of music at the Louvre and 

Ballard's son-in-law, commenced the periodic publication of 

his own compositions in this genre. His was the only music 

in this form published until 1694, when airs . . .by other 

composers were added; most of these composers are also known 

for their French cantatas. Brossard, Burette, Campra, Coupe

rin, Dumont, Gilliers, Hotteterre, Marchand, Monteclair, and 

Rebel are all represented in Ballard's collectionswhich con

tinued to appear until 1703. Tiersot counted eighteen volumes 

deposited in the Library of the Paris Conservatory, and twenty

one books of Airs Nouveaux s6rieux et & boire housed in the 

same library.29  The volumes cited by Tiersot represent only 

part of the output which also includes several manuscript 

collections in the Conservatory library. Some of these latter 

collections contain duplications of works which are found in 

the printed volumes as well as unique examples. The National 

27Th6odore G6rold, l'Art du Chant en France (Strasbourg, 
1921), p. x, "...the publicatiomof airs in two parts begun 
by Ballard in 1658 and continued for several years give us 
no indication as to the musicians who composed the melodies." 

28 Julien Tiersot, "Cantates Frangaises du XVIIIe Siecle," 
LeMnestrel, LXIX (1893), 132.  

29Ibid., p. 131.
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Library in Paris also holds numerous volumes of airs.., 

both printed and in manuscript, which are written for one or 

more voices with figured-bass accompaniment. The majority 

of the airs from the collections mentioned above are in binary 

form, with each section repeated. Tiersot aptly describes the 

subject matter of these small works.  

In the serious airs, it is a question of 
clear fountains, of frightful rocks, of faithful 
lovers, of shepherds and of nightingales; in the 
drinking songs, one sings [of] Bacchus,3f casual 
loves and the pleasures of inconstancy.3 

There is little actual difference in the music of the serious 

and drinking songs; the same similarity of musical style is 

also present in such disparate works as the solo motets, can

tatas, and operatic arias of the period. Bousset seems to 

glorify Bacchus with the same dignity that he would employ in 

setting a credo in unum Deum.31

Ex. 4.. A fragment of an air sSrieuse.32 

is A" 
-INN_ff Am _71A - - a ! : I R I 

3011 F-P 

chat- V"a.A Od 

F -AM 7M 74 MCI= 

now 
M L 

&A - - I I 

4-Ir 

Val Its OVjq 0 V05 6,v es Fla.+-+ett le Joux 
IF 

qw

3 0 Ibid 3lIbid. , p. 132.  

32Jean.-Baptiste Bousset, Airs S6rieuse et a boire (Paris, 
1704). For a realization of this air see Arnold Schering, 
Geschichte der Musik in Beispielen (Berlin, 1931), pp. 362-363.

41A
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The air, in the typical binary form, displays interest,* 

ing meter changes that are rarely present in the French can

tatas, except in the accompanied recitative. The first half 

modulates to the dominant while the second half modulates 

through the keys of d minor and c major, before finally ar

riving at the tonic key of a minor.  

Example 5a presents a fragment of a serious air which 

displays the same changing meters, and 5b, the first phrase 

of a drinking song for two voices.  

Ex. 5. A fragment of a serious air (a) and a drink
ing song (b).33 

(a) W 

a' 61 s co f J v%$s to 

33Mr Fabray, "Aimables Confidents," and Mi Chochereau, 
"Vos yeux charmants," Recueil d'Airs Sgrieux et A Boire de 
Differents Auteurs, p l'Annle 0O.4 (Parist1704), p7P~7 
and 92.

30 X 

r7w, 

bE
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()y0_5 yxeuK c~ar-mYa-s fouit viai -tire nmiIle -ce twst; 

Both of the airs in Example 5 are in binary form. The 

organization of the vocal and bass parts is very similar to 

that of the French cantata. Combining the tradition exempli

fied by these airs with the Italian cantata was easily accom

plished by French composers. The melodic style, similar to 

the accompanied recitative, was carried over to the new form 

and used along with the French version of the seco recitativo 

of the Italians. Some of the earlier French cantatas have 

occasional airs in binary f orm but the da capo aria was over

whelmingly favored. In their adaptation of the new form to 

French taste, the composers tried to adopt the best of both 

styles.



CHAPTER II

THE PERIOD OF VOGUE 

The beginning of the French cantata' s period of vogue 

can be readily established by a comparison of the definitions 

presented in 18th-century dictionaries and encyclopedias.  

The 1703 edition of SEbastien de Brossard's Ditionnaire de 

musique contains the following definition of the Italian 

cantata, which points out that the term was already being 

Gallicized to cantate.  

Cantata, in the plural Cantate. In French 
this term is beginning to be rendered cantate. It 
is a large work with words in Italian, alternating 
recitatives with ariettes and diverse melodies; 
ordinarily for a single voice and a B.C., often 
with two violins or several instruments, etc.  
When the words concern piety or morals, they are 
named Cantate morali and spirituali; when the 
speak of love, they are Cantate amorose, etc.  

In the third edition, a sentence is added to the basic defi

nition.  

Recently some French cantatas have been produced 
which have been very successful; the subject of 
the piece is a story whose different sections are 
marked by different movements.  

1$Ebastien de Brossard, "Cantata," Dictionnaire de musilue 
contenant une explication des termes grecs, latins, italiens 
et frangois les plus usitezdans la Musique . . Et tan Cata
loge de plusde 900 auteurs ui ont Scrit sur l aMusigue.  
(Paris, 1703), fol. 47v.  

2Brossard, "Cantata," Dictionnaire de musique, 3rd ed., 
(Amsterdam, nd.), p. 16.

20
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This statement, one of the earliest comments that the Italian 

cantata had been borrowed and adapted by the French to fit 

their language and musical style, places the birth of the 

French cantata in the years immediately preceding 1710.3 

The first publication of cantatas in the French lan

guage actually occurred in 1706. Two volumes of these works 

(both published by Jean-Baptiste-Christophe Ballard) appeared 

almost simultaneously (see Plate I, below). The composers, 
Jean-Baptiste Norin and Jean-Baptiste Stuck (called Batistin), 

were both employed by the Duke of Orleans. In the preface 

to his collection, Morin states that he had previously com

posed several cantatas whose success had created the desire 

for more.  

For several years I had the intention of trying [to seeJ if our language would be adaptable to [the genre oe] musical compositions commonly called cantatas in Italy, or to different poetic subjects with airs mixed with recitatives. Some of those that I have set to music are scattered in several places, 
but as what short manuscript is ever perfectly correct, I have been counseled to publish this collec
tion and many persons have caused me to hope that the novelty of these sorts of works will be pleasing 
to the public most of whom do not have the same satisfaction upon] hearing Italian music sung as 
those who understand the words. I have done as much as possible to preserve the sweetness of our French song, through the most diversified accompaniments 
and through the rhythms and modulations of which the Italian cantatas are composed. I have created only one with instrumental accompaniment (symphonie) in 

A. Hyatt King, "Dictionaries and Encyclopedias," 
Grove's Dictionary of Music and Musicians, 5th ed. (London, 195 ), III, 691. A second edition, actually a reprint of the original, appeared in 1705, The third edition (Amsterdam, n.d.) went through six printings before ca. 1710, the first of which could have been as early as 170.
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CAN TATES 4 
FRANCHISES, 

A UNE ET DEUX VOIX, 
ME'LE'ES DE SYMPHONIES, 

sPar ~Confievr Q5X 0 R I N ,.Qrdinaire de Ia Mufue de fn A. R.  
Monfiigneur le. Dmcd0rlea,,.  
I V R E P R E M I E R.  

*A P A R I S, 
Chez C H I I s o P 1 E B A . L A R D, feul Imprineur du Roy pour Ia Muique, 

rua Saint Jean dc Beauvais, an Mont-Parnafi.  
M. D CC Vi .  

Aite Privilegi dr Sa Mijjt.  

CANTATES FRANCOISES 
A VOIX SEULEAVEC SYMPHONIES, 

D E D I E S 
A SON ALTESSE ROYALE 

MONSEIGNEUR 
LE DUC D'ORLEANS, 

PAR JEAN-BAPTISTE STUCK, FLORENTIN.  

LIVRE PREMIER.  

A .F A R I S, Chez CHRISTOPHE 1BALLAi0D, fCUi Imprimeur du Roy pour la Mufique. Ruc Saint Jlan de BeauVai6 au Mont-Parnajffc.  
hdD.CC. V .  )AVEC PRIVILEGE DE SA CCA7ESTE*.  

Plate 1. The frontispieces of the first books of can
tatas published in 1706 by J.-B. Morin and J.-B. Stuck.
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this collection, for the greatest ease of perfor
mance; thus, with a single voice, a harpsichord, 
and a bass viol, one can easily make chamber music.  
I have also added a cantata for two voices. I 
will observe this order in the books that I will 
be able to give from time to time, f these have 
the advantage of being appreciatedS 

Stuck's dedication of his collection to the Duke of 

Orl6ans also contains a rationale for his use of the new 

style, 

The honor that I have had of approaching Your 
Royal Highness has caused me to profit from a great 
advantage, and it is this that had caused me to 
attempt to join the taste of Italian music with 
French words.  

He goes on to say that each country's musical style and lan

guage has a particular genius and that one can never deviate 

from what is reasonable or true.6 Stuck does not discuss 

earlier compositions in the form, but it seems to be certain 

that both of these volumes represent collections of previous

ly composed and performed cantatas, 

Morin published his second set in 1707, with only a 

simple dedication to the Duke of Orleans, but Stuck, in his 

second series, published in 1708, continues to stress the 

innovative idea of setting French texts in the form of a 

cantata.  

4 
Jean-Baptiste Morin, "Avis," Cantates Frangoises, 

Book I (Paris, 1706), fol. 3r.  

5Jean-Baptiste Stuck, "Epitre," Cantates Frangoises, 
Book I (Paris, 1706), fols. lv. and 2r.  

6Ibid.
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The pleasant response (bonheur) which many 
of my works have had. . , caused me to hope that 
I would be able to succeed in the new French can
tatas which I take the liberty to offer him, after 
having tried to join in them the beauty of true 
harmony with the just and natural expression that ex
ists in the language with which I have worked. . . .7 

Andr6 Campra published his first volume of French can

tatas in the same year. Realizing the novelty of these works, 

he followed the pattern set by his predecessors by including 

an explanatory preface which, because of its critical comments, 

is quoted in its entirety.  

As cantatas have become the fashion, I thought, 
after entreaties from several persons, that I ought 
to present to the public some of my fabrication. I 
have tried, as much as I am able, to mix the delicate
ness of our French music [with] the vivacity of Ital
ian music: perhaps those who have abandoned completely 
the taste of the former will not approve of the manner 
with which I have treated this small work. I am per
suaded as much as anyone of the merit of the Italians, 
but our language cannot help sustaining certain things 
that are past. Our music has some beauty that they 
cannot help admiring, and trying to imitate, however 
[much] it is neglected by some of our French composers.  
I have dedicated myself above all, to conserve the 
beauty of the melody, the expression, and our manner of 
reciting, which according to my opinion is the best; it 
is for meg of good taste to decide whether I am right 
or wrong.  

Even though he utilized Italian models, Campra obviously 

felt that the French style should not give way completely 

to the Italian. His comment on those who have abandoned com

pletely the French "taste" was timely, as the pressure of the 

7Jean-Baptiste Stuck, "Epltre," Cantates Frangoises, 
[Book III (Paris, 1708), fols. lv. and 2r.  

8Andr6 Campra, "Avertissement," Cantates Franoises, 
Book I (Paris, 1708), fol. 2r.
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musical style "from across the mountains (ultramontain)" 

was already becoming irresistible.  

Elizabeth Jacquet de LaGuerre and Brunet de Moland 

also published individual collections in 1708. No publica

tions appeared in 1709, and with the exception of 1725, at 

least two single cantatas or books of cantatas were published 

yearly from 1710 until 1732. Table 1 lists the publication 

dates of the French cantatas from 1706 to 1767. The Roman 

numerals represent collections of cantatas while the Arabic 

numerals represent cantatas which were published separately.

Table l. The publication dates of 
French cantatas, 

1706 Morin 1 1714 
Stuck I 

1707 Morin II 
1715 

1708 Stuck II 
LaGuerre I 
Brunet de Moland I 
Campra I 

1716 
1710 Barbeau de Gervais (1) 

L.N.larambault I 
Courbois I 

1711 Stuck III 1717 
LaGuerre II 

1712 Morin III 
C.H.Gervais I 
Campra (1) 

1718 
1713 L.N. Clrambault II 

Anonymous (1)

engraved and printed 

Stuck IV 
Campra II 
L.N.Clrambault (1) 

Desfontaines (1) 
L. N. Clsrambault (I) 
Pipereau (I) 
Bernier V 

L.N.Clrambault III 
L.N.Cltrambault (1) 
Destouches (1) 
Neron (1) 

Chauvon (2) 
Neron (1) 
Piroye (1) 
Anonymous 
Morel (1) 

Bernier VI 
Rameau (1) 
L.Bourgeois II
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Table 1--Continued 

1719 Destouches (1) 1730 
Renier (1) 

1720 L.N.Clrambault IV 1731 
C.H.Gervais (1) 
Grandval I 

1721 Rameau (1) 
L.N.Cl6rambault (1) 1732 

1722 Burette (2) 
1734 

1723 Bernier VII 
Blamont 1 1736 
Burette (1) 
Guedon (3) 1737 
Dornel (1) 

1740 
1724 Boismortier V 

LeMaire (1) 
1741 

1725 Aubert (1) 
Boismortier (1) 1742 
L.N.ClSrambault V 

1727 L.T.Gervais 1 1743 
Villeneuve (1) 

1744 
1728 Bouvard (2) 

Campra III 
Montdclair III ca. 147 
Renter I 
Buttier le Fils (1) L17511 

1729 Blamont II 1759 
Blamont III 
Bouvard (1) after 
Grandval (1) 1767

Bouvard (1) 
David (1) 

Clerambault le 
Fils (1) 

Anonymous (1) 
Campra (1) 

Boismortier (1) 
Cappus (1) 

Travenol (1) 

Guillon (1) 

Guillon (1) 

C.L.Gervais II 
R.Bousset II 

Brassac I 

L.T.Bourgeois (2) 
Bouvard (1) 

L.N.ClGrambault (1) 

Bourgeois (1) 
Richer (2) 

de Bury (1) 

Chupin 

Lescot (1) 

Berton (1)

Table 1 is incomplete since it is impossible to show publi

cation dates for cantatas which exist in manuscript only and 

for cantatas which were published without date. The table 

does give, however, a rough idea of the popularity of the 

cantata in France. Beginning with the initial works of Morin
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and Stuck, cantatas appeared with regularity until ca. 1730.  

After 1747, there were very few publications because the com

posers had begun to compose the diminutive cantatille and 

reserved the title "cantata" for larger works, with full orches

tra, chorus, and soloists. These larger cantatas were usually 

written in honor of an august personage or to celebrate a 

national event, 

The single cantata published ca. 1747, de Bury's Prise 

dBerE-op-Zoom,9 written to celebrate the battle of Fon

tenoy,10 is one of these. Orchestrated for first and second 

violins, oboes, trumpets, drums, bassoons, solo voice and 

continuo, Prise de Ber -op-Zoom begins with a large over

ture. The first recitative is accompanied and describes, 

at great length, the earth in turmoil. The short air that 

follows is calmer.  

Let us cede, let us cede, let us render our arms 
To the most amiable of vanquishers, 
Let us merit his favors 
By our sighs and by our tears.  

The usual intervening recitative is omitted and the second 

air begins with an instrumental prelude followed by another 

text praising the King.  

That he might reign over us forever-
That he might reign a long time on earth, 

9Bernard de Bury, Prise de Berg-op-Zoom (Paris, n.d.).  
The Battle of Fontenoy was fought in 1747, and it is probable 
that this work was published soon after.  

10 
Jean-Benjamin de la Borde, Essai sur Ia Musiqu 

(Paris, 1780), p. 398.



28

As great a king as he is during peace, 
How great a king he is during war, 

At the peak of the cantata's popularity in Paris, a 

diminutive version called the cantatille was introduced.  

Utilizing the same structure, these shorter works began to 

appear in 1728 and were published in large numbers until mid

century. Julien Tiersot places the final period of the cantata 

between the years 1728 and 1749. It is the appearance of the 

first cantatilles, overlapping with the peak of the cantata's 

vogue, that allows him to set 1728 as a point of demarcation.  

In his article on the cantata in the famous Encyclopedie, 

Rousseau comments that in Italy the cantata had completely 

passed from vogue and that they were following the same road 

in France.12  Rousseau pointed out in his Dictionnaire,..  

definition of the cantata (page 1, above) that by 1767, the 

solo cantata had lost its popularity in both France and Italy, 

being replaced in the former by scenes from operas and in the 

latter by a sort of secular oratorio. He lists the cantata's 

successor as the cantatille, which he later describes in the 

Dictionnaire... as 

only a short cantata, whose theme is presented 
by several verses of recitative and two or three 
"airs en rondeau" usually with instrumental accom
paniment. The cantatille style is worth even less 
than that of the cantata, for which it has been sub
stituted among us. But, as one can develop in it 

llJulien Tiersot, "Cantates de XVIIIe Sidcle," Le 
Minestrel, LXIX (1893), 142.  

12 Jean-Jacques Rousseau, "Cantata," Encyclopedie, Denis 
Diderot, editor, II (Paris, 1751-1772), 621.
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neither passions nor "tableaux," and as it is capable 
only of gentleness, it is a resource for little versi
fiers and for musicians without genius. 3 

The number of extant copies of eantatilles shows a continued 

interest in the cultivation of chamber style. Normally com

prised of two recitative-aria pairs, cantatilles bear a 

strong resemblance to the cantatas of Scarlatti and Carissimi; 

it was in imitation of their cantatas that the French fondness 

for the idiom began. The very great difference, emphasized 

by Rousseau in his definition, is that the cantatille did not 

attract the more able poets and composers. It became a vehi

cle for those with less talent and as such, was diminutive in 

more than size. Younger composers such as Pierre de la Garde 

and Louis Lemaire composed some cantatas, but generally fa

vored the newer cantatille, which better satisfied the public 

taste for light and superficial music. Most of the title 

pages of Lemaire's cantatilles bear the inscription "Chantes 

au concert du Chateau des Tuileries."l4 Cantatilles continued 

to be written until the Revolution, disappearing as their 

aristocratic patrons went out of favor.  

The Uses of the French Cantata 

Like the cantata's form (see Chapter III), which varied 

from a standard pattern, the subject matter of the cantatas 

may be divided into several categories, each of which had its 

13Rousseau, "Cantate," Dictionnaire de musique (Paris, 
1767), Garnery edition (Paris, 1823), 7I, 128.  

lkTiersot, _pa, cit., p. 142.
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own purpose. The spiritual cantatas, or cantatas on a sub

ject taken from the Scriptures, are a distinct variety, whose 

purpose was to edify by relating biblical stories and to up

lift by showing the defeat of some form of evil, Elizabeth 

Jacquet de LaGuerre's two volumes of spiritual cantatas, pub

lished in 1708 and 1711, were the first of these to be pub

lished.15 LaGuerre was brought to the court of Louis XIV as 

a precocious youngster and was put under the care of Mile de 

Montespan, Mistress of the King. It was probably the influence 

of the religiously oriented MWie de Maintenon, who was then 

governess of Mxe de Montespan's children, that caused LaGuerre 

to compose cantatas of a spiritual nature.  

The forms of these cantatas show the standard presenta

tion of three recitative-aria pairs and the musical treatment 

is also typical of the genre. In spite of the biblical text, 

the majority of these cantatas, because they portray amorous 

situations,16 the triumph of virtue,1 7 or the futility of 

resisting the will of God,18 are not far removed from the 

mythological and allegorical subjects preferred by most can

tata composers.  

15Elizabeth Jacquet de LaGuerre, Cantates Franoises, 
sur des jsujets tirez de l'4criture, Book I (Paris,"1708), and 
Book II (Paris, 1711).  

l6Elizabeth J. de LaGuerre, "Joseph," Cantates Sirituelles, 
Book I (Paris, 1708), p. 6.  

1 7 "Esther," Ibid., p. 1.  

18"Jonas," Ibid. , p.36*
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Sebastien do Brossard's collection of six spiritual 

cantatas,19 existing only in manuscript, is similar to those 

of MIle do LaGuerre, Among Brossard's cantatas are the stories 

of Sampson and Judith, both of which were also used by La

Guerre. To these he added cantatas based on the stories of 

David and Bathsheba, Abraham's sacrifice, the three children 

of Israel in the furnace of Babylon, and Belshazzar. Except 

for an occasional entreaty directed to the Deity, both of 

these composers present their versions of the biblical tales 

in a very straight-forward manner, with the final aria stat

ing a moral based on the events of the tale. These morals 

are not necessarily pious and sometimes even seem to be ex

pressing social rather than religious attitudes and taboos.  

The final aria from LaGuerre's Joseph, which occurs just after 

the queen has attempted to seduce Joseph, exemplifies this 

rather cavalier treatment of a biblical story.  

When the snare is agreeable, 
It is not easily avoided; 
And one soon becomes guilty 
Of a crime that seems to be charming.  

But what can it do to a wise heart? 
Which always comes out triumphant, 
And virtue compensates 
For the pleasures that it forbids, 

1 9Stbastlen de Brossard, Paris Biblioth gue Nationale, 
ManusritVm( 164. It is impossible to know if Brossard's 
cantatas pro-date~or are modeled after those of LaGuerre.
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Ren6 Drouart de Bousset composed a set of cantatas on spirit

ual subjects20 modeled after those of LaGuerre's but used 

portions of the Psalms for several of the texts, making them 

quite different in their impact. While not truly liturgical, 

they are much closer to that kind of music than are the can

tatas of LaGuerre and Brossard, 

The music of secular cantatas was sometimes used with 

spiritual texts. These "parodies" were produced by replacing 

the original libretto with one of a pious nature. Selections 

from Cl6rambault's first and second books were copied in 

Manus c Cons,lD,1488 with textual substitutions such as 

Triomphe du Saint Amour for Alphee et Arethuse, and Retour 

d'un P6cheur for H6ro et L6andre, That the music was intended 

to portray the happy amorous adventures of pagan gods and 

goddesses did not seem to bother the compilers, since the 

music was not altered during the transformation from a secular 

to a spiritual work. Another type of parody was published 

anonymously2l with the title Parodies Spirituelles, en Form 

de cantates sur des airs choisis de Messieurs Le Camus, Lam

bert, de jly, & autres. This set of eleven cantatas, the 

texts of which are very pious, is known only through the 

second "revua & corrigee" edition (Paris, 1717), Unlike the 

20 RenSDrouart de Bousset, Cantates Spirituelles (Paris, 

nd. ), and Book II (Paris, privilege 1740), 

21The compiler is J,-B. C. Ballard, the publisher, who 

signed the dedication,
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standard French cantata, very few of these works utilize 

recitative. They are, rather, a series of suites containing 

two to six airs, "of which the first is a scene and the ten 

others contain forty airs, mixed with some Duos, and a trio."22 

The airs of the composers mentioned in the title are mixed 

without any particular order, and were probably chosen because 

of their familiarity and because they match the poetic meter 

of the text, Most of them are small binary structures which 

were more in favor than the da capo aria in the last half of 

the 17th century.  

The spiritual parodies and the spiritual cantatas were 

undoubtedly meant to be performed in private salons before a 

select, devout audience. They do not lend themselves well to 

the gala public fetes held at the various Royal palaces where 

the mythological and allegorical cantatas would have been 

preferred. The well-known religiosity of MWe de Maintenon 

suggests strongly that spiritual cantatas were performed in 

the musicales held regularly for Louis XIV in her apartments.  

From their secret marriage in 168323 until the months before 

his death in 1715, the King, who had always enjoyed music, 

made these musicales a part of his schedule, but, whether or 

not the King was in attendance, Mle de Maintenon, in her zeal 

22 Parodies Spirituelles (Paris, 1717), 4r.  
23 Claude, Duc de Saint Simon, Memoirs of Louis XIV and 

the Regency, translated by Bayle St John (Akron, Ohio, 1901), 
p. 31.WThe marriage took place during the winter following 
the death of the Queen (Marie-Therase), which occurred in 1683.
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for the spiritual, would certainly have enjoyed introducing 

the "uplifting" and pious nature of these works to others.  

The vast majority of French cantatas are based upon 

mythological and allegorical subjects. The myths utilized 

by the librettists are those common to the operas of the 

period and are most often of an amorous nature, Although 

seeming to be straight-forward on the surface, these texts 

are often replete with secondary meanings which allude to 

some event or secret liaison at court. It is impossible to 

know exactly to whom this kind of cantata refers, but they 

would certainly have been known to the initiates in the audi

ence. Many cantatas presented in a "double-entendre" style 

are general and allude to a situation rather than to specific 

individuals. The prevalence of a situation caused it to be 

topical and as such added to the enjoyment of the audience.  

The French love for double meaning must be considered since 

this principle would also prove interesting to an 18th-cen

tury audience even though the characters could not be identi

fied.  

In the collection of the French cantatas there are three 

settings of the same text, Acton, which carry the subtitle, 

Cantate burj ue.24  The story of Diane and Acteon is presented 

24 Abeille, Acteon Cantate Burlegque de M' Abeille, Paris 
Bibliotheque Nationale Manuscript Vm( 4761; Anonymous, A 
Paris Bibliotheque de la Conservatoire, Manuscript LS.6xPDs 
Barbeau de Gervais, Acteon, Burlesque Cantate par Barbeau de 
Gervais, 1710, Paris Bibliotheque Nationale Manuscript VmT 

46as Bibliotheque de la Conservatoire, Manuscript
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in its entirety through dramatic recitative. The airs re

flect upon the action of the story with the first admonishing 

Diane, who has just been observed in her bath, to be more 

chaste and to reveal her charms gradually.  

Daughter very wise and very learned, 
Do not show all at one time.  
That which pleases openly 
Never has anything handsome under the blouse.  

Diane, upon seeing Act6on, punishes him by spitting in his 

face. As the "divin excrement" finds its mark, Acteon sud

denly grows antlers and is changed into a stag. He runs into 

the forest pursued by his own dogs who finally catch and kill 

him. The final air states a moral that would apply to anyone 

who finds himself in this situation.  

Profit from this lesson 
You, you, you, you, 
That a similar fate menaces, 
Never test the brow.  
One never feels the evil presence of the horns 
As long as one is unaware of the disgrace.  

Looking beyond the simple narrative of this famous myth, 

the meaning becomes obvious and the moral, stated baldly, is 

that one should never investigate the possibility that his 

mate is having an adulterous affair or he will wear the horns 

of the cuckold, i.e., will be a ridiculous figure. By Ignor

ing the situation, even though it may be obvious to others, he 

can retain his dignity (manhood) and avoid being torn apart 

by his critics (the dogs).  

While double-meanings are common, they are not always 

present. The recitatives of Desfontaines' version of the
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Narcisse legend25 narrate the causes of the unhappy young 

man's situation in a manner which parallels the presentation 

in Ovid's MetamorPhoses. 2 6  The airs, as in Act6on, serve as 

the author's reflection on the narrative and reinforce the 

"moral" to be gained by examining these causes. Although 

there is no double-meaning, the use of the air to amplify 

and stress the points of the story is typical of French can

tata texts. The opening recitative shows the "happily in

different" Narcisse resisting each day the "terrible God of 

love," The air which follows warns those who are equally im

pervious to love and its mechanisms to beware, 

You whose heart is invincible 
and who scorn the allurements 
of an object very sensible for you 
Learn from love to respect the arrbws, .  

The second air displays the suffering of Narcisse and his 

pleas for help in ridding himself of his great love for the 

image he saw reflected in the water. The next recitative 

simply states that he was changed into a flower and the final 

air comments "Never resist the beautiful [maidens], the God 

of love knows [howl to avenge them. But if we find some 

cruel [maiden], he permits us to change." The result is a 

simple narrative presentation of the well-known myth, with a 

25 Desfontaines, Narcisse, Paris Bibliotheque Nationale 
vm? 4770 (Paris, n~d.), 

260vid, Metamorphoses, Book II, Modern edition (France
town, N.H., 19T37KPYPp107-112.
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moral that would be especially meaningful to a flirtatious 

and fickle 18th-century audience.  

Cantatas on allegorical subjects are divided into two 

categories. The first personifies such abstractions as 

l'Amour (love), l*Amen (marriage), and tInonstance (in

constancy). These cantatas are very similar to the mytholo

gical cantatas with amorous subjects, except that the stories 

are freely invented rather than derived from earlier models.  

The second category of allegorical cantatas uses personifica

tion to flatter a patron or to celebrate an event in his life.  

Nicolas Cl6rambault composed his Le Solell vaingueur 

des g (The sun, vanquisher of the clouds)27 on the re

covery of the King's health. It was performed before Louis XV 

in September, 1721. Beginning with a short overture, the 

opening recitative tells of the great joy derived from being 

showered with light and happiness at the moment of the "sun's" 

birth. The air which follows extolls the virtues of the 

"sun" and asks for a continuation of its life-giving process; 

Follow your brilliant career 
Reign divine sun, reign over the mortals, 
The good things that are spread by your light 
Raise altars in every heart. . a .  

The next recitative makes an obvious allusion to the King's 

illness. "The day becomes obscured and clouds fill the 

Heavens, and finally the day gives way to the horrors of the 

27Nicolas Cl6rambault, gLeSoleil vaingueur des 
(Paris, 1721).
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night." The air pleads for the "sun's" return and in the 

following recitative the clouds begin to part and sunlight 

shows through in "a thousand places." The last air, begin

ning with fanfares, is a song of praise for the "sun's" return.  

Almost over-servile in its fawning praise, this sort of per

sonification was certain to please and flatter the king, which 

was, after all, its only purpose.  

Cantatas on topical subjects were, of course, also very 

popular. During the first half of the 18th century, a craze 

for coffee existed in the countries of Europe. Many coffee

houses emerged , and became the favored meeting places for 

intellectuals. It was only natural that a cantata would have 

been composed to honor the "nectar des Dieux." Nicolas Bern

ier's Le Caff&28 is an excellent example of a topical cantata 

which, unlike J. S. Bach's famous Kaffee Kantate,29 does not 

use a situation and characters to extoll the virtues of coffee.  

It presents, instead, a list of the miraculous qualities that 

coffee possesses by addressing (through a sort of personifica

tion) an accolade to it.  

Recit.: Agreeable Coffee, what unknown climate can 
ignore the wonderful fire that your aroma inspires? 
Ah! You count in your empire those who rebel 

against Bacchus.  

Air: Favorable liqueur for which my soul craves, 
By your enchantments augment our good times.  

28Nicolas Bernier, "Le Caff 6," Cantates Franoises. . ., 
Book III (Paris, n.d.), pp. 44-65.  

2 9Johann Sebastian Bach, Kaffee Kantate, Schweiget 
still, plaudert nicht (Leipzig, ca. i732)
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We evade sleep through your pleasant assistance, 
Which returns to us those moments that sleep robs 

from life.  

Recit.: The Star that each night shines sweetly and purely 
comes from the absent sun to console nature, 
and owes to you its observation by humans.  
Fire, rival to its light, becomes more certain 
because of you in the eyes of the knowing, allowing 
them to achieve their full potential.  
Minerva and her favorites know well the price of 
your divine attributes.  

Recit.: When made by an able hand 
What pleasure is equal to that which you give? 
Your aroma alone promotes the conquest of mortals 
Who only laugh at the proof of your attributes.  

Air: 0 liqueur that I love, flow and reign everywhere; 
Banish even nectar from the table of the Gods.  
Make war without ceasing against the traitorous juice; 
Cause the earth to taste the sweet calm of the heavens.  

The humor, that in this work comes from tongue-in-cheek 

comments, is derived in others through the use of slapstick.  

Laurent Gervais uses the performance of a burlesque 

concert as the basis for his cantata, Rmqotin. 3 0 After a 

short prelude, the recitative places the action in the city 

of Mans, the capital of Maine so famous for capons, false 

witnesses and suitors. The diminutive hero, Ragotin, is 

introduced as a sham doctor whose heart is filled with "amor

ous languor" for the star of a troupe of comedians, who had 

cast him, her "maltreated lover," away. The air that follows 

further describes his character.  

30Laurent Gervais, Ragotin ou la Serenade Burlesq 
(Paris, n.d.).



0 . He had a noble penchant 
For impudence and imposture.  
All his faults were large 
And his virtues were miniature.  

He was a braggart and a liar, 
Great punster, great fumbler, 
Prouder than a village barber-; 
Very good author of bad verse, .  

Deciding to give the cruel maiden a serenade, he departs, at 

the stroke of midnight, for her house, accompanied by an old 

man with a portable organ and a choir boy. After a short in

terlude, the next two airs and intervening recitative repre

sent Ragotin's serenade. Suddenly a "critical" dog attacks 

and the musicians drop the organ and run. Ragotin wins the 

race, accompanied by the laughter of the neighbors, and the 

story thus ends. But a final comment is necessary in order 

to add an instructive moral to the piece.  

One may find in our age 
More than one lover like Ragotin; 
But one searches in vain 
For a beautiful and wise actress, 

A final type of comic presentation of the secular can

tata is exhibited in the works of Nicolas Grandval. His 

collection of cantatas of 1720 are in every way typical of 

the genre, but the parody of Clarambault's r (1729) 

caused a great deal of comment. Grandval was known as a com

poser for the theater and as a writer of satirical prose and 

poetry, Eschewing the usual recitative-aria organization, 

Grandval presented a series of popular airs mixed with some 

quotations from Cl6rambault's music. The text follows the 

basic legend, but is made ridiculous by the use of comic



pomposity and satirical comment; often the comic mood is 

sustained by the use of nonsense refrains and slang expressions.  

Clgrambault's LEandre et Hro receives the same sort of treat

ment from Grandval, attesting, in a sense, to the popularity 

of at least two of Cl6rambault's cantatas.31 Grandval's La 

MatrOne d'Ephese is similar in style to his earlier parodies, 

in that it presents several measures of an air from Lully's 

Amadis as well as other popular airs. Because of Grandval's 

connection with the Th6Atre-Italien and the Opra omie, 

it is certain that these parodies were intended for the stage 

of those theaters. The anonymous Parody de Didon,32 of which 

only the vocal parts are extant, presents an organization 

similar to Grandval's parodies. It consists of twenty-nine 

short airs, a duo, and a chorus.  

Although their subject matter reflects everything from 

serious mythological presentations to the exploitation of the 

grotesque for comic purposes, French cantatas were usually 

performed in situations which would best display their inti

mate proportions. The majority of private concerts were held 

in the various chateaux of the King and lesser nobility, but 

in the decades centering on 1730, performances were also held 

in the homes of the wealthy and powerful.  

313ee Donald Foster, "Parodies on Cl6rambault Cantatas 
by Nicolas Grandval," Recherche, IV (1964), 131f.  

32The music of this cantata is largely borrowed from 
familiar folk and popular melodies.



Private Concerts 

The Mercure de France of September, 1721, announced the 

performance of Cl6rambault's allegorical cantata, Le Soleil 

vaingueur des Nuages, which was performed to celebrate the 

King's recovery from an illness.3 3  A little over a year 

later, the following "critique" appeared.  

Immediately after the King's arrival, His Majesty 
played Lsome games], and had in his apartment, as.  
at other times, a concert in tho small tower at 
the end of the gallery, where D.le Minier, actress 
at the Op6ra, sang the cantata of Orphee LCI6ram
bault] with the singing taste, and the playful 
ornaments that are so natural to her) 4 

Whether simply for entertainment or to celebrate some special 

event, French cantatas were always a favorite part of the con

certs of the King. Table 2 lists several cantatas performed 

at the various royal chateaux that were either announced or 

commented upon by 18th-century writers.  

Table 2. A list of French cantata performances that 
were presented before the Nobility.  

Laborde, Essai sur la Musiue, (Paris, 1780), p. 398.  
La Prise de Berg-op-Zoom [de Bury], cantata performed 
before the~King at the return from the campaign of 
Fontenoy.  

Daquin, Lettres sur l'Etat present de nos Spectacles, (Ams
terdam, 17637 p. 92. Didon, by Blamont, played before 
the Queen.  

33Mercure de France, Sept., 1721, p. 54. The brothers 
Parfaict and d'Abguerbe, Dictionnaire des th6&tres de Paris 
(Paris, 1756), p. 103. This work is called a divertissement 
allEorcique .  

3Mercure de France, Nov. 6, 1722, p. 113o

42



Table 2--Continued

Iercure de France 
Feb.~1725, p. 2577, Les Fetes Bisantines, cantata for 

the occasion of the King's marriage.  

Feb. 1726, p. 288, at Marly, several cantatas and airs 

of Lully, LaLande, Destouches, Clrambault, Bour

geois, . . . [were performed].  

Oct. 1727, p. 2348, Melle Antier sang without accompan
iment before the Queen, at Fontainebleau, a can

tata [Les Presents des Dieux] on the birth of two 

princesses; the words were by Fuzelier; the music 
by Mouret.  

Dec. 1727, p. 2941, at Fontainebleau, Italian airs, 
sonatas, cantata Cephale t Prors of Batistin 

[Stuck], sung by MelleDallra. . . . The 31st, 
the same scenes, arthe] cantata Didon by 
M&le Antier.  

Nov. 1729, p. 2729, While on the Queen's trip to 

Paris; during her dinner at the old Louvre, Il 2A 

Antler sang a new cantata, La Nymphe de la Seine, 

[Text] by Danchet, music by Blamont, . . . L 
the 9th, the same cantata Lwas performed] at 
Versailles, [in the] g da jg Pair.  

June, 1732, p. 1433, [on] the 24th in the Salon of the 

Queen . . . in the Queen's concerts, . . . l'Amour 
et Bacchus, Cl4rambault's cantata; another new 
cantata by 8 Marchand le fils, first violinist 
in the King*s orchestra.  

July, 1732, p. 1665, [at the] concert of the Queen, 
, .. cantatas and symphonies (instrumental pieces) 

of Blamont [were performed], . . .  

Among the private concerts held in the first decades of 

the 18th century, those of the Duchess du Maine (1676-1753) 

are interesting from several points of view. The wife of 

Louis-Auguste de Bourbon, Duc, du Maine, the Duchess had be

come increasingly bored with the quiet atmosphere that set

tled over Versailles in the waning years of the reign of
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Louis XIV. She was a very energetic young woman who was 

constantly in need of diversion. Born Mjle de Charolois, 

daughter of Henry-Jules de Bourbon, Prince de Cond6, and the 

Princess Palatine de Baviire, she married the illegitimate 

son of Madame de Montespan and Louis XIV on March 19, 1692,35 

The Duke had the great fortune to come into control of the 

chateau and park of Sceaux, just south of Paris. (Plate II, 

p. 45.) The land was originally owned by Colbert, who had 

commissioned Claude Perrault to build the ch~teau. Le Brun, 

the first painter to the King, was entrusted with decorating 

the interior, and the park was designed by Le Notre. The 

result was a magnificent, if somewhat smaller, rival to Ver

sailles, 36 

In 1700, the Duchess du Maine moved to Sceaux to escape 

the repressive atmosphere of Versailles and established around 

herself a minor court. The youthful and lively atmosphere of 

the Duchesst court soon attracted a number of intellectual 

and gjat courtiers, whose main purpose was to invent new 

and ingenious ways to distract her. These diversions were 

organized in several ways, with plays, musical performances 

and balls forming the main outlets for the talents and energy 

35Pierre Daval, La Musique en France au XVIIIe Siecle 
(Paris, 1961), p. 103.  

36All that remains today of this chateau is the summer 
house, Le Pavillon de l'Aurore.
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of the court. The festivals, discussed in detail by the 

self-aggrandizing Abb6 de Geneste in Les Divertissemens de 

___ ___ 38 Sceaux, culminated in the famous series known as Les 

Grandes Nuits de Sceaux. Instigated largely by the Abbe de 

Vaubrun and Mrle de Launay,39 as a surprise to combat the 

Duchess' insomnia, the festivals were inaugurated in the 

spring of 1714.  

The first night began with an apparition of "La Nuit" 

in his dark robes. La Nuit paid the Duchess a poetic tribute 

while holding a lantern, symbolizing the spiritual light which 

surrounded her. He then sang an air with words by Nicolas de 

Malezieu and music by Jean-Joseph Mouret.  

Sun, go to repair the ordinary beauty 
Go to refresh their color, go reanimate their features, 
These cares are not necessary 40 
To the Queen of the palace, , . * 

What had begun as a surprise to the Duchess delighted her so 

that she enlarged upon the idea and resolved to use it often 

for succeeding festivals. Fifteen more Grandes Nuits were 

held in the last half of 1714 and the first half of 1715.  

They usually centered around a central theme with the entire 

37Renee Viollier, "La Musique A la cour de la Duchesse 
du Maine de Chatenoy aux Grandes Nuits de Sceaux (1700-1715)," 
La Revue Musicale, XXIII (3 and 4 trimester, 1939), 100.  

38 Abb6 de Geneste, Les Divertissemens de Sceaux (Paris, 
1712), 

39M4le de Launay (later Baronne de Staal) left a memoir 
which describes their part in the establishment of the Nights 
of Sceaux.  

40Ren6e Viollier, Jean-Joseph Mouret (Paris, 1950), p. 19,
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court taking part. The programs of the Nuits de Sceaux are 

shown, together with their dates (when known), in Table 3.  

Table 3. The programs of Les Grandes Nuits de Sceaux, 

1st Night (A ril or May, 1714)41 
[La Nuit 

2nd Night 
Le Jeu 

3rd Night 
Cantate de Bernier42 

4th Night 
Ambassade des Groenlandais 

5th Night 
Le Sommeil chasse du Chateau, et poursuivie par _1e Lutin 
de Sceaux, se rfue~e dans le pavilion de l'Aurore.  

6th Night 
Le Sabbat 

7th Night 
Apparition d'un nouvel Astre 

8th Night 
Minerve et les Hiboux 

9th Night 
L'Amour ql a jr_ une Abeille43 

10th Night 
Troupe de Boh6miens demandant asile dans le chateau 

llth Night 
Le Comte de Cabalis et les Peuples l6mentaires 

12th Night (Thursday, November 22, 1714) 
Un inconnu a l'Assemble des Noctambules 

klAdolph Julien, Les Grandes Nuits de Sceaux (Paris, 
1876), p. 7, footnote. Only three exact dates are known, but 
the festivals took place about every two weeks beginning in 
April or May, 1714, until after the llth "night." 

42 ApollonLa Nuit, et Comus, L5th Book].  

43[Cl6rambaultj.
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Table 3--Continued 

13th Night 
Le BaiQj de Sceaux et les Amours de Raponde et de 
Colin 

14th Night, 
Le Ceinture de V6nus 

15th Night (May 4, 1715) 
La Grande Nuit d 'Eclipse 

16th Night (ca. May 19, 1715) 
Le Bon Gout r.fugie a Sceaux 

Several composers, important in the history of the French 

cantata, were involved in the creation of music for these 

festivals. Jean-Joseph Mouret, superintendent of music for 

the Duchess, wrote a number of divertissements for the court, 

and six French cantatas which were probably also performed at 

Sceaux. He was the director and the conductor of most of the 

performances. Philippe de Courbois, Colin de Blamont and 

Nicolas Bernier also composed music for the Duchess' establish

ment. The fifth of Bernier's seven books of French cantatas 

carries the title Les Nuits de Sceaux and consists of two larger 

works which, although entitled cantates, are in reality diver

tissements. The second of the two works is, in fact, subtitled 

cantate ou divertissement and the frontispiece lists a variety 

of designations, 

THE NIGHTS OF SCEAUX/ CHAMBER CONCERTS/ OR/ FRENCH 
CANTATAS/ For many voices,/ In the manner of Diver
tissements/ xed with Airs for violin and other 
Instruments/ 

44 Nicolas Bernier, Les Nuits de Sceaux (Paris, nd.), 
fol, hr.
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Apollon, Ia Nuit et Comus, the first cantata, begins with 

an overture which is followed by the alternation of seven 

recitative-aria pairs, a duo, a trio, and eleven instrumental 

pieces. All but two of the latter are dance forms such as 

minuet, rondeau, marche, sarabande, etc. The two movements 

not exhibiting dance forms are simply called airs de violon.  

The second cantata of the fifth book, L'Aurore, follows the 

overture with three instrumental airs alternating with four 

recitative-aria pairs, a vocal quartet and a chorus. The 

instrumental movements of this cantata have descriptive ti

tles such as Sommeil, and Prelude ou Reveil. The volume is 

dedicated to the Duchess du Maine with these words: 

The applause that your Royal Highness has wished 
to give to these concerts that I have had the honor 
to compose for her noble amusements and that I have 
caused to be performed in her presence, has deter
mined me to publis them under the auspices of your 
august name. .. 5 

Because of adverse opinion against what was considered a 

scandalous expenditure of money and effort on frivolities, 

the festivals were temporarily halted in October, 1714, just 

before the llth "Night." 46 On November 22nd, they were rein

stituted on a simpler scale, but were canceled entirely in 

September, 1715, when the nobility was forced to go into 

mourning at the death of Louis XIV, 

45 Ibid., fol. 2r.  

4 6Viollier, "La Musique a la cour. . 2", j. _cit., p. 135.
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The salon of the financier, Alexandre-Jean-Joseph Le 

Riche de la Poupliniere, was the scene of numerous 
private 

concerts from 1731 until 1762, Marie Antier, a singer who 

is mentioned several times in the Mercure de France as having 

performed particular French cantatas,
4 7 was a friend and 

teacher of La Pouplinfere and is certain to have performed 

some of these works in his salon. The works of Jean-Baptiste 

Rameau, a protege of La Poupliniere, were also frequently 

played, and although Rameau's six cantatas were written 
sev

eral years before his association with La Poupliniere, these 

works may also have been heard in his patron's musiales, La 

Poupliniere's concerts presented much of the new and progres

sive music of the period4
8 and thus helped set the musical 

tone of Paris. Serenades (dinner music) and divertissements 

were very popular and revitalized a genre much in favor at 

the court of Louis XIV. Musical performances continued to 

be a part of La Poupliniere's artistic gatherings until the 

year of his death, but by 1753, Rameau had fallen from 
favor, 

to be replaced by Johann Stamitz, and later the young Gossec, 

as the conductor of La Poupliniere's orchestra. The vogue of 

the French cantata, reaching its peak around 1730, quickly de

clined, so that after 1750, few performances are recorded, 

h 7Daval, p. cit., p. 118.  

48 Johann Stamitz introduced the symphonies of the Mann

heim school as early as April 12, 1751, in the Concert spir

ituel, Daval, Ibid,, p. 120.
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The number of operas and operatic scenes heard in La Poup

liniare's salon supports Jean-Jacques Rousseau's comment (in 

his definition of "Cantata,"49) that the cantata had been 

replaced in performances by scenes from operas. Many operas 

were actually previewed at La Poupliniere's before being pro

duced at the Royal Academy.50 It was also through La Poup

linire's influence that many chamber works performed at his 

home were published.51 A possible connection exists between 

La Poupliniere and the vast number of cantatas published in 

the second quarter of the 18th century.  

Public Concerts 

There were two main series of public concerts at which 

French cantatas were performed. One of these, The Royal 

Academy, provided an opportunity for cantata composers in 

two ways. Cantatas were used occasionally as entries or as 

scenes in operas, Whether they were written separately and 

inserted, or were written as an integral part of the opera 

or opera-ballet and then extracted, is not always clear.  

Charles Hubert Gervais' Pomone was written to be inserted in 

performances of his ballet, Les Amours de Prot6e.52  It 

4 9See page 20, above.  

50Daval, pp. .cit, p. 122. 51Ibid.  
5 2 Charles Hubert Gervais, Pomone, . # Ajotee kkr Monsieur Gervais, & son Ballet des Amours de Protee, Le 

Mardi trentime jour de Juillet 1720, frontispiece.



exhibits the standard organization of three recitative-aria 

pairs, with the addition of an extra aria after the second 
group.  

Campra's tes Fgtes Venitiennes contains two scenes which 
are entitled cantate, The Nercure de France of September, 
1721, reviews a performance of this opera-ballet.  

o at the Opera, September 23, a fourth scene ated to the Fe e Yifiennes, entitled 1lO~ra. adM' Antier sane an Italian air of M Campra's composition, and the deleHermans sang a French cantat by the same author, at the end of the act du bal. 3 

Although these works may have been performed separately, their 
suitability to the opera implies that they were composed spe
cifically for the purpose of augmenting it.  

The Prologue of another of Campra's opera-ballets, Les 
Amours de Venus is a single da capo aria entitled cantate.  
Although the term "cantate" is normally not used in this way, 
the aria "Bergers, reprenez vos musettes" was probably added, 
like the above mentioned cantatas, at a later performance.  
Other cantatas may also have been used as inserted entres or 
as independent intermezzi in the popular opera-ballets of the 
period, even though they do not carry specific directions to 
that purpose.  

When some special situation precluded the performance 
of an opera or an opera-ballet at the Royale Academy, cantatas 

5 3 N r u e _ 3Mercure de France, September, 1721, p. 172.  
(Pa ns, 2)Campra, Prologue du ballet Des Amours dVenus (Paris, 1712). Su

52
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or cantatas in combination with other airs and instrumental 

works were used to provide the evening's entertainment. The 

Mercure de France of November, 1722, describes such an oc

casion, 

[In the absence of the principal actors, occupied at Chantilly and at Villers, the Royal Academy of Music has] caused to be sung by the actors who remain in Paris, different pieces of chosen music, such as the cantata of Ddmocrite et Heraclite, set to music by the Lord Battistin LStuct,7.7. and th beautiful cantata of Silene et Bacchus by Mr Campra.9 

The Parfaict Dictionnaire.., in discussing a performance 

held at the Royal Academy on April 29, 1726, lists the fol

lowing program:56 

Table 4. The program of a divertissement entitled Des Ballets, which was comprised of several compositions and fragments of compositions, 

La Scene du Professeur de Folie, taken from Carnival & Ia Folie--La Motte and Destouches, 

Acte IV of l'Europe galante, entitled La Turquie-
La Motte and Campra.  

Cantate, Z ephyre& Flore--Bourgeois, sung by Mdle Antier.  

The Act of the Singing Master & Dancing Master from F8tes Venitiennes (the act du Bal)--Danchet and 
Campra, 

Les Caracteres de _a Danse, performed by Mjle Provost.  

La ProvenQale, act added in 1724 to the Ballet Fetes 
de Thalie--La Font and Mouret 

5$Mercure de France, November, 1722, pp. 156-157.  
56 The brothers Parfaict and d'Abguerbe, Dictionnaire des th6Atres de Paris (Paris, 1756), p. 366.
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The second important series of public concerts at which 

cantata performances were heard was the Concert spirituel.  

Obtaining a license in 1725,5? Anne-Danican Philidor, the 

royal music librarian, organized a series of concerts to be 

held during those times when the Royal Academy was not al

lowed to present performances of grand spectacles. This pro
scription was based on the liturgical calendar;58 thus, Phili

dor had twenty-five days during the year on which he could 

hold the Concert spfrituel. The first concert took place at 
six o'clock in the evening of March 18, 1725--Easter Sunday 

of that year. The hall, donated by the King, was the salle 
des Suisses in the Tuileries, the former royal palace constructed 

for Catherine de Medici (1519-1589) in 1563, A plan was con
ceived to enlarge the palace and to construct a grand gallery 

that would extend from the Tuileries to the old Louvre, thus 

connecting the two buildings. The gallery, which ran along 

the right bank of the Seine, was completed in 1610, the last 

57 Titon du Tillet, Supplement du Parnasse Fran ise.  (Paris, 1743), p, 677. The contract with Francine ofthe Academy Royale was for three years at 10,000 livres per annum for permission to hold concerts of "musique de chapel" in Paris, Daval, gp. cit., p. 126.  
58 The proscription included the days of the Purification (February 2), the Annunciation (March 25), the three weeks of the Passion (the two weeks before and one week following Easter), the Ascension (the fortieth day after Easter), the eve and day of Pentecost (the seventh Sunday after Easter), Corpus Christi Day (the Thursday after Trinity Sunday), the Assumption (August 15), the Birth of the Virgin (September 8), AllSaints' day (November 1),, All-Souls' day (November 2), the Immaculate Conception (December 8), and the eve and day of Christmas (December 24-25).
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year of the reign of Henry IV (1553-1610). Plate 3 shows the 

double palace as it appeared in 1739.  

Soi 

ISS 5 se> "e 

Plate 3. The Tuileries and Louvre as they appeared 
during the vogue of the French cantata.59 

59Louis Bretez, Plan de Turgot (Paris, 1739), planches 
11 and 15.
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The palace was enlarged again by Le Vau and d'Orbay 

between 1664 and 1666. These architects completely reformed 

the central pavilion so that it matched, in size and design, 

the central pavilion of the Louvre. The salle des cents 

Suisses was the large, two-story salon, occupying the second 

and third levels (Figure 1(b), below) of the newly enlarged 

pavilion. In order to make the hall suitable for concerts, 

Philidor had a stage which was six feet high, thirty-six feet 

long and nine feet deep constructed on the wall nearest the 

royal apartments, The stage was mounted by means of a small 

staircase and could hold at least sixty people. It was sur

rounded by a gilded balustrade. The handrailing was supported 

by posts in the shape of lyres whose socles were painted to 

simulate marble. The wall behind the stage was painted by 

Lemaire to represent a magnificent salon, after the drawings 

of XT Berin, designer in ordinary for the cabinet of the 

King. The salon was lighted by twelve chandeliers and by a 

quantity of candelabra.60 

Although nominally public concerts, the cost of the seats 

was from three to six livres, which eliminated all who were 

not fairly wealthy. The first concerts were of a religious 

nature, in keeping with the concept of a recital of sacred 

music. In late 1727, some months after renewing the contract 

with Francine, Philidor decided to enlarge his enterprise.  

60Mercure de France, March, 1725, p. 615.
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He announced that henceforth, during the periods when the 

opera was closed, two concerts per week would be given in the 

winter and one per week would be given in the summer. He fur

ther stated that secular as well as religious music would be 

performed. The hall was redesigned by the addition of an am

phitheater with six tiers. According to the Mercure de France 

of December, 1727, it had "a balustrade on three sides, the 

first opposite the stage where the instrumentalists and other 

musicians are placed, the second on an angle, and the third 

going to join the stage on the garden side of the Tuileries,.'61 

The balustrade was designed to match the one which surrounded 

the stage. It was raised four feet from the floor and was 

sixty-one feet long., The wall opposite the stage was decorated 

with sixteen large painted panels which were separated from 

one another by eighteen columns. This decorative background 

was eighteen feet high and eighty-four feet long. The amphi

theater, which was fifteen feet in depth, was mounted by the 

four stairways shown in Figure 2. Benches were also placed 

in front of the lowest tier and in the center of the room for 

those who did not wish to sit in the amphitheater.62 

6kMercure de France, December, 1727, p. 2941, 
62M. Ftis, "Concert Spirituel, Nouveaizdetails sur 

l'origine de cette institution," Revue Musicale, XXIV (July, 
1833), pp. 189-190. This description is taken from a "manuscript of the times, that we have in hand."
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Fig. 2. The salle des cents Suisses, showing the stage 
(erected in 1725) and-the probable locations of the alter-
ations made by Philidor in December, 1727.  

Performances of the Concerts spirituels were regularly 

reported in the Mercure de France, either as critiques or as 

announcements. Extracts of those announcements that contain 

mention of French cantata performances are listed below as 

Table 5. These extracts, beginning in 1727, continue through
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most of 1732 and outline the peak of the cantata's populari

ty, 

Table 5. French cantata performances at the Concert spirituel announced by the Mercure de France.

Dec. 1727, p. 2709 

Dec. 1727, p. 2941 

Jan. 1728, p. 141 

Feb. 1728, p. 285

Didon, Colin de Blamont 

Cephale et Procris, Batistin [Stuck] 
Didon, Colin de Blamont 

10th: Cantata, Batistin [Stuck] 
12th: La Pair, Dutartre 
17th & 19th: Orphge, Clframbault 
31st: La Toilette de Vnus Colin de 
Blamont 

14th & 16th; La Prise de Lerida 
Batistin Lstuickj 

23rd & 28th' Zpfre et Flore, Bourgeois

April 1728, p. 853 15th Mar.: Hero et Leandre, Cl6rambault 
16th Mar.: La MusetteTChgrambault 
17th & 18th Digon, Colin de Blamont 

p. 854 19th & 20th: Oenone, Destouches 
17th & 19th; 24th & 26th: "Cantatas al-.  
ready heard"

June 1728, p. 1480

Nov. 1728, p. 2109

Dec. 1728, p. 2725 

Jan. 1729, p. 189-90

5th: Bains de Tomery, [stuo] 

1st: Le Printems, Burette 
1st: Alph~e et Arthuse, Clerambault 
22nd: La Berger Fidele, Rameau 

6th: Le Soleilvaingueur des nuages, 
Cl"armbaulttalready sung in 1721.  

15th: Didon, Colin de Blamont 
20thi _Le Juement de Paris, Renier 
22nd: lAmour yaveuRj4 la folie, 
RenierF 

3rd: l'Amour guer p l'Amour, Bousset 
5ths T EAmour gu Theri iii,'Amour Bousset 

Le ment de Paris, Renier 
24ths La Toilette de Vfnus, Colin de 
Blamont 

26th: h'Et6, Burette 
h'Amour aveuj _ha Folie, Renier
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Table mContinued

Feb. 1729, p. 290

Mar. 1729, 

June 1729,

July 

Sept,

1729, 

1729,

P.  

p.  

p.  

p.  

p.  

p.

606 

607 

1225 

1443 

1672 

2038

Oct. 1729, p. 2524

March 1730, p. 567 
Aug. 1730, p. 1886

Dec.  

Nov.

1731, 

1732,

P.  

p.

2884 

2495

9th. l'Amour gufr _a l'Amour, Bousset 
L-gandre et HroCirambault 
Bains de Thomery, Batistin [Stuck] 

16th: Dm"ocrite et Heraclite, Batistin 
[tuckW 

2nd: l'Automne, Lemaire 
7ths l'Automne, Lemaire 
23rd:JOrphieClrambault 

13th: Cantate, Colin de Blamont 
Du Bal, Mouret 

Le Praise deLerida, Batistin [Stuck] 

11th: Du Bal, Mouret 

17th Aug.: Europe et Junon 
Le Retour de Printemps, Lemaire 

8th Sept.: Andromede etPerse, Mouret 

5th: La Prise de Lerida, Batistin [Stuck] 
19thC La MusetteTClerambault 
26th: Le Soleil ainqueur des nuales, 
Clrambault 

1st: Bacchus, Bousset 

7th: La Nymphe de la Seine, Colin de 
Blamont 

21st: La Nymphe de la Seine Colin de 
Blamont 

Heraclite et Democrite, Batistin [Stuck] 

3rd: Cantata, Mouret

In July, 1728, Philidor was violently attacked by his 

creditors for his unsound financial management and had to rem 

linquish the directorship of the Concert spirituel. The man

agement was continued under Michel de Lannoy in association 

with Jean-Joseph Mouret, the artistic director. Under these
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men the concerts were put on a sound financial basis.63 Be

cause of difficulties with the new management of the opera 

Mouret resigned in 1733. Several French cantatas were per

formed during his tenure, many of which were of Mouret's own 

composition. Even after this time, however, cantatas were 

still regularly heard on the programs until their period of 

vogue had passed.  

In succeeding years, two other composers held the direc

torship of the concerts: Jean-Ferry Rebel managed them from 

1734 until 1747, when financial trouble forced temporary 

cessat-ion. He was succeeded by Joseph-Nicolas Royer, who re

opened the concerts in 1748 after having again redesigned the 

hall, Loges were added, and a large organ, which permitted 

continuo for the grand motets, was constructed. The Concerts 

APfritue2s continued until 1784, when they were finally dis
banded after fifty-nine years of existence.  

The lists of performances in Tables 2 and 5 are, of 

course, only those which were recorded. Without doubt there 

were other cantata performances for which no record exists.  

As can be seen by a comparison of these tables, the can

tata enjoyed a long period of popularity in France, Beginning 

with the earlier compositions mentioned by Morin in his pre

face (which were presumably included, at least in part, in his 

1706 edition), the form quickly gained a wide acceptance, 

63The amphitheater was rebuilt in November, 1728, in order to increase the number of patrons,
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Gradually the number of composers creating these chamber 

works increased, until 1729, when the peak of popularity 

was reached. After this date, the number of cantatas produced 

drastically declined, due in part to the shift to the canta

tille and to the increased use of operatic scenes.  

Even while the cantata was in favor, not every work en
joyed universal success. 56r6 de Rieux completes a summation 

of the capabilities of several cantata composers in somewhat 

tortuous verse, 

.*. . Bernier from the first stroke of his wise hand, raised his transport of the true Roman style.  By some mournful sounds, Cl6rambault in the somber 
places, 

Attended wisely the Sovereign of the Shades.64 
All others in Paris had only a weak success, 
From a fugitive inspiration seizing access, 
In vain, some authors had wished to animate 
Their pens, on the cantata striving: 
They were only to see, in their bizarre strokes 
A forced mixture of two imperfect styles. . .. t5 
The growth of the middle class into greater prominence 

was an important factor in the demise of the cantata as a 

viable form. This group demanded a more spectacular show, 

and the wit and elegance displayed in courtly music did not 

appeal to them. The bourgeoisie found their entertainment in 

the music of the theater and in the symphonic music of the 

large concert hall, 

64A reference to the cantata Orphe.  
65S6r6 de Rieux, Les Dons des Enfans de Latone (Paris, 

1734), p. 118.
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It is then that the cantata disappeared; 
# . . singers going little by little toward the 
habit of singing airs from Italian and French 
opera in the grand musical gatherings such as the 
Concerts spirituel; the c*tata had become super
annuated and out of mode, 

As more of the populace was able to afford the price of 

admission, the halls were expanded to make room for them, 

and works that were designed for the intimate size of the 

chamber could not compete with the theatrical and orchestral 

pieces which were written with these larger halls in mind.  

In the largest sense, however, it is very natural in 

the history of an art, for a formula to be introduced, imi

tated to the point of weariness and, because of what might 

be called over-exposure, discarded. This is an accurate 

description of the cantata's period of vogue.  

6 6 Theophile Lemaire and Henri Lavoix, Le chant, ses prin
cip et son histoire (Paris, 1881), pp. 337 and 338.



CHAPTER III

THE MUSIC 

The Collections 

One of the largest and most important repositories of 

l7th- and 18th-century French music was the Bibliothue de Ia 
Musique du Roi, founded by Louis XIV. The task of organizing 

and caring for this collection was given to Andr6 Philidor 

and Frangois Fossard, two of the instrumental musicians of 

the Royal Chamber. Its organization was a practical neces

sity because of the ever-increasing acquisition of scores 

and parts which were used daily by the musicians of the cham

ber, the chapel, and the stables. The library was housed at 

the chateau of Versailles until the Revolution of 1789. Until 

1774, it was located in the copying room,1 but sometime during 

the reign of Louis XVI, the library was moved to a rented 

house behind the Grand Stables. The move was probably neces

sitated by lack of space, since the collection filled at least 

two rooms of its new quarters.2 

1Andr6 Tessier, "Un Catalogue de la Bibliotheque de la Musique du Roi au Chiteau de Versailles," Revue de Musicolopie 
XV (May, 1931), 106. The exact location of'this room is unknown, but Tessier felt that it was in one of the attic rooms of the north wing near the chapel. He based his conjecture on the convenience of this location.  

2lbid., p. 107, footnote. The house was situated at 
#58, Avenue Saint-Cloud.
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As part of the act creating the Conservatoire de la 

Musique in August, 1795 (Thermidor of the year 3), the Conven

tion also founded the Bibliothsgue Nationale de la Musiqe, 

which was to have contained the holdings of the Bibliotheque 

de la Musique du Roi. The intention had been to maintain the 

integrity of the King's collection, but because of what must 

be considered pure negligence, the collection was dispersed.  

The materials were packed and placed in the depot of Versailles 

during the remaining months of 17953 to await their cartage 

to Paris, but since they had to wait until a place for them 

was located near the conservatory, the officials were unable 

to move the music immediately. For at least three years and 

possible many more,4 the collection was left in the unheated 

and damp depot until those in charge of its removal were able 

to begin their task. For some unknown reason, a large portion 

of the collection was left behind. It is possible that size 

alone precluded its removal as a unit, and that subsequent 

trips were planned. If this is so, these trips never took 

place. The remaining cartons were eventually taken to the 

municipal library of Versailles. These volumes have been well

preserved, but those carried to Paris have been largely lost 

3Archives de Seine-et-Oise, $6rie Q, carton 92-205, 
4Jean-Baptiste-Theodore Weckerlin, Bibliothque du Conser

vatoire national de musique. . . (Paris, 1885), p. xi. The 
Convention did not select a building until 1798 or perhaps even 
later. The conjecture of this date is based on a deduction 
that was written in 1812 and preserved at the depot of Ver
sailles.
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or Possibly destroyed because of the negligence with which 

the holdings of the Conservatory library were treated for 

most of the 19th century.5 

In 1765, the librarians of the King's music had prepared 
a catalog of its holdings.6 A reproduction of this catalog 

was published by Andre Tessier in 1931, showing the present 
location and catalog number of those volumes that he was able 
to find.? The cantatas that were part of the King's music 
library at Versailles are listed in Table 6, on page 68.  

Only one of the cantatas is identified as being in the 
Conservatory library, but it is probable that many of the 
others also survive in that collection. Item 520 (Tessier's 
numbering) is not a cantata but is a Concert Franois by 
Alexandre [PasquierJ and de Brion (item 521) refers to Ber.  
giron de Briou.8 Item 530, listed as anonymous, is probably 

5For a detailed account of this library and its losses, see Weckerlin, Ibid. The holdings of the Bibliothtque du Conservatoire are now housed with the music holdings of the B heNationale. The catalogs are separately maimn tamned, buTt theproximity of these two important collections makes cross-reference much more practical.  
6The cabinets and shelves of the library were numbered instead of the individual items. The catalog describes each item and notes its location.  

7Tessier, p.. .ci,, pp,.114-117 and 173-189. Tessier comments, rather ruefully, that even in 1931, the library of the Conservatory was so disorganized that he was not able to find items that Eitner claimed were there. In his reproduction, Tessier substituted numbers for the detailed rescriptions found in the original catalog, 
8This is probably a typographical error or a misreading of the original. See page 407 of the thematic catalog.
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Table 6. The French cantatas in the King's music li
brary at Versailles, in 1765.9 

U IM~h

AIbate. *ani.!(190k 496)'Cantatm. manuserit ...............
,(pranfO.Sc&r
latti, Hibco.  
flnoneini. 

Iiff-rents au
teurq.

' leremibaidt.  

Boismortier.  
Gervais.
Neron.  

e~n ansde fRunen 
Mouret.  

Grandval.  
Burette.  
Renier.  
Le Maire.  
Allexandre.  
De Brion.  
4ourbois.  

Houvard.  
Rameau.  
David.  
DIestouches.  
Par 'auteur! 

des Tibiades.  
; Chauvon).  

Baptistinl.  

Anonine.  

cin.  
Camera.  

Mouret.  
Lemaire.

(497) C-ntates (1).......................  

PartitiE)s in fi d? c, rnbifes frarnaiseq e 

(pp. 1( a ?t.

19!- U99 

:74 )  5fN) 

.54i:-54 

( : 0-5-506) 
(.)7) 
(50S ) 

0549-5 10) 
(511) 
(512) 

(514) 
(715) 
(51;) 
(517) 
518) 

(52o) 
521) 

(522) 

(.52i) 
1.524) 
(525) 
(526~) 
(527)

Pr-mier Livre et daris vn est inc-lus le 
S4 Itil vainquear dez nuages.........  

1%4(-(nd livre. ............ .. .. .........  
Troisitnip livre.................  
Quatrieme livre. ..................  

) Premier livre et dans vn edt inclus le 
e i re ........................  

Troisinme et 2 livre........  
Les quatre saisons et les titans . . . . . . . .  
Tantates impnmir .................  
Les Charmiores de la voix grav ..........  
Le Papillon grav4...................  
Cantates gra ... ...................  
Prem ier li .re.......................  
Cantates............................  
Premier livre........................  
Cantates..............................  
Premiiaier Iivre........................  
Vanlta.t ................ ....................  
Concert franiyIi I.trope et Jupiter ...  

Dom Qui< hotte cantate et cile de Ra
gotin ............................  

Le Retour de tendresse...............  
Premier Livre ....................  
Lipotheose de GregoIre...............  
Semel. mianuscrit...................  
Les -harmes de Iharmonie imprimxn....

(52: ) Prenier livre................. ...  
(529) Deuxjeme 1 . . . .  
;,53o) Le P.al. cntate niaw uscrit............  

Le tout en parihemin vert 
J'artitions in T en reau 

(p. 21 
(531) Prernier livre inprina...............  
(532) Deuxienie Livre.....................  
(533) Prt-mier et Deuxikne Livro eniembAe...  
34 1Cant, tille grave en parehemin vert ....  

(5:45) Cantatille grav4 en par(heLin vert....

1 
I 
1 
1

1. Eerit: Cant.

cs. , p. 178.

t

i

7 Tome I I I 
1413.  

2 
1 
.1 

2 

2 
1.  
2 
I 
1 

1 
1 

1J 

1* 

1' 
1.  
1.  

1* 
1; 

1 j. P.L . 919 

1* 

1

9Tessier, op.
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by Burette.10 It is interesting to note that only two of the 

items in the cantata portion of the catalog are in manuscript 

(526 and 530), since the Conservatory library presently holds 

a large number of manuscript cantatas. Either the 1765 cata

log is incomplete or these other manuscripts came to the Con

servatory from another source. Several of these appear to be 

anonymous and lack figures in the continue part. The many 

scratched out and emended sections suggest inexperienced or 

hasty copyists and it is probable that they were copied for 

specific performances by students or amateurs. A systematic 

comparison of the manuscripts with printed or engraved exam

ples of the same cantatas proves that some, at least, were 

copied from the published versions.  

The Bibliothque du Roi in Paris, now the Bibliotheque 

Nationale, also served as a repository of music. Its collec

tion of cantatas, augmented through the normal processes of 

acquisition and gifts, is one of the largest in existence 

today, The volumes that were part of the royal collection 

can be identified by their distinctive red and gold binding 

and the royal coat of arms on the cover. Most of these are 

beautifully preserved (Plate 4) but at least one volume did 

not escape the practice of defacing any reminder of royalty 

during the Revolution of 1789.11 The coat of arms was 

1 See page 441 of the thematic catalog.  

11Julien Tiersot, "Cantates frangaises du XVIIIe Siecle," 
Le N&iestrel, LXIX (1893) , 157.
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roughly scratched from the cover of the binding by some 

zealous republican.

Plate 4. The royal red and gold binding with the King's 
coat of arms.12 

In 1724, S3bastien de Brossard gave his extensive music 

library to Louis XV in return for two 1200-franc pensions, 

one of which was to revert to his niece upon his death. In 

1 2Nancy Mitford, The Sun King (New York, 1966), facing 
p. 112. A volume from the municipal library of Versailles.



71

preparing the books for transfer, Brossard made a complete 

inventory of the collection, which contained the several 

French cantatas shown in Table 7.  

Table 7. The French cantatas contained in the gift 
the Bibliothque du Rol by SSbastien de Brossard in 1724.  

Cantates Francoises, Musigue d Chambre

230 
Cantates Franpoises sur des su4ets tirez 

de l'Ecriture Saintle .. ~Mlle J. do la Guerre 
1708 -

Idem: II 
Page 231 

Stuck in-folio oblong (no title o 
Idem: 3rd book 

Page 233 
Les Quatre Saisons - Louis Le Maire 

Page 73 
Cantates Frangoises in 40 
Campra Book I 

Page 266 
Morin Book I 
Idems Book II

1711

date) 
1711 

1724 

1708 

1706 
1707

Manuscripts 
Page 521 

Musique de Chambre Frangois Cantates In-folio 
Page 523 

II Bernier Book 1 1706 copied by W. B. in 40 
III L'Heureux Jalous - Campra & Roi 
IV Afonn-Cantate mise en musique par le Sr Renter 
a une hautte centre Seulle avec un violon et une 
Basse Con, in 40 obl.  

V Cantate au Dialo ue entre Iris & Tireis a 2 voix 
Par Srrenflr in 40_ pn~Yapie"r bien'.  

Page 524 
Stuck 6 cantates 

13S6bastien de Brossard, Catalogue des livres de Muslgue 
Thgique & Pratique, Vocalle et Instrumentale, ftantimprtme 
ue manuscripte, gui sont dans Le Cabinet diu Sr. Sebastien de 
rossard hanoine de Meaux, et dont i1 supplie tree humblonent 

S ma 3Feste d'ceep er e Donmp_our etremis et conservez danS 
sa aCiquetietiscritU nTian 7_4XWipy~at 
autograph with annota~tions in BrossarT'sHand. (Paris, 1724), 
pp. 230,231, 233, 265, 266, 521, 523 and 524.

Printed 
Page

r



72

On page 521, under manuscripts, Brossard lists Musique de 

chambre, FranQois Cantates [sicJ, In-folio. This manuscript 

contains the six cantatas on subjects taken from the scrip

tures written by Brossard himself. A note appears in the 

catalog following this entry in which Brossard identifies the 

authors of the texts.  

The verses of five of these sonatas [Sic] are of 
the composition of a young man named Andre de 
Mezenge, nephew [on] his mother's [side] of Seb.  
de B3rossard, . . . The verses of the fourth can
tata, entitled Judith, are by Mr de la Motte and 
the celebrated Mademoiselle de la Guerre has already 
set them to music and caused them to be printed,l' 

On page 233, Brossard identifies Louis Lemaire as his student 

and comments on Lemaire's talent, taste and genius.15 

Another important gift to the Biblioth oue du Roi was 

reported in the Moniteur of May 28, 1843.  

The royal library has just received a musical col
lection which cannot help but excite the interest 
of amateurs of national music. The collection con
sists of twenty volumes containing the works composed 
by the celebrated musician, Rameau; they are all auto
graphs, and have been given to the Bibliothequ 1 by Mr Decroix, of Lille, Department of the North,-U 

The notice was in error on two points; the works were given 

by the heirs of DeCroix and they were not all autographs.17 

141 Ibid., pp. 521-522. 15Ibid., p. 233.  
16 Cited by Louis Paris, Essai historique sur Ia Bibliotheque du Roi, . . depuis son oriine jusugalnos s 

(Paris, 185T, p. 447.  
17Elizabeth Lebeau, "J. J. N. DeCroix et sa Collection 

Rameau," Melanges. . . offerts a Paul-Marie Masson (Paris, 
1955), P7. 5. Item 12T6 0, "Orphe," carries the inscription 
"Scripsit Blondel 1719" and item 1261 carries the inscription 
"1721 scripsit de Corbeuille."
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The DeCroix gift was used extensively in the preparation of 

the complete edition of the works of Rameau.18 The collection 

contained all of the extant Rameau cantatas, of which only 

les Amants trahis and jjptience were unavailable in any 

other source.19  Item 1266 (la Dauphine) contained several 

pieces in manuscript which could not be definitely identified, 

Among these works were the cantatas, la Musette and Diane et 

Action, Because of their presence in a collection devoted 

to the works of Rameau, the editors felt that they should be 

included in lieu of any evidence to the contrary. Diane et 

Action was put in an appendix but la Musette was included in 

the body of the work.  

There remain Ia Musette and Diane which must be 
admitted because of their presence in the De Croix 
collection, but the latter, in the absence of other 
proof, cannot, it seems, be put any other place 
than in the appendix,20 

Diane et Act6on was later proven to be by Boismortier and _a 

Musette was actually written by Pierre de LaGarde,2 1 

There are many duplications between the cantata col

lections of the BibliotheLNationale and the Bibliothque 

du Conservatoire, but each library holds several .not owned by 

18Jean-Philippe Rameau, Oeuvres Com2pltes, edited by 
C. Camille Saint-Saens, 17 vols.T(PariS, 1S95-924)o 

19 Charles Malherbe, "Commentaire Bibliographique," Jean
Philippe Rameau, Oeuvres Compltes, III (Paris, 1897), xxiv.  

20 
Ibid.  

21See the discussion on page 656, footnote 153.
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the other.22 The Bibliotheque de l'Arsenal has only a few 

unique examples and these have suffered the ravages of time.  

Another important collection, owned by the library of the 

Brussels Conservatory,23 is not as large as those in Paris, 

and does not contain any unique examples.  

The Format 

French cantatas were normally published in groups of 

six, with a single title page serving for the entire edition, 

but several cantatas were also published separately in wrap

pers. This was probably due to a special demand for these 

cantatas or to the publisher's desire to exact more profit, 

by selling to those who could not afford, or had no use for, 

a set of six. The volumes and single cantatas are found in 

three basic formats--folio (38 x 25 cm.), quarto oblong (25 

x 30 cm.) and octave oblong (22 x 17* cm.). Many of the oblong 

volumes are printed with movable type in a single impression, 

while the folio volumes are usually either engraved or in 

manuscript. There is little difference in style between the 

engraved and manuscript scores since the engraving was "drawn" 

22 These two collections augmented by the few cantatas 
unique to the Bibliotheque de l'Arsenal were used as the 
basis for this study.All of the cantatas that could be 
located have been included in the thematic catalog. The 
few that are not found in these libraries are identified by 
their library number under "Source," 

23See A. Wotquenne, Catalogue de la Biblothague au 
Conservatoire Royal de Musigue de Bruxelles, Vol. I (Brussels, 
T894).TE7M 44,page 84, should read 1M Ternierj, not MT 
[Renier].
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on, rather than stamped on, copper plates with engraving 

tools.24  No difficulty is encountered in reading engraved 

scores which are generally very spacious and beautifully 

organized. Typeset scores may, however, present some diffi

culty. Each piece of type must carry its own information 

(pitch level and duration) as well as its portion of those 

elements which are continuous (slurs and beams). These con
tinuous elements must have a beginning and a termination, 

and must be aligned when the individual pieces are looked 

into the case. The typesetter's habit of mixing pieces of 

type which have continuous beaming with those which have 

individual "tails" often makes it impossible for the inter

preter to know if a separation was intended in performance 

(Figure 3).  

Fig. 3. Abnormal beams and slurs which may cause confusitorn.  

(a) (b) ti(C) 

Because of the large number and variety of type faces neces
sary to reproduce a complete page of music, the typesetter 

sometimes had to substitute a similar symbol for the one nor
mally used. The sign ( X) which was generally reserved for 

A. Hyatt King, Four Hundred Years of Music Printine (London, 1964), p. 22. "In France the engravers clung to the materials and style of tradition. . . . It was not, apparently, until the late 1740's that the use of pewter and punching invaded the world of French music printing."



ornamentation was occasionally used to mean (* ) for this 

reason. The typesetter sometimes used smaller type for a 

measure or for part of a measure in order to conserve space.  

This practice also causes confusion, since the usual purpose 

of smaller type is for notes, such as appoggiaturas and pas

sages of arabesque, that are not included in the durational 

value of the measure, 

y x. 6. A passage showing the abnormal use of smaller type. 25 

Phrasing and ties could not always be locked into their normal 
position (from note-head to note-head) and the beaming of 
eighth and sixteenth notes often does not match the slurs 
of the text. There are few insoluble problems, but a per
former inexperienced in reading 18th-century printed scores 

must be careful not to misinterpret what he sees.  

25Jean-Baptiste Morin, "Bachus," Cantates Frangoises Book II (Paris, 1707), p. 83, ms. 5-6.
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Plate 5. A typic example of (a) an engraved cantata,26 
(b) a typeset cantata, (and (c) a cantata in manuscript. N 

The Score 

The physical organization of the cantata scores varies 

according to the number of vocal and instrumental parts. The 

majority of the cantatas are for two parts, that is, for voice 

and continuo. These two parts always appear on two bracketed 

staves: the upper for the voice and the lower for the figured 

bass (Example 7).  

26Laurent Gervais, Andromede et Persee (Paris, n.d.), p. 1, ms. 1-4, 

27Jean-Baptiste Morin, "Euterpe," Cantates franqoises, 
Book I (Paris, 1706), p. 3, is. 1-7.  

28 AoyosL 
.fAnonymous, Le prs _de L'amour, in manuscript (Paris, 

n.d,), p. 1, iMs. l ".
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Ex, 7. The typical score format when the cantata is 
for voice and continue only. 2 9 

The upper staff is rarely assigned to a specific "voice," 

but the lower is usually designated "Basse-conti-Nue." hen 

one or twio instrumental parts are added to the score, they 

appear above the vocal part (Example 8).  

Ex. 8. The typical score format when the cantata is 
for voice, continue and another treble instrument 

In some instances, the vocal part and an instrumental part 

alternately use the same staff, but this situation rarely 

lasts longer than a fe measures (Example 9).  

2Ticolas Bernier, "Le af fe" Cantates ni2ises, 

Book II (Paris, n.d.), p. t5, ins. 20-23.  

30Ibid., p. 60, Ms, 13-16.
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Ex. 9. The alternate on of the vocal and instrumental 
parts on the same staff.  

nl. i IL.-
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In those cantatas written for bass or baritone voice, the 

vocal part sometimes shares a staff with the figured bass 

part when accompanied by another instrument. If only the 

bass voice and continuo are present, separate staves are 

generally used. Several cantatas have a larger group of 

instrumental parts which are to be performed in alternation, 

for example, strings and winds on alternate verses. In order 

to conserve space, the copyist put these parts on the same 

staff or staves, whenever possible. The figured bass part 

also shares its staff with one or more bass instruments on 

occasion. They usually appear above the bass line with their 

stems all pointing upward (Example 10). In a few cases, the 

extra bass instrument alternates with the continuo (in rit

ornelles, for example) and does not need separate stemming.  

It is simply marked with the name of the instrument and the 

3 1 Ibd., p. 60, ms. 4-9.
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Ex. I10. An additional bass instrument sharing the con
tinuo staff.32

___L_ 

la~aeie 
Yl 0 0 V7

figures are omitted., When the continuo players are to begin 

again, the rubric "basse-continue" appears and the part is 

supplied with figures.  

The vocal parts are usually written in c clefs, most 

commonly the soprano, Not as many cantatas are written for 

male voices (baritone or bass) in the F clef, and only a few 

are written for counter-tenor (haut-contre). These latter 

also use the soprano clef but the range is extended and the 

part is usually so designated. The figured bass part is con

sistently in the F clef, but when the tessitura lies above 

cl for a phrase or longer, the part is usually written in the 

tenor clef. Viola parts and alto voice parts, in choruses 

and ensembles, are written in alto clef. When the mezzo

soprano voice is used in a chorus or ensemble, it is usually 

written in the mezzo-soprano clef.  

32 Pierre de LaGarde, la Musette (Paris, n.d.), p. 1, 
Ms. 4-10. In this example, the bassoon player is to perform 
the continuo part except when a separate part is written for 
it*
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Ex. 11. The clefs commonly used for the vocal parts in the French cantatas.  

Soprano Mezzo-soprano Alto Tenor Bass 

Flute and violin parts are written in the G clef. When 

the clef is used for the flute or other treble instruments, 

it appears on the second line, but when it is used for violin, 

it appears on the lowest line. In the 1703 edition of his 

Dictionary, Brossard comments on this use of the G clef.  

All the foreigners commonly use the clef of G . *, on the second line in order to notate pieces for 
violin. The French use the same clef, but on the first line at the bottom. The first manner is 
very good when the melody goes very low; the second 
is better when the melody goes very high, . . .33 

The French preference gradually changed, during the first 

half of the 18th century, to more closely match the placement 

used by "all the foreigners." This shift in usage can be 

traced in the French cantatas, in which the majority of 

violin parts after 1740 were written with the G clef on the 

second line. A similar change also occurred in the use of 

C clefs which were gradually replaced in vocal parts by the 

normal G clef, 

3 3S6bastien de Brossard, "Violino," Dictionnaire de Musiue (Paris, 1703), fol. 34r. (unnumbered)~
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The Musical Organization 

The overwhelming majority of French cantatas were writ

ten for soprano voice with a range of d' to g" ,34 This rather 

limited range is in keeping with their purpose as vehicles 

for amateur performance. Thomas Louis Bourgeois consistently 

wrote his parts in soprano clef with a range of d' to a". He 

probably had a counter-tenor in mind since he himself was 

employed as a counter-tenor at the Paris Opera from 1708 to 

1711, Other composers sometimes wrote haut-contre (counter

tenor) in the score to designate this voice, but whether the 

term appears or not, the range was extended upward, usually 

to b". It is frequently impossible to tell if the composer 

intended 'the cantata to be sung by a soprano or a counter

tenor or whether he had any preference at all. The regular 

tenor part was generally written with an average range of 

from f to g'.  

Several cantatas were written for bass or baritone voice 

and since the range of the parts is normally from A to e', it 

may be assumed that the composer had no particular preference 

for either. In rare cases the part was designated basse

taille or basse, but even then, there is little difference in 

range. Vocal parts in the bass clef would naturally exceed 

341n describing the vocal range, c' refers to middle c 
of the grand staff.
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this range and go lower when the movement was written in 

the key of G (major or minor) or F (major or minor).  

In cantatas written for two or more voices, the ranges 

of the inner parts may be slightly lower than the ranges 

described above, that is, a second soprano part may rise 

only to e". This is primarily due to the composer's use of 

melodic doublings in thirds or sixths. Many of the cantatas 

for two voices use soprano clef for both with exactly the 

same range; these cantatas may be considered for equal voices.  

Regardless of the clef used, the ranges of the vocal 

parts are rarely taxing to the vocalist and the tessitura 

generally lies within an octave which is usually exceeded 

only when the composer modulates away from the tonic key.  

The cantatas for counter-tenor are an exception to this rule.  

Since they exploit the peculiar quality of that voice, these 

parts usually have a tessitura which lies above the staff 

(c' to a" or b").  

Instrumentation 

In the cantatas "with symphony,"35 the instrumental 

parts, when designated, commonly call for either violin or 

flute (or sometimes both in alternation). A careful examina

tion of the undesignated parts strongly suggests that they 

were also meant to be performed on the violin or the flute.  

35"Avec Spphonie" is the usual 18th-century French 
designation for "with instruments," and can mean anything 
from one violin to a chamber orchestra. It should not be 
assumed automatically that "with symphony" means "with 
orchestra."
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The only time that the flute is not a possible choice is when 

the range goes below c', the lowest note on the instrument.  

A few cantatas were written specifically for flute a bee (re

corder) or flute traversiere (transverse flute) and even 

fewer call for both. Since the transverse flute gradually 

replaced the recorder during the first half of the 18th cen

tury, it is most probable that the flute parts of the earlier 

cantatas were intended to be performed on recorders and that 

the transverse flute was intended for cantatas written in the 

later decades of the period of vogue. The musette and trumpet 

were also popular instruments which were used in special situa

tions. Because of its bucolic nature, the musette was usually 

used in the cantatas whose texts presented a pastoral setting 

peopled with shepherds and nymphs, while the trumpet was re

served for cantatas with battle scenes or equally dramatic 

situations, Bassoons, viols of various sizes, and celli were 

often used as additional bass instruments as well as for the 

continuo parts, If only the figured-bass part is present, it 

is almost always marked basse-continu4, and in some cases a 

particular instrument is called for, When an additional bass 

part is also present, it is normally assigned to a specific 

instrument. Larger instrumental groups were commonly used 

only in the cantatas written near the mid-century; some of 

these call for violas and oboes, as well as for the instru

ments already mentioned.
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Only Les Nymphes de _ jCloud by XT Gxxx and Acis et 

GalathSe36 by Berton are scored for an orchestra with horns.  

The latter is very unusual because the vocal parts were writ

ten to be added to a chaconne already in existence as the 

movement of a symphony. 57 

The instrumental parts of the French cantata exhibit a 

limited use of range similar to that of the vocal parts.  

Instruments such as the recorder and musette have a range of 

only two octaves but even in the 18th century, parts for 

stringed instruments utilized a more extensive range. Parts 

which are designated "violin or flute" use a range of from 

c' to c"' but generally all instrumental parts stay well 

within the two octave possibility. The main reason for this 

limitation is the composer's treatment of the vocal and instru

mental parts as equal voices rather than as a vocal line with 

obligate accompaniment. Cantatas written for solo voice, 

violin or flute and continue essentially follow the trio 

sonata concept, which would preclude the possibility of one 

voice being given an extensive range while the other was 

rather restricted. Because the vocal range is limited, the 

composer generally restricted the instrumental part to an 

occasional doubling or repetition of the vocal line an octave 

higher, Although capable of being written as low as g, the 

MTGxxx;, Les Ndmphes det PCloud, Manuscript Cons.  
LRs. 1907, and Pierre Montan Berton, Acis et Galathge 
(Paris, n.d.).  

7Seethe discussion on page 317 of the thematic catalog,
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violin parts rarely go below c'. The b below c' is sometimes 

necessary because it is the leading tone in the key of c (ma

jor or minor) and occasionally the violin parts go down to 

a (and more rarely g) in order to cadence in those keys. In 

general, however, when the keys of a or g (major or minor) 

are used, the cadences are formed on the upper octave (a' or 

g'). The trumpet parts, when they occur, are written in the 

lower range of the instrument and are in that way restricted 

to the first seven or eight partials of the harmonic series.  

None of the cantatas are written for the clarino. This instru

ment was not as fashionable in France as it was in Germany 

during the 18th century.  

Common Musical Devices 

In any period of common practice, compositions of the 

same genre will exhibit many similarities in the manipulation 

of the musical materials. This is true partly because of the 

common use of compositional devices (imitation, for example), 

and partly because the composers are confronted with similar 

problems. Individual differences in the use of these devices 

and the solving of the common problems are, of course, readily 

apparent. Whether or not they are successful depends largely 

on the compositional skill and imagination of the composer.  

The cantatas of L,. N, Cl6rambault, Bernier, Stuck and 

Campra, among others, were often cited by their contempora-
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ries38 as especially well-written, both in the use of musical 

materials and in the imaginative setting of the text. The 

reason for this critical acclaim can be easily seen by means 

of an examination of their compositions. Involved and interest

ing harmonic and melodic patterns are found in abundance. Be

cause of their success, it is almost certain that these and 

similar works were used as models by those composers with less 

imagination. Even the cantatas of a single composer contain 

examples of similar treatment. Because the purpose of the 

cantatas was the exposition of a narrative text, the melodic 

patterns are dependent, to some degree, on the patterns of 

textual repetition, Since the poetry of the French cantata 

was largely written to a standard formula, some of the musical 

settings of the poetry follow a similar plan.  

A striking, although not necessarily isolated example, 

is Bernier's setting of unaccompanied recitative. Example 12 

shows the first phrase of five recitatives from Bernier's 

Cantates Fran2oises, Book I. Each of the recitatives begins 

after a rest with several quick notes and has a short rest 

separating the phrases of the text. In all of the examples, 

the melodic line rises toward the central rest, but except 

for example (a), they leap downward just before reaching it, 

This is the most common of the identifiable patterns that were 

38Jean-Benjamin de la Borde, Essai sur la Musiqlue (Paris, 
1740), pp. 368 and 406; Titon du Tillet, Supplement du Par
nasse fran oise (Paris, 1743), p. 679; J. Bachelier, Hecueil 
de Cantates (The Hague, 1728), preface (unnumbered),
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Ex. 12. The first phrase 3f five different recita
tives from Bernier's cantatas,

(a) 

(b) 

(c) 

(d ) 

( e)

-6peneDca Lcd a & .4e af -e L w 

ffase - U-aityo- a ho1t2 S wo11 1 ~x 

~~tAY; ~ ?F I 

To~-te I x is Ai v ii I eA. c vI a oL W A ~ o- o 

Le.O~ci Aa,-s e Vc- ~us b/e- sc ds ms-w'e 

pe~ tie 50 _I~ gavs i ?_U foo de.5 ai Ise- 3or-s.,

used for the initial phrase of a recitative. The melodic 

ascent is continued in example (a) and the phrase division 

is emphasized by the use of an appoggiatura. In each example, 

the second phrase starts lower than the highest pitch of the 

first phrase and except for examples (d) and (e), descends 

39Nicolas Bernier, Cantates Francoises, Book I (Paris, 
n.d.), (a p. 1, ms. 1-3(b) p 14, Ms. 1-3 (c) p. 20, Ms. 1-3, d p. 25, is. 1-, (e) p. 60, ms. 1-3.
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to a point lower than the initial pitch. The modification 

of this pattern in example (d) is the result of the deceptive 

cadence which ends the second phrase. Example (e) is a com

mon variant of the normal second phrase pattern. It ends on 

the same pitch with which it begins. The text in this case 

is a complete thought and Bernier chose to end the phrase 

with an authentic cadence in order to emphasize that it stands 

alone. The first line of the poetic text normally contained 

twelve syllables (or thirteen when the last word ends in e) 

so that the length of the phrase was dictated to the composer 

unless he chose to use a melismatic setting. This was not 

as frequently done in the recitatives as it was in the airs.  

It was common practice for the cantata composers to 

repeat the first phrase or sentence of the text in the airs, 

with a corresponding musical repetition. When only the first 

phrase (the first line of a quatrain) was repeated, its musi

cal setting was usually repeated exactly. If the entire first 

sentence (the first two lines of a quatrain) was repeated, the 

second phrase of the repetition generally ended in the domi

nant. After the opening phrase or sentence, the text was 

frequently fragmented anirepeated in smaller segments. The 

accompanying musical repetition was basically sequential, 

This is one of the most common melodic devices found in the 

French cantata airs, Example 13 shows two melodic sequences 

taken from the same air.
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Ex. 13. Two melodic sequences.4 0 

fVi av vm esa-mw7o tLt- 5 rVI sa fa - Velc 

Several of the instrumental airs and a few of the vocal 

airs are constructed entirely out of sequential repetitions 

of a few musical phrases. Harmonic sequence is also very 

common and Nicolas Bernier, who was considered by his contem

poraries to be especially adept at counterpoint, used the 

technique consistently. Example 14 shows a typical example 

of harmonic sequence coupled with melodic sequence and imita

tion.  

Ex. 14. armonic and melodic sequences in the French 
cantata airs.  

OW 

ODupuits, L Retour de Themire (Paris, n.d.), p. 3, 
ins. 8-10 and 20-7. The peculiar ities of the notat ion ar e 
discussed on page 195.  

lLa Borde, _op _c~_ p. 387.  

4 e 4Bernier, Le_ Caffe, op. cit., P. 54, ms. 8-15.
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Initial imitation was often used in all parts and some

times continued throughout an entire air. The third air of 

Desfontaines' "Narcisse" begins with a canon at the unison, 

between the two violins, that continues for ten measures, 

with one minor variant, before it becomes free counterpoint, 

The bass enters in the seventh measure in imitation and the 

three instruments continue freely until measure thirty-two 

when the canon begins again. The voice finally enters in 

measure forty-nine and this time, it begins the imitation.  

The upper two parts imitate in their turn but in inversion.  

Example 15 shows this portion of the air.  

Ex. 15. Imitation in inversion used in a French cantata 
air.4 3 

''De s fon taine s, Narc is se, in manuscript (n. p. , n. d..) , 
p. ?, ins. 20-24 of the author's score reconstructed from the 
parts.
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Such examples of inversion and lengthy passages of canon are 

relatively rare in the French cantatas.  

The general style of melodic writing in these chamber 

works was strongly influenced by the Italian style, Paul

Marie Masson points out that some of these influences are 

evident in the "long, flowing vocal lines, the held notes in 

the voice, the echoess' the mobile basses, either melodic or 

arppeggiated, and the use of more varied and more willfully 

chromatic harmony."4 4 The "echoes" that Masson refers to 

are the short instrumental interludes that repeat the pre

ceding vocal phrase and the "mobile" basses are simply more 

melodic than those of the previous century. Usually develop

ing one or two prominent motivic ideas, these bass melodies 

are often derived from the opening motives of the vocal part 

(Example 16).  

Ex. 16, A typical melodic bass.45 

Iau-ff.'sas V L F a deR F (PAi,13) 

7 2d I I " 1 Iy 

Ik I OW 4--+i F I A IT 
60'~ 

- + 

0 A f- qu OY V"e I'-t'er. d'uVt - e bel

44Paul-Marie IMassont LOOp~ra de Remeau (Paris, 1930), 
p. 27, 

45Thomas Louis Bourgeois, L'Epoux Imprudent, in manu
script (Paris, n.d.), p. 2, ms. 1-4 and 8-12.
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Most bass lines exhibit some melodic interest but a few are 

simply a series of repetitions of a single note. An air with 

this type of bass is lacking harmonic interest since it re

mains static as long as the note does not change. When this 

sort of repetition is used as a pedal, the increased harmonic 

tension more than makes up for the lack of a melodic bass.  

The speed of the harmonic rhythm also varies. Some composers 

change harmonies in each measure of common time, while others 

change on practically every beat within the measure, The 

average speed of the harmonic rhythm is two changes per meas

ure of common time. All of the composers tend to quicken 

the harmonic rhythm to one change per beat or faster in the 

cadential formula. Example 17 is typical of the cadential 

patterns used in the French cantatas.  

Ex. 17. A typical cadential formula 6 

In slower tempos a tonic 6 chord was often interposed between 

the supertonic 6 and the dominant. Other variants that were 5 
used include the dominant seventh as the penultimate chord 

and a subdominant substitute for the supertonic 6 The super
5* 

tonic chord without its seventh was also frequently used.  

46Frangois Bouvard, Le Temple de Bacchus (Paris, n.d.), 
p. 7, ms. 20-22.
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Text setting also fell under the influence of the common 

practice period. Composers used standard melodic patterns 

to the point that their placement can be forecast by a read

ing of the text alone. Nouns and verbs of motion, such as 

courir (to run), couler (to flow) and onde (wave) were almost 

always set as a long melisma in eighth or sixteenth notes 

when it was permitted by their position in the text. Words 

like chaisne Lchainej (chain) were often set with the same 

sort of melisma in order to describe the action of chaining.  

It is usually found in a reference to "the chains of love." 

Ex. 18. The setting of nouns and verbs of motion.4? 

Flamme (flame), eternelle (eternal) and phrases that denote 

happiness are usually set to ascending melodic lines while 

the opposite is true of plaider (to plead), lesser (to stop), 

and phrases which denote unhappiness.  

Ex. 12. The typical setting of a sentence denoting un
happiness. 8 

Di-are a- pat -5e +0t o u Ctt- rkk Pat r I 1or-rVt-L1e 5.a -c'. iT; 

4?Jacques Aubert, "L'Inconstance," Recueil de Cantates 
0 .0pour l'Hiver de l'AnnS IMDCCXXVI (Amsterdam, 1726), 
p. 256, ms. 11-15.  

4 8 Jean-Philippe Rameau, "Le Berger Fidele," Cantates 
Frangojses (Paris, n.d.), p. 2, ms. 9-11.



95

An appoggiatura or some equally distinctive musical device 

was usually used with words like soupir (sigh), amour (love), 

and fiddle (faithful). Example 20 shows this type of set

ting.  

Ex. 20. A typical setting of the word "sigh."49 

Although this sort of text setting seems rather naive 

and not very subtle to modern audiences, it was treated 

seriously in the 18th century as a common practice. Not 

only does its use afford the composer an opportunity to 

create some purely musical effects with the voice, but it 

gives the vocalist an opportunity to indulge in a little 

vocal display. Even the seeming nalvet6 adds to the general 

charm of the music while it enhances the amorous adventures 

presented by the text, 

The French cantatas were the product of a period of 

French music in which composers borrowed from one another 

and from a set of common procedures. The composers were not 

self-conscious about this practice because it was part of the 

general milieu. The more ingenious composers displayed a 

subtler use of these materials but the materials themselves 

were common property.  

49Dupuits, Le Bouquet (Paris, nd.), p. 1, ms, 14-17.



CHAPTER IV

THE TEXT 

In his Dictionnaire Portatif des Beaux-Arts.., 

Lacombe defines the cantata as a literary form before dis

cussing its musical application.  

Cantate.--This is the name for a small poem, 
written to be set to music, which uses a subject 
taken from mythology, history, or is of pure in
vention, and which terminates, ordinarily, by some 
moral or galant reflections. This genre of poetry 
has been used among the Italians and the celebrated 
[Jean-Baptiste] Rousseau has greatly perfected it 
in France.1 

The article in the Encyclop6die describes the organization of 

the poem and gives Jean-Baptiste Rousseau complete credit for 

having written the first poetic French cantatas.  

0 0 * It is composed of a recitative, which exposes 
the subject, an air en rondeau, a second recitative, 
and a last air containing the moral point of the 
work, 

The illustrious Rousseau is the creator of this 
genre among us. He has made the first French can
tatas; and in almost all, one sees the poetic fire 
that this rare genius has animated: They have been 
set to music by the most celebrated musicians of 
his time.2 

1Lacombe, "Cantate," Dictionnaire Portatif des Beaux
Arts. . . (Paris, 1766), p. 131.  

2Jean-Jacques Rousseau, "Cantate (Belles-Lettres) ," 
Enoyclop6die, Denis Diderot, editor (Paris, 1751), II, 
261-.2624

96
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Rousseau was born in Paris on April 6, 1671. His father, 

determined that his son should not spend his life as an obscure 

artisan, secured for him an excellent classical education.  

While at the college of the Jesuits, Jean-Baptiste proved 

himself to be a brilliant student of the 17th-century classi

cal masters and displayed a talent for imitating their styles 

and forms. He made his debut in the theater with the one-act 

comedy, Le Cafs, in 1694.3 This was followed by two mediocre 

operas, Jason ou la Toison d'or (1696) with music by Colasse 

and V6nus et Adonis (1697) with music by Desmarets. During 

this time, Rousseau began to move in literary circles and 

was greatly encouraged in his writing by the aged Boileau 

(1636-1711). Toward the end of 1696, Rousseau presented le 

Flatteur, a prose comedy, at the Th6atre frnpjs. It met 

with only a partial success and his next venture, le Capricieux, 

(1700) was an absolute failure. After this set-back, Rousseau 

did not expose his new theatrical works to possible censure
4 

by the audience. These works, some of which would have mer

ited performance, are printed in the complete edition of his 

works.  

Even while engaged with theatrical works, Rousseau was 

working in another genre--satirical poetry. During the last 

3V. Fournel, "Jean-Baptiste Rousseau," Nouvelle Bio

graphie Gn6rale, Vol. XLII (Paris, 1862), col. 728.  

41n the theaters of that period, censure usually took 
the form of hooting and whistling.
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decades of the reign of Louis XIV, the court was under the 

influence of the pious Madame de Maintenon, and the courtiers 

made a public display of their religiosity, It was a false 

piety, however, which concealed an almost libertine mode of 

behavior, As one biographer described the phenomenon, the 

court wore the hypocritical mask of Tartuffe while indulging 

themselves in the most sensuous and licentious habits.
5 The 

literature, especially the poetry, of the period reflects 

this moral duplicity and Rousseau was only one of the many 

writers who wrote serious and high-minded works for the thea

ter and, at the same time, wrote satirical, and even erotic, 

verse to be disseminated in pamphlet form.
6 By the age of 

thirty, Rousseau had established a strong literary reputation 

and was protected, feted and sought after, but he had also 

created a number of enemies because of his satires and epi

grams. Rousseau had resented the criticism of his le Capri

cieux and directed his resentment toward the group of literary 

men who habitually met at the famous caf6 of the widow Lau

rent.7  Houdar de la Motte (1672-1731), Joseph Saurin 

(1655-1737), Antoine Danchet (1671-1748), Prosper Jolyot, 

Lord of Crais-Billon, called Crebillon (1674-1762), Nicolas 

5 Fournel, p, cit., ,col, 730, 

6The complete edition of the works of Rousseau contains 

some religious odes written for the Duke of Burgundy as well 

as a number of obscene epigrams.  

7The Caf6 Laurent, located in the rue Dauphine, was one 

of the first caf6s to be opened in Paris,
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Boindin (1676-1757), Leon Frangois Lggergey de la Faye (1674

1732), and Jacques Autreau (1657-1745) were among 
those who 

congregated daily to discuss the newest theatrical 
productions 

and literary works, Just four days after the disastrous 

presentation of le Capricieux, Danchet's Hesion , an opera 

with music by Campra, met with a resounding success. Soon 

after, a set of anonymous satirical couplets arrived at the 

Oaf 6 Laurent by post from Versailles. The couplets, which 

attacked Danchet and his collaborator vehemently, were passed 

around the caff and caused an immediate sensation. Because 

they were written in a style similar to Rousseau' s, and be

cause he was then working at Versailles, the couplets were 

attributed to him. Rousseau tried to deny their authorship 

but fresh couplets continued to arrive and the affair was 

eventually brought to the attention of the Commissioners.  

When La Notte published some odes, Rousseau launched an epi

gram against him, La Motte, who had been attacked in one of 

the previous couplets, was irritated at the satire and respond

ed with an ode on la Mfrite personnel. Boileau was able to 

reconcile the two and the matter rested until 1710, when La 

Motte was elected to the Acadmie frangaise. There had been 

two vacancies and Rousseau wanted the second one very much, 

but because of the "affair of the couplets," his application 

was unsuccessful. A little after La Motte's election, some 

new couplets, which were much more violent than the preceding 

ones, appeared. It was naturally believed that Rousseau was
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the author and La Faye, a captain of the guard, 
believed it 

enough to issue a public correction of the 
poet. In order to 

clear his name, Rousseau brought suit naming himself 
as de

fendant, but because no one appeared against him, the case 

was dropped and no charges were made. Unsatisfied, Rousseau 

tried to get himself completely exonerated, and in doing so, 

claimed that it was Saurin who had written the infamous coup

lets, Outraged, Saurin filed a counter suit and the contest 

ended in a verdict, which was handed down on April 7, 1712, 

declaring that Rousseau was guilty and was henceforth banished 

in perpetuity from the realm. Rousseau made one official re

turn to France,8 in order to appeal the verdict, but the public 

opinion that made possible a visit was not strong enough 
to 

have him declared innocent, a condition that he had demanded.  

He continued to protest his innocence until his death in 

Brussels on March 16 or 17, 1741. After his death was an

nounced, Rousseau was saluted as one of France's greatest 

poets and an ode was written in his honor by Lefranc 
de 

Pompignan.9 

Rousseau was not the only poet of cantata texts to pro

test, by means of satirical epigrams, the election of various 

people to the Academie franaise. Pierre Charles Roy (1683

8Rousseau returned several times incognito. On one such 

trip, in 1738, he used the name "Richer." 

9MT Amar, "Notice sur J. B Rousseau," Oeuvres de 

Malherbe, Boileau Desprgaux et de J. B. Rousseau (Paris, n.d.), 

pp. 521-523.
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1764), in spite of his prosaic and dry verse, was a success

ful writer of operatic libretti. He produced a quantity of 

satirical verse which he circulated privately, although in 

public Roy usually venerated the subject of his epigrams.  

When he applied for admission to the Academy, Roy was refused 

because of this two-faced attitude, but when the Count of 

Clermont (1709-1771), a concurrent applicant, was admitted, 

Roy reacted with the following epigram: 

Thirty-nine added to nought, 
According to what I've been taught, 
Has never resulted in forty; 
From which I conclude, learned party, 
That having extended a chair 
To Clermont, that ponderous hill, 
The cousin whom Louis holds fa , 
The seat remains vacant still.  

This epigram is said to have led to Roy's death because 

Clermont, who was incensed upon reading it, dispatched his 

servant to thrash him. Since Roy was then eighty-one years 

old, he never recovered from the beating.11 While not every 

writer of the period used this means to satisfy his griev

ances, enough of them did to make it a fairly common practice.  

In all fairness, though, it should be noted that the collected 

works of these authors contain as many epigrams of praise as 

they do of disdain. The purpose of the epigram was topical, 

10J.M.-R.L., "Pierre Charles Roy," Nouvelle Biographie 
GEnerale, Vol. XLII (Paris, 1862), col. F3T 

11 "Pierre Charles Roy," Grand Larousse encyclopediue.  
(Paris, 1964), IX, 424.
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and they were used much in the manner of the now popular polit

ical cartoon.  

Antoine Houdar de la Motte wrote a number of cantata 

poems that were set by Elizabeth Jacquet de LaGuerre and 

Andr6 Campra. He also knew the Duchess du Maine, and was 

one of the poets for her festivals at Sceaux. Trained at 

the College of the Jesuits, La Motte's first stage work was 

the farce les Originaux (1693) which was written for the 

Thg&tre-Italien. He soon left that organization to compose 

operatic libretti and his collaboration with Campra in the 

field of Opera-Ballet was especially successful. L'Europe 

galante (1697) is considered the first example of this genre.
12 

La Motte was involved in a second phase of the famous "Quarrel 

of the Ancients and the Moderns," which had its origin in a 

dispute between Boileau and Charles Perrault (1628-1703), as 

to whether the ancients or the moderns were better writers.  

The position of those favoring the ancients, divested of the 

profuse arguments and side issues, was that there is a natural 

order which exists in all times and in all places. This nat

ural order had been discovered by the ancients and for that 

reason, their works should serve as models for the moderns.  

The moderns, on the other hand, maintained that each era 

must create its own structures and that these would be valid 

only for that time and place. La Motte had a great love for 

12 Paul-Marie Masson, "Les Fetes Venetiennes," Revue de 
Musfcoloaie, XVI (August, 1932), 128, footnote.
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antiquity, although he did not regard the work of the ancient 

poets as a proper model for 18th-century writers. He de

fended pastoral poetry and felt that one should amuse as 

well as instruct. La Motte promoted the use of prose for 

drama and even wrote some odes in prose to which Voltaire 

responded in defense of poetry.13 La Motte applied his ideas 

in a Discours sur Homere, which contained some very critical 

remarks on the poetry of Homer, and followed this with a ver

sion of the Iliad after the translation by Anne Lefevre 

Dacier (1654-1720).14 La Motte grouped the work into twelve 

rather than the twenty-four songs of the original and wrote 

the text in prose. Indignant, me Dacier replied in her 

treatise, Causes de la corruption du gout (1714), to which 

he responded in his Reflexions sur la critique (1715). The 

dispute was arbitrated by Fenelon (1651-1715) in his Lettre 

A l'Acad6mie (1714), and resolved by MT de Valincour (1653

1730) who reconciled the adversaries, over dinner, on April 5, 

1716. La Motte, however, continued to apply his principles 

of writing in various poetic forms.  

Many of the authors of French cantata verses were pri

marily involved in writing prose works for the various thea

ters of Paris, Among them, Thomas l'Affichard (1698-1753) 

was not particularly well-regarded by his contemporaries. The 

13L. Petit de Julleville, Histoire de la Langue et de 
la Litt6rature franQaise (Paris, 1898, p. 17.  

14"Houdar de la Motte," Grand Larousse encyclo6dique 
Paris, 1962), V, 970. La Motte could not read Greek.
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ease with which his name could be satirized probably con

tributed to the popularity of this humorous couplet that 

continued to circulate in Paris for some time.  

Quand l'Affichard afficha l'Affichard, 
L'afficheur afficha la pote sans art.15 

Louis Fuzelier (1672-1752) also wrote mainly for the Parisian 

theaters, He had a great number of works performed at the 

Gait 6, the prcomique, and the Th4Stre-Italien, and in 

collaboration with Le Sage, he furnished works for the th6

Atres de la foire, Because of an injunction obtained by the 

Comedians Franoises, in January, 1709,16 the theatres de la 

foire were prohibited from any performances containing mono

logue or dialogue. They had to resort to marionettes and 

acrobats, Fuzelier is credited with the invention of an 

ingenious system called les 6criteauxl? (signs) through which 

these theaters were able to remain open. Two children dressed 

as cherubs carried onto the stage a large rolled piece of pa

per which contained the name of the character who was to recite 

plus the lyrics of his song. The scroll was unrolled and the 

orchestra played the couplet through once, Then they sounded 

the key note and the audience sang the verses while the 

15Hoefer, "Thomas l'Affichard," Nouvelle Biographir 
Gn6rale, Vol, I (Paris, 1862), col, 3f7W 

16PIerre Daval, La MusiQue en France au XVIIIe Siecle 
(Paris, 1961), p. 195.  

17 Hector Malot, "Louis Fuzelier," Nouvelle Biographie 
G6n6rale, Vol. XIX (Paris, 1862), col, 77. This system was a 
common practice during the period of the injunction and may 
have been simultaneously thought of by several companies,
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character pantomimed. Fuzelier also wrote works for the 

Thjatre frani 4, and from 1744 until 1752, he directed the 

Parisian journal (newspaper) the Mercure de France. Little 

is known of Carolet (died 1739), another author of theatrical 

works, except that the greater part of his work remains un

published and forgotten today. His one-act comedy Les 

aventures de la rue juincampoix was presented at the Th atre

Italten in 1719 and many of his works were performed at the 

theatres de la foire.  

As the vogue for the cantata neared its peak in Paris, 

amateur poets were also attracted to the genre. Several of 

these poetic cantatas were published in the Mercure de France 

without any reference to a musical setting.18 Nicolas Joutn 

(1684-175?) was first a merchant of jewelry but later sold 

his business to become a banker. He was especially known 

for the publication of a great number of pamphlets, in verse 

and prose, directed against the Jesuits. Except for Les 

Tuileries (171?), which seems to be his only cantata, most 

of his lyrical poetry remains unknown.19 Another amateur 

poet, Antoine Ferrand (1678-1719) was a counselor to the 

Court of Aides in Paris. He had a little success in light 

18The editors commonly published the text with the cri
tique of a currently popular cantata, The composer was usually 
identified if the cantata had been set to music, 

19J. Lamoreux, "Nicolas Jouin," Nouvelle Biographie 
Gfngrale, Vol. XXVII (Paris, 1862), col. 50.
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poetry and wrote some pleasant songs and epigrams. His con

temporaries reproached him for too much license in his galant 

poetry, but these poems are not without some grace and beauty.  

Most of his poetry has been published in Pieces libres et 

Poesies de quelQues auteurs stur divers sulets, (London, 1737).20 

The 18th century was a period when noble and upper class 

men were trained in the arts as part of their general educa

tion, Even those trained for the military sometimes produced 

literary works. Louis-Jules-Barbon-Mancini-Mazarini, Duke de 

Niverais (1716-1798) was raised to be a soldier but his health 

proved to be too unstable for the army and so he turned to a 

diplomatic career. Niverais was attached at various times to 

the courts at Rome, London and Prussia. The author of numer

ous pieces of poetry, he became a member of the Acadfmie fran

jajs at the age of twenty-seven. Niverais was especially 

renowned for his translation of Ovid's Metamorphoses and for 

some reflections (in the form of pamphlets) on the genius of 

Horace, of Boileau and of Jean-Baptiste Rousseau.  

Rousseau published a collection of his works in 1712, 

This collection, augmented by his subsequent works, contains 

twenty Cantates franoases.2 1  None of the cantatas in the 

20Hoefer, "Antoine Ferrand," Nouvelle Biographie Gen6
rale, Vol. XVII (Paris, 1862), col.W88 

21 
Jean-Baptiste Rousseau, l'Oeuvres de S' Rousseau 

(Rotterdam, 1712), I, 135-184. A second edition, which was 
published in 1723 in London, was reprinted in Paris in 1743.
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1712 and later editions have any reference to musical set

tings, but Rousseau's cantatas were extremely popular among 

composers and some of them were set several times. Another 

important collection of cantata texts was published by J.  

Bachelier in the Hague, in 1728.22 A continuation of the 

title briefly outlines his purpose in presenting the collec

tion--"containing all those which are sung in the concerts: 

for the use of amateurs of music and poetry." In a lengthy 

introduction, in which he makes several critical comments, 

Bachelier amplifies his statement of purpose.  

The exposition of these pieces of poetry will be 
useful to the amateur of music and to those of 
poetry; the first, by a simple reading of these 
works, will be in better condition to know their 
style, and to render them better in subsequent 
performance; and the second will know much better 
the manner in which the subject is treated, the 
beauty of the verse and the rapport of the music 
with the words, and the attention that one must 
give to the musicians who have works on the same 
subjects although in a somewhat different manner.  
Moreover, foreigners, I mean by this, nations 
other than France or Italy, will be able, with 
the knowledge of this poetry, to work in their 
own languages,. . .23 

Following the preface, Bachelier presents the poetry of 

100 cantatas which were apparently extracted from published 

editions. Twenty-five of the authors are identified only by 

their initials while thirty-five are not identified at all.  

The composers are named for all but four cantatas. Bachelier 

2 2j. Bachelier, Recueil de Cantates (The Hague, 1728).  

23 Ibid., fol. 4v.



108

included all of Jean-Baptiste Rousseau's cantatas in his 

collection and in the preface quotes Rousseau's description 

of the process by which he began to write poetry in that form.  

. The Italians name these small poems cantatas 
because they are particularly affected by melody.  
They have [the] custom of dividing them into three 
recitatives separated by as many airs, this obli
gates them to diversify the meter of their strophes, 
the verses of which are sometimes longer and some
times shorter, as in the choruses of the ancient 
tragedies and most of the Pindaric odes. I have 
heard some of their cantatas and they gave me the 
idea of trying Eto see] if one could not, in imi
tation of the Greeks, reconcile poetry with music.  
But, as I have no other model than the Italians, to 
whom it often occurs, as well as to our French, to 
sacrifice to the commodity of the musicians, I per
ceived, after having made some of them, that I lost 
on the side of the verse what I gained on the side 
of the music and that I produced nothing that 
achieved my purpose, while I had to content myself 
with piling up some poetic phrases, without plan 
nor liaison. It was this that made me come to the 
thought of giving a form to these small poems, to 
reform them in an exact allegory, whose recitatives 
made the body, and whose airs the soul or the appli
cation. I chose from among the ancient fables 
those that I believe the most proper for my pur
pose, because all fabulous history is proper to be 
allegorized: and that manner succeeded for me enough 
to give many authors the desire to work with the same 
plan. It is not proper for me to judge, whether this 
plan is the best that I could have chosen. Nothing 
is so deceitful as a first vogue, for only time is 
able to proy its merit, and to reduce it to its 
just value.  

Rousseau's initial idea was to achieve the perfect 

union of poetry and music that has so long been sought by 

literary and musical men. The exact methods that he applied 

241bid., pp. 5-6. This discussion is an extract from 
the preface written by Rousseau for the complete edition of 
his works: Jean-Baptiste Rousseau, L'oeuvres de S' Rousseau 
(Rotterdam, 1712).
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are unknown, but it is possible that he utilized some of 

the principles established by Le Balf's Academy. Dissatis

fied with the results, because he was unable to achieve the 

perfection he sought, and because of the formal aimlessness 

of his efforts, Rousseau discarded the idea of complete uni

fication in favor of a compromise solution. He turned to 

his classical training and used the lyric poetry of Greek 

and Latin poets for his models. In the cantata, which alter

nates prose-like statements (recitative) with metrical verse 

(air), Rousseau felt that he had achieved his goal.  

Many of the cantatas contain paraphrases of the classical 

myths presented by Ovid (43 B.C.-ca. 17 A.D.) in the Meta

morphoses, and verses patterned after the dithyrambic25 poetry 

of Pindar (ca. 522-443 B.C.). Some of Rousseau's lines are 

also taken from the Latin poets. For example, the line 

"Ta fatale beauty ne le confirmait pap," from Calisto,26 

is modeled after Ovid's line "Foedera servasset, si non 

formosa fuisset."27 

Recitatives vary in length according to the amount of 

time necessary to narrate the events of the poem. Some are 

found with as few as two lines while others may have as many 

25Dithyrambs were wild and emotional choric hymns used 
by the cult of Dionysus.  

26 Jean-Baptiste Rousseau, Oeuvres de lalherbe, Boileau 
Despreau et de J. B. Rousseau (Paris, n.d)Tp.15.  

270vid, Fasti, Book II, verse 161 (London, 1931), p. 68.  
See the English translation by Sir James G. Frazer on page 69.
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as twenty. In general, the recitatives are constructed in 

poetic meters with rhyme schemes of various kinds, which may 

be quite complex when imitating Latin forms. Rousseau pro

duced an interesting imitation of the dithyrambic style in 

his cantata "Bacchus," which he organized in the elaborate 

metrical patterns of Pindaric verse.  

It's you, divine Bacchus, whose praise I repeat: 
Nymphs, stop your noises, and hear my gay song.  

Another has spread to the world, 
The glorious story of Hector's defeat; 

That he in his verses unfurled, 
To the children of Plops, the horrible feat, 
To the god of the vineyards, my praises abound, 

With joy, I give in to your spell.  
With grape leaves, with festoons, my head is crowned.  

In every way I'll serve you well, 
For you alone I want to dwell 
Where festivals of joy are found.28 

The rather elaborate pattern of rhymes in this example is 

a b, c a, c a, d e, d e, e d, and the metrical pattern of the 

original French is 12-12-8, 12-8-12, 12-8-12, 8-8-8. Patterns 

as intricate as this are not extremely common in the French 

cantatas, but Rousseau's imagination was triggered in this 

case by the subject matter, How better to write a poem in 

honor of Bacchus than to imitate the forms and styles of the 

cult of Dionysus. In his setting of this cantata, however, 

Bernier did not preserve the complex metrical organization of 

Rousseau's verse. Instead, he set it as ordinary secco 

28Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
Despraux et de J. B. Rousseau (Paris, n.d.TTpFl. 610
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recitative,29 which resulted in a prose-like meter that ob

scures, somewhat, the poet's original plan.  

Most of the recitatives are based on twelve-syllable 

lines, but the use of internal punctuation and a variety of 

poetic feet often breaks the larger metrical units into a 

variety of smaller elements. Occasionally the poets use 

lines in patterns of two or more lengths such as 12-12-8, 

or 12-6-6. The replacement of a twelve-syllable line with 

two six-syllable lines sometimes seems to be based more on 

the needs of the rhyme scheme than on the desire for a change 

in meter, but the use of one or two shorter lines near the 

end of a recitative is very common. In the second recitative 

of Les Filets de Vulcain, Rousseau uses such a pattern.  

Faible raison, helas! le dieu, plein de fureur, 
Chez l'6poux de VEnus va souffler la terreur.  
Dans un reduit obscur, ignorE, solitaire, 
Ses yeux, ses yeux ont vu...ce qu'il ne peut plus taire.  
A ce discours, Vulcain, de rage possEde, 
N'aspire qu'a confondre une Epouse perfide.  
Malheureux! mais l'hymen fut toujours mal guidE, 

Quand il prit le courroux pour guide.  
Autour de ce rEduit heureux, 

ThEatre oi* les Amours cElabrent leur victoire, 
Il dispose avec art d'imperceptibles noeuds; 
PiEge ott doit expirer leur honneur et sa gloire.30 

This verse contains twelve lines which, except for lines eight 

and nine, are mostly twelve syllables long. The rhyme scheme-

29 Nicolas Bernier, "Bacchus," Cantates frangoises, Book 
III (Paris, n.d.), pp. 64-65.  

3 0Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
DesprEaux et de J. B. Rousseau (Paris, n.d.YT, p613.
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a a, b b, o c, d d, e f, e f--is also common to the epigrams 

of the period. The first eight lines rhyme in pairs, and the 

last four rhyme in alternation. This organization is only 

one of the many rhyme schemes that are found in the French 

cantatas and the third air from the same cantata displays an 

entirely different plan.  

Victimes de leur negligence, 
Mars et VEnus surpris sont la fable des cieux.  

DEjA, tout fier de sa vengeance, 
Vulcain, A ce spectacle, appelle tous les dieux.  DEjA sur cet objet leur troupe se partage; 
Quand tout a coup Momus court A ce dieu peu sage, Et d'un laurier burlesque orne son triste front.  

Tout l'Olympe Eclata de rire; 
Et Vulcain, essuyant mille traits de satire, S'enfuit, et dans Lemnos fut cacher son affront.31 

In this example, the rhymes alternate at the beginning but 

the third pair of lines rhyme with each other, and the final 

two pairs enclose one rhyme with another--a b, a b, c c, 

d e, e d. The length of the lines also follows a different 

pattern--8-12-8-12, 12-12, 12-8-12-12, 

In setting recitatives to music, the composers generally 

treated them like prose statements. Individual lines or 

phrases were rarely repeated and little attempt was made to 

maintain a regular poetic meter. The composers seem to have 

used the meaning of the text, rather than its poetic organi

zation, as the basis for their ideas. They often change meter 

abruptly in the middle of a recitative and after a few measures, 

3 1 Ibid.
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just as abruptly change back to the original meter. 
The 

cause for this and similar practices is almost invariably 

found in a change of the mood of the text. The poetic device 

of antithesis seems to have been more exciting to the imagina

tion of the cantata composers than an imitation of Latin or 

Greek prototypes.  

The airs, on the other hand, have well-defined metrical 

patterns which continue throughout their entire length. They 

may be composed of five-, six-, seven- or eight-syllable lines, 

but will rarely use lines as long as those commonly found in 

the recitatives. The third air from Rousseau's Diane is 

constructed with alternating five- and six-syllable lines.  

Respectons l'Amour 
Tandis qu'il sommeille; 
Et craignons qu'un jour 
Ce dieu ne s'6veille, 

En vain nous romprons 
Tous les traits qu'il darde, 
Si nous ignorons 
Le trait qu'il nous garde.  

Respectons l'Amour 
Tandis qu'iil sommeille; 
Et craignons qu'un jou 
Ce Dieu ne s'6veille. 3 

Airs are normally divided into four-line stanzas but three

or five-line stanzas were also frequently used. Most of the 

airs have three stanzas, of which the third is an exact 

repetition of the first. J,-B. Rousseau acknowledged his 

use of Italian models, including the ubiquitous da cajo aria, 

321bid., p. 604.
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in creating the poetic French cantata, and the repetition 

is always written out in the Rousseau and Bachelier editions.33 

Jean-Jacques Rousseau, in describing the poetic form (see 

page 96), speaks only of airs en rondeau (the French equiva

lent of da capgo aria) and although it is possible that the 

repetition is present in the published poems because of the 

tripartite musical settings, it is much more probable that this 

structure was considered an integral part of their organiza

tion. The rhyme scheme of Respectons l'Amour--a b, a b, c d, 

c d--is one of the most common patterns found in the airs of 

the French cantatas. Occasionally, in order to assist in 

projecting the action of the story, airs were sometimes writ

ten as a single continuous verse of from ten to twelve lines, 

with no repetition. This sort of organization was normally 

used when it was necessary for the air to describe some of 

the dramatic action rather than to simply reflect on what 

had happened. Rousseau chose to use a verse of this type in 

order to project the continuity of action throughout the 

central portion of L.men.  

L'amant de l'Aurore 
Des yeux qu'il adore 
Perd le souvenir: 
La timide Flore 
Craint de perdre encore 
Son jeune Zphyr: 
De sa grAce extreme 
Minerve elle-mgme 
Reconnait le prix; 
Et par sa surprise 

331n the cantatas that were published in the Mercure de 
France, the sign for etcetera (&c.) was often used to conserve 
space.
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Junon autorise 
Le choix de Paris.  

The rhyme scheme of this example is more complex than the 

patterns used for the ternary airs--a a b, a a b, c c d, 

e e d. This sort of air was often through-composed as a 

quasi-recitative with short melodic phrases that parallel 

those of the poem, but they were also set, on occasion, as 

short ternary airs. Fewer internal repetitions were used 

since this device would have the effect of slowing the ap

proach to the dramatic climax. In some cases, the composer 

actually set these airs as accompanied recitative, alternating 

the vocal part with instrumental interludes in a style that 

Jean-Jacques Rousseau called recitative oblig4.35 

Occasionally the poet wrote airs with four or five 

stanzas with no repetitions. These stanzas are normally 

short quatrains with a simple metrical structure. The first 

air of J.-B. Rousseau's Bacchus exemplifies this organization.  

Des dons les plus rares 
Tu combles les cieux; 
C'est toi qui prepares 
Le nectar des dieux.  

La c6leste troupe, 
Dans ce just vant4, 
Boit A pleine coupe 
L'immortal it4.  

3Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
Despr6aux et de J. B. Rousseau TPFis7 n.dTFp.TQ6.  

35Jean-Jacques Rousseau, 'R citatif oblige," Diction
naire de muslque (Paris, 1767), Garnery edition (Paris, 1823), 
IIT1TT215. See the discussion on page 145.
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Tu preftes des armes 
Au dieu des combats; 
Venus sans tes charmes 
Perdrait ses appas.  

Du fier Polyphame 
Tu domptes les sens; 
Et Phebus lui-meme 
Te doit ses accents.36 

Here the rhyme scheme is similar in each stanza. The pattern 

repeats itself but with different rhymes--a b, a b, c d, oc d, 

e f, e f, g h, g h. The length of the lines alternates be

tween six- and five-syllables in a pattern which is a reverse 

of that used for Respectons l'Amour. These small airs were 

generally set as binary structures with internal repeats, 

Verses one and two serve as the text for the first half plus 

its repetition and verses three and four serve as the text 

for the second half plus its repetition. Another popular 

musical organization for these airs was a binary structure in 

which the first two verses served as the text for the entire 

composition. The piece was then repeated with the last two 

verses as the text, resulting in a strophic song, A final 

possibility, although fairly uncommon, was to repeat the same 

eight-bar melody for each of the four verses. Most short 

strophic songs with several verses are found in the parodies 

and in those cantatas which have expansive and general texts.37 

36Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
Despreaux et de J, B. Rousseau (Paris, n.dT.),p. 611 

371n the discussion on form, these have been labled 
"divertimento-like." Other than the use of recitatives and 
airs, they are not closely related to the standard cantata 
form,
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The primary purpose of the recitative is to establish 

the time and setting and to present the dramatic action of 

the story in the form of a narrative exposition. According 

to the most common formula, each of the three recitatives has 

its own particular role in developing the plot. The first 

recitative usually sets the time and place in rather vague 

terms--"Near the humid empire, where Venus was born,"38 or 

"On a desert rock,"39 -- and introduces the basic conflict.  

The second recitative developes the conflict to a point of 

crisis and the final recitative presents its resolution. The 

intervening airs represent the reaction of the protagonist 

(or poet) to the action of the preceding recitative. This 

reaction may be simply a reflection or amplification, but it 

can also represent the anguished suffering or the extreme 

happiness of the protagonist resulting from the past action.  

The final air has a special function beyond reacting to the 

preceding recitative, for it presents the moral lesson to be 

learned from the dramatic conflict. In Circ4,O Rousseau 

followed this formula exactly.  

On a desert rock, the most frightful in all nature, 
Whose arid summit seems to touch the heavens.  
Circ6, pale, forbidding, with death in her eyes, 
Was crying over her disastrous adventure.  
There, her errant eyes on the waves 

Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
Despraux et de J. B. Rousseau (Paris, n.d)pT.608, 

39Ibid., p. 609.  

40 Ibid.
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Seem to follow the wake of the escaping Ulysses 
She thinks she still sees his fleeing heroes; 
And this illusion underlines her disgrace.  
She recalls him with these words, 
Which interrupt her cries and her sobs a hundred times: 

Both the time and place are described in the opening recita

tive which sets the action on a desert rock and introduces 

Circ6 at a point in the myth just after Ulysses has escaped.  

The dramatic conflict is outlined in broad terms. Touched by 

the new sensation of love and feeling the disgrace of rejec

tion, she entreats Ulysses to return. The air that follows 

is her exhortation: 

Cruel author of the trouble in my soul 
With pity, slow down your steps: 
Turn your eyes on this place for a moment; 
And, even if not to partake of my flame, 
Return at least to hasten my death.  

This sad heart which became your victim, 
Still cherishes the love that surprised it; 
Fatal love! Your hatred is its price: 
Is tenderness such a crime, 0 God! 
To merit this so cruel misfortune? 

Cruel author of the trouble in my soul 
With pity, slow down your steps: 
Turn your eyes on this place for a moment; 
And, even if not to partake oftmy flame, 
Return at least to hasten my death.  

In the second recitative, her sadness gives way to anger and 

the crisis is established, She calls forth the powers of 

darkness to return Ulysses to her. During her incantation 

all of nature begins to change and to come to her aid. The 

air continues the description of the frightful aberrations 

of nature.
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It is thus that in regret her sadness is declared; 
But soon, employing the aid of her art, 
To recall the object of her sad love, 
She evokes with great cries all the Gods of darkness, 
The Fates, N&mSsis, Cerbene, Phlag6ton, 
And the inflexible Hecate, and the horrible Alecton, 
On a bloody altar, the frightful pyre is lit, 
The devouring lightning soon consumes it; 
A thousand black vapors obscure the day; 
The stars of the night interrupt their course; 
The astonished rivers return to their source; 
And even Pluto trembles in his dark abode.  

Her terrible voice 
Troubles Hades; 
A formidable noise 
Snarls through the air; 
A frightful cloud 
Covers the universe; 
The trembling earth 
Quivers with terror; 
The turbulent waves 
Roar with fury.  
The bloody moon 
Draws back in horror.  

The final recitative reaches a climax with all of the demons 

of Hell trying to assist Circe, but--"a useless effort." 

The sudden dramatic shift to a quieter context underlines 

the poet's idea that even with all of Circe's magic she could 

not control the god of love. This sort of complete contrast 

was a favorite device of the cantata poets.  

From the bosom of death her black enchantments 
Go to trouble the repose of the shadows; 
The frightful shades leave their dark heavens; 
The air carries far their sharp cries; 
And the winds, escaped from their dark caverns, 
Mix with their clamor the horrible noise.  
Useless efforts! unfortunate lover, 
Your destiny depends on a God stronger than you: 
You are able to make the earth tremble under your feet, 
To unchain fire from Hades to light your anger; 
But your furies will not do 
That which your charms have not been able to do.
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The moral lesson is self-evident. No one can control love, 

but when it is present, even the Seasons stop their cycle.  

It is never by effort that one loves, 
Amour is jealous of his rights; 
He only depends on himself, 
One only obtains it by his choice.  
Everyone recognizes his supreme law, 
Only he understands its function.  

In the fields where winter dissolves 
Flore comes to re-establish her court; 
Alcyon flees before Eole; 
Eole flees him in her turn: 
But as soon as Amour takes wing 
The seasons no longer return.  

In the settings of this poem by Colin de Blamont and 

Morin, the first air is treated plaintively and its form is 

maintained. But the second air, which would appear to call 

for a through-composed setting, is also organized in a ter

nary form by these composers who arbitrarily divided the 

verse in half. Strangely enough, they both set this highly 

charged text in 6/8 meter which almost nullifies its dramat

ic impact. Example 21 shows the first few measures of both 

settings.  

Ex. 21. Two unusual settings of a highly dramatic text.4l 

+tS bnvarc~jLt& 

(a) I o 
S a voits te -Jotd- a -- 1e ttobtes e-frs 

41(a) Frangois Colin de Blamont, "Circ6," Cantates fran
goises, Book I (Paris, 1713), p. 25, ms. 6-10; (b) Jean.  
Baptiste Morin, "Circe," Cantates fraoises, Book I (Paris, 
1706), p. 53, ms. 10-15.
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Morin does try to bring out the meaning of the second phrase, 

"trouble les Enfers (troubles Hades)," by rapidly descending 

to the dominant. But even this device is not very dramatic 

at the "lively" tempo indicated by the composer.  

Morin set the final recitative in two distinct sections 

which follow the sudden change of mood of the text. He used, 

in effect, two recitatives without an intervening air. For 

the same recitative, Blamont carefully increased the tension, 

paralleling that of the text, through the use of a running 

sixteenth-note pattern in the continuo part and a gradual 

rise in the pitch level. He suddenly changed to a slower 

tempo at the point where the text makes its abrupt shift in 

mood and continued in a more lyrical style. The two verses 

of the final air were set by Morin as two minuets with a ru

bric directing that the first be repeated after the second has 

been completed (en rondeau). Blamont set each verse as a 

small binary song. It would have been possible for these com

posers to set the whole air as one ternary structure by re

peating the first verse. Their reason for not doing so is 

the obvious difference in the state of mood between the two 

verses. It is the fifth line of the second verse that forms 

the tenuous connection.
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Occasionally a composer's organization differed some

what from the poet's format. Presumably, these alterations 

were based on the musiciarls interpretation of the text but 

sometimes the reason seems to have been to simply expand the 

number of possible airs. An interesting example of this 

sort of alteration is seen in the three settings of an anon

ymous version of the Act6on legend. The first air is written 

in the normal ternary pattern but the second stanza has a 

change of thought when the concern shifts from Diane to Acton.  

Daughter very wise and very learned, 
Do not show all at one time.  
That which pleases openly 
Never has anything handsome under the blouse.  

Poor Acteon, to what danger 
You are exposed by your fatal desire.  
Diane will know her revenge, 
For she has no knowledge of life's worth.  

Daughter very wise and very learned, 
Do not show all at one time.  
That which pleases openly 
Never has anything handsome under the blouse.  

As set by Barbeau de Gervais,42 it is a regular three-part 

air, but as set by Abeille,4 3 the text is divided into two 

smaller ternary airs. In a third setting, by an anonymous 

composer, 44 the first verse is used as the text of a through

composed air and the second verse is used in a manner 

4 2Barbeau de Gervais, Acteon: Cantate Burlesque, In 
manuscript (Paris, 1710), pp.76-10.  

4' Abeille, Acteon Cantate Burlesque, In manuscript 

(Paris, n.d. ), pp. 7-18.  

44 Anonymous, Acteon, In manuscript (Paris, n.d.), 
pp. 3-6.



123

reminiscent of the ternary principle of the poet's intent.  

The first two lines are set as recitative mesur6 (see page 147) 

while the last two lines are set as unaccompanied recitatives.  

As soon as the recitative has ended, the recitative mesur6 

is repeated forming a small three-part structure. In all 

three cases, the setting of the rest of the cantata follows 

the normal recitative-air organization set up by the poet.  

Because the poet had to describe the setting, introduce 

the characters, produce a dramatic conflict and bring it to 

a climax and resolution within a relatively short formal 

structure, he often had to resort to allusion and symbolism.  

The use of these devices presupposes some knowledge of classi

cal mythology on the part of his readers. Since he could not 

always amplify the allusions for his audience, the poet gen

erally chose those which were fairly common. The personifica

tion of such abstractions as "love" and "death" as well as 

that of the seasons to denote relative states of happiness 

are immediately understood. Some of the allusions are, how

ever, a little more obscure. The first two lines of Rousseau's 

Thetis set the action "Near the humid empire, where Venus was 

born, In a forest consecrated by the misfortune of Atys."45 

The reference to Atys is used to show the general air of 

gloom in this setting. Without knowing that Atys, a young 

45 Jean-Baptiste Rousseau, Oeuvres de Malherbe, Boileau 
Despreaux et de J. B. Rousseau (Paris, n.d.), p. 608.
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Phrygian peasant, had violated his pledge of chastity to 

Cybele, by marrying the nymph, Sangaride, and had suffered 

great misfortune for this lapse, the audience is unaware of 

the extreme unhappiness that the poet is trying to describe 

by this device. An 18th-century opera-goer might have under

stood the allusion, however, for Quinault (1635-1688) had 

used the legend of Atys for one of his libretti.  

Similar allusions to persons or places were topical and 

hence well-known to 18th-century Parisian audiences. Rous

seau's Les Bains de Tomeri46 contains several such references.  

For example, Tomeri was a small village on the Seine near 

Fontainebleau. The fact that the cantata was dedicated to 

"Madame la Duchesse Douairiere" helps to explain the allegory.  

Apparently Tomeri was a favorite bathing place and the Duchess 

was a frequent visitor. In the cantata, she is represented 

by Diane, who arrives with all her retinue and swims in the 

river. The river, then, sings of the refreshment that it 

receives by being touched by her beauty. This not too subtle 

flattery probably gained Rousseau some special favor at court.  

The poetry of the French cantatas exhibits the same 

range of quality as the music. Some of the poets were master 

craftsmen while others were clearly eclectic amateurs, who 

imitated works that had been successful. For the most part, 

Rousseau's formulas were used, but equally skilled writers 

46Ibid*
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also attempted to imitate the style of the ancient poets, 

Phrases and ideas were borrowed from literature, from operatic 

libretti, and even from other cantatas, but this practice 

should not be viewed as the mark of inferiority but rather 

as a characteristic common to all of the arts during the 18th 

century.



CHAPTER V

THE FORMAL STRUCTURE 

The formal structure of the French cantata is manifested 

in a variety of patterns. Rousseau's comment that "cantatas 

are generally composed of three recitative-aria pairs"1 is 

based upon personal observation, but a survey of the composi

tions used in this study2 discloses that around one-third fol

low this format.3 Cantatas which follow this formula far out

number any other single organizational pattern and almost all 

of the others are some rearrangement of this basic concept.  

Using the number of recitative-aria pairs as the delimitation, 

the variants may be categorized according to their relation 

to the prevailing pattern.  

Formal Classification 

Permutations of Three Recitative-Aria Pairs 

This group assumes a central position in the collection 

of French cantatas because of their close relationship to the 

basic formula. The most common variants were made by prefacing 

1Jean-Jacques Rousseau, "Cantate," Dictionnaire de musique 
(Paris, 1767), Garnery edition (Paris, 123T)TIt127-128.  

2These figures are based on the collection of French can
tatas in the thematic catalogue.  

3See Morel, Les Tuilleries (Paris, 1717).

126
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the cantata with a short instrumental prelude or by the addi

tion of an extra air. A few cantatas lack the first recita

tive and could be considered as extensions of a pattern based 

on two recitative-aria pairs. Since, however, the first air 

substitutes for the usual recitative-aria pair, this type of 

cantata functions as a shortened version of the regular three

pair organization.  

A logical extension of the basic formula was also made 

by the inclusion of an additional air plus a prelude, or by 

the inclusion of two additional airs with and without a pre

lude. Fewer works appear with three additional airs and even 

fewer have three additional airs plus a prelude. A single 

cantata exhibits the use of four additional airs and another 

adds a single air and ends with a recitative. Extra instru

mental airs4 are also often inserted somewhere in the center 

of cantatas of this kind. Table 8 shows the numerical rela

tionship of the variants within this group.  

4 These instrumental airs are often dance movements 
which are either stylized or were intended to be danced.
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Table 8. The formal patterns of the French 
are based upon the regular three recitative-aria

cantat that 
pairs.3

Customary form Additions Omissions Number 

Regular three
pair structure 126

Prelude 33

Additional air 22 

Instrumental air 7 

Additional air 
and prelude 6 

Two airs 5 

Two airs and 
prelude k 

Three airs 1 

Three airs and 
prelude 3 

Four airs 

First recita
tive 17 

Last air I

Air and recita
tive 1

WO __ ___M_"am-_ON________ 1 P 

5Out of the 367 cantatas in this collection, 230 (63 
percent) are based upon this pattern. All of the cantatas 
in this table include the basic structure shown in the left 
column. The other two columns show the changes that may occur 
in the regular three-pair structure.
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Permutations of Four Recitative-Aria Pairs 

The extension of the basic three pairs by the addition 

of another pair forms a sub-group whose variants are similar 

to those of the parent. The use of a simple four-pair pat

tern is, of course, the most common within this variety.  

Oddly enough, those which have an additional air form the 

second largest group. Several begin with a prelude and have 

an additional air, but only two of this group have two addi

tional airs and three use this latter combination plus a pre

lude. One cantata was constructed by combining four recita

tive-aria pairs with three additional airs. Table 9 shows 

the variants within this category.  

Table 9. The formal patterns of the Frenc cantatas 
that are based upon four recitative-aria pairs.  

Customary form Additions Number 

Four pairs 15 

Prelude 8 

Air 11 

Air and prelude 5 

Two airs 3 

Two airs and prelude 3 

Three airs 1 

60f the 367 cantatas in this collection, 46 (13 percent) 
are based on four recitative-aria pairs.
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Permutations of Five, Six, Seven and 
Nine Recitative-Aria Pairs 

Only eight of the French cantatas are found in the sub

group which is based on five recitative-aria pairs. Follow

ing the pattern established above, most of them simply utilize 

an additional recitative-aria pair. A single cantata uses 

six pairs and another uses seven pairs with an additional air, 

The cantata that is constructed with nine pairs is really a 

vocal divertimento. Table 10 shows the relationship of this 

group to the basic pattern.  

Table 10. The formal patterns of the French cantata 
that are based upon five,7 six, seven, and nine recitative
aria pairs.  

Customary form Additions INumber 
Five pairs 3 

Prelude 1 

Additional air 2 

Additional recitative 1 

Two airs I 

Six pairs 1 

Seven pairs One air 1 

Nine pairs Three airs plus prelude I 

?Of the 367 cantatas in this collection, 8 (less than 
3 percent) are based upon 5 recitative-aria pairs.
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Permutations of Two Recitative-Aria Pairs 
and of One Recitative-Aria Pair 

Those cantatas that use two recitative-aria pairs as 

their basis represent a truncation of the regular structure.  

They constitute about one-tenth of the total collection and 

exhibit the same varieties as the groups discussed above.  

An even smaller group of cantatas are constructed with 

a single recitative-aria pair. These cantatas are shown in 

Table 11, along with those based on two recitative-aria pairs, 

and those which have a majority of airs.

Table 11.  
that are based 
aria pair, and

The formal patterns of the French cantatas 
upon two recitative-aria pairs, one 9ecitative
those which have a majority of airs,

Customary form Additions Number 

Two pairs 7 

Prelude 5 

Air 5 

Air and prelude 11 

Two airs II 

Two airs and prelude 1 

Three airs 4 

Four airs 1 

Recitative 1 

80f the 367 cantatas in the thematic catalog, 15 
(5 percent) are based on one recitative-aria pair and 46 
11 percent) are based on two recitative-aria pairs.



(Customary form)

Table Il--Continued 

(Additions)

One pair1I 

Additional air 4 

Air and prelude 2 

Two airs 7 

Two airs and prelude I 

Single air 2 

Multiple airs (4-31 airs) 7 

One recitative (4-27 airs) 6 

Four recitatives (19 airs) 1 

Prelude and one 
recitative (4-5 airs) 2 

Prelude and two 
recitatives (6 airs) I 

Larger structures 

Seven cantatas use longer and more varied structures 

which do not fit into any of the patterns discussed above.  

Similar in form to certain instrumental structures of the 

period, they combine recitatives, and vocal and instrumental 

airs in indiscriminate patterns based upon an expansive text, 

In general, the texts of these cantatas do not tell a specific 

story but present instead a series of movements which are

132

(Number)
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related to a general theme.9 Table 12 shows the organization 

of these extended cantatas.  

Table 12. The formal structure of the cantatas using 
longer and more varied patterns.  

Orchestration Formal pattern 1 0 

3 voices, 3 insts. Ovt., A, R-A, R-A, R-A, Duo, A, Minuet1 , 
and continuo RondeauV, H-A, Marchi, R-A, Chorus 

3 voices, 3 insts. Ovt., Sommeil7 , A, A, Chorus, R-A, Chorus, 
and continue Chorus, A, Symphony, Grand Chorus 

Solo voice, 5 Symphonie, R-A, A, Musette, A, A, IMu
insts. and continue setter, II*Musettei, Bruit de Trompettes1 , 

R-A 

Solo voice, 3 Ovt., A, Concerti, A, A, A, A, R-A, 
insts. and continue A, R-Les Oyseauxv, A, Chaconnei 

Solo voice, 4 A, RChorus, A, R-Chorus, Misettev, Inter
insts. and continuo lute1 , Minuet Ii Minuet III, A, A, Min

uet I, Minuet 1I1, Chorus 

Solo voice, 5 Prelude, R-A, Simphonie, A, Simphonle, 
insts, and contiuuo A, R-A, R-A, A, A 

Solo voice, 2 R-A, A, A, A, R, R-A, R, R-A, R, R, R, 
insts. and continuo R-A, A, A, A, R-A 

The similarity of the French cantatas to the entr6e of 

the opera and opera-ballet has been frequently pointed out 

9Brunet de Moland, "Le Destin de Narcisse," Cantades 
et Ariettes Frangoises (Paris, 1708), pp. 43-102.  

A represents an Aria, and R represents a recitative.  
The other movements are all shown by their titles. The titles 
"Duo" and "Chorus" refer to vocal movements, while the titles 
"Symphony," "Overture," and "Prelude" refer to instrumental 
works, The others are marked with a v for vocal and an i 
for instrumental.



and although the resemblance cannot be denied, this descrip

tion does not show the cantata's true function--that of vocal 

chamber music. By considering each recitative-air pair as 

a movement, a comparison can be made between the structural 

organization of the French cantata and the instrumental cham

ber forms of the 18th century. In this way, the normal three

pair pattern becomes analogous to a three-movement sonata or 

concerto. Extensions of the basic pattern by the addition of 

extra recitative-aria pairs are similar to a sonata to which 

extra movements have been added, When an extra aria is in

serted, it is usually tied textually and harmonically to the 

previous recitative-aria pair and may be simply considered as 

an extension to the movement.  

Almost 90 percent (330) of the cantatas are written for 

solo voice and continuo, with various instrumental combina

tions, Twenty-seven use two voices and ten are written for 

three voices. When the cantata is for solo voice and continuo, 

the form is parallel to an instrumental solo sonata, But, if 

the composer has used two voices or a solo voice and instru

ment accompanied by the ever-present continuo, the genre is 

that of a vocal trio sonata. The cantatas that use two instru

ments and voice or three voices, form a quartet with the con

tinuo. Table 13 shows the relationship of French cantatas 

to their instrumental counterparts of the period.
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Table 13. The French cantata in relation to the equiva
lent instrumental chamber forms of the 18th century.  

French cantata Instrumental form 

Solo voice and continuo Solo sonata 

Two voices and continuo 
Solo voice, one instrument 

and continuo Trio sonata 

Solo voice, three instruments 
and continue 

Three voices and continuo 
Two voices, instrument and 

continuo Quartette, quintet, etc.  

About a quarter of the cantatas are written for one of the 

instrumental and vocal combinations in the second category, 

while almost twice as many are written for the combination 

in group three. The scores of these cantatas are normally 

in four parts, that is, voice, continuo and two treble instru

ments. But when more instruments are used, they generally 

either double or alternate with the basic instruments (usually 

violin or flute). Table 14 shows the various combinations of 

instruments and voices that were utilized by composers of 

French cantatas.
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Table 14. The various instrumental and vocal combinations utilized by composers of French cantatas. A continuo part is present except in a very few cases.  

With or without instruments 

Solo voice Two voices Three voices 

330 27 10 

Without instruments 

Solo voices Two voices Three voices 

98 21 4 

With instruments 

Solo voice and Solo voice and two or more instruments 
one instrument 

81 151 

Instrumental organization only 

One instrument Two or more instruments 

86 158 

A special group, already discussed as larger combina

tions that do not fit into the classification based on recita

tive-aria pairs, is also analogous to certain instrumental 

forms. The instrumental serenade or divertimento was similar

ly constructed by joining any number of movements in no parti

cular order. The movements are usually in the same or closely 

related keys and alternate in a fast-slow pattern. Composers 

of vocal chamber music also used the title "divertimento" to
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describe a loosely connected collection of recitative-aria 

pairs, independent airs, and instrumental pieces. Even though 

the cantatas of this group do not always carry a subtitle 

designating them as divertimenti, this term best describes 

their organization.ll 

The titles "concert" and "idylle" were often used for 

compositions that bear a strong resemblance to divertimento

like French cantatas. No discernible pattern can be found 

between any two works which use these titles, except that 

they are also constructed of recitative-aria pairs, individual 

airs and instrumental. pieces. By using titles such as "diver

timento," "idylle," and "concert" for large, loosely organized 

structures, and by reserving the title "cantata" for more 

tightly organized formal patterns with texts that relate spe

cific stories, the composers seem to be making a definite 

distinction between the two styles. But as in all periods, 

there were occasional situations where the clear distinction 

was not maintained and compositions which were related to the 

"divertimento," "idylle" and "concert" were classified as can

tatas. It is in this sense that the term "cantata" continued 

to be used in the second half of the 18th century and through

out the 19th cenuury, 

lee Nicolas Bernier, "Apollon, La Nuit et Comus," 
Cantates Fran olses, Book V (Paris, nod.), PP. 1-53.
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The Recitative 

Recitative is, as the name implies, an attempt to imi

tate musically the inflections of speech. It is used pri

marily for texts of a narrative character, especially in 

opera and related forms, where it describes the dramatic 

action. In this way, it forms the transition from one aria 

or ensemble to another. Functioning as a declamatory rather 

than a purely musical device, recitative is normally set 

syllabically with many pitch repetitions to parallel the 

speaker's limited range of intonation. Imitation of the 

irregular rhythm of speech can be seen in the use of short 

groups of fast notes mixed with patterns which employ notes 

of longer durational value.  

Rousseau insists that the best recitative is that which 

most closely approximates speech1 2 and he amplifies this idea 

with comments on the musical fitness of various languages.  

Without identifying any specific language, Rousseau estab

lished a general polarity between their suitabilities for 

setting as recitative, separating them by degree of accent 

and melodiousness. He further points out that recitative 

should be performed freely so that the accents and patterns 

of speech may be emphasized.  

12Jean-Jacques Rousseau, "Recitatif," Dictionnaire de 
musique (Paris, 1767), Garnery edition (Paris, 1823), II, 207.
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The composer, by notating the recitative in a 
determined number of measures, has the purpose 
only or fixing the correspondence of the vocal 
part with the continuo part, and to indicate 
as much as possible how one should mark the 
quantity of syllables, to cadence, and to stress 
the verse.13 

Donald Grout and Willi Apel establish two basic varieties 

of recitative, and mention a third, which developed in France 

under Lully (1632-1687).l4 The first of these styles, the 

secco recitative, was used for about half of the recitatives 

in the French cantatas, with the remainder divided equally be

tween the accompanied recitative and the recitative mesur.  

Although all three varieties of recitative fulfill a narrative 

function, the organization and effect of each is somewhat 

different.  

The Secco Recitative 

The so-called "dry" recitative is accompanied only by 

the continuo and receives its descriptive title from the avoid

ance of the expansive and symmetrical melodic patterns of the 

airs. Imitating as closely as possible the accents of speech, 

this type of recitative is the freest rhythmically. The com

poser's metrical organization was meant to be used as a guide 

rather than as absolute dictum. In the French version of 

secco recitative, rhythmic patterns were carefully organized 

13Ibid., p. 208.  

14Donald Grout and Willi Apel, "Recitative," The Harvard 

Dictionary of Music (Cambridge, Mass., 1944), pp.679-30.
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so that through the use of slight pauses, accelerations and 

ritards, they would approximate the desired speech patterns.  

The text "Mortels gui 1'1aver tvainement uiete, 

forms the beginning of the third recitative of Bernier's 

Prot6e.15 Its twelve syllables are accented unevenly with 

the stress falling on the last syllable of each word. Using 

the common symbols of arsis (') and thesis (/), the line is 

scanned In this manner: / In order to imitate 

the rise and fall of the pattern of inflection, Bernier used 

a parallel rise and fall of pitch. Even the contour of the 

speech pattern is maintained by describing in pitch the arch

like structure of the phrase. The excitement of the state

ment is imitated by the quick leap of the first interval and 

the gradual descent to a partial close imitates the pause for 

breath before going on.  

Ex 22. A typical secco recitative setting of a poetic 
phrase.  

Because the poets of French cantatas habitually wrote 

their recitatives in phrases of unequal length, the composers 

15Nicolas Bernier, "Protee," Cantates flangflses, Book 
II (Paris, n.d. ), p. 9.  

lThe symbol in parentheses refers to the normally mute 
f inal e of the French language which is pronounced in musical 
settings, 

lBernier, _gp. _cit.



used frequent meter changes to imitate the resultant ever

changing accentual patterns. Rousseau states that the Ital

ians generally used a single meter throughout a recitative, 

organizing the patterns within its context. But the French, 

more typically, preferred to change the meter as dictated by 

the number of syllables and accentuation of a particular 

line.18 

The recitative "C'etoit dans des Jardins charmans.." 

from Dupuit's Le Boyuet,1 9 is constructed with accentual 

patterns of varying lengths, Its scansion clearly exhibits 

the problem of trying to set prose texts in regular patterns-..  

In order to maintain the flow of the accents and to accomo

date the difference in phrase lengths, Dupuits changed the 

meter from duple to triple. Example 23 shows the first 

half of this recitative exactly as it appears in the original 

edition, 

Ex. 23 The use of meter changes in French secco 
recitative.  

AP 

18fRousseau, p . cit,, pp. 208-209.  

19Dupuits, Le Bouquet (Paris, n.d.), p. 3.  

2 0Ibid., ms. 11-19.
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Notice that Dupuits chose to give weight to the final e of 

Epire and Themire, in each case making it similar in stress 

and duration to the preceding long syllable. This compromise 

to the musical demands allows a stronger cadential pattern 

and is a common practice among the French composers of vocal 

music. The normally accented final syllable of amour is 

elided in order to break the metrical pattern. A continua

tion of the use of the anapestic foot which begins the phrase 

would have destroyed the forward flow and excitement of the 

sentence by giving it a sing-song rhythm.  

The figured-bass in Example 23 is typical of that used 

in the secco recitative. Consisting largely of longer note 

values which outline the harmonic progression, the figured 

bass of a pecco recitative exhibits occasional short melodic 

patterns (ms. 6) which convey urgency or emphasis. The im

portant cadences (ms. 8 and 9) are usually defined through 

the use of faster note values with a corresponding quicken

ing of the harmonic rhythm.
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The length of the secco recitative varies according to 

the amount of dramatic action it represents. When the com

poser set a very long text as recitative, he generally com

bined sections of secco recitative with sections of recitative 

mesur6 in order to relieve the monotony which would otherwise 

have resulted, Recitatives of this sort include as many as 

forty-five measures. If the action was described in a few 

sentences, the composer preferred to set the entire recitative 

in the secco style and recitatives of this sort include as 

few as seven measures of common time. The normal length of 

sections of purely secco recitative is from ten to twenty 

measures, 

The Accompanied Recitative 

Recitatives accompanied by one or more instruments, in 

addition to the figured-bass, are, of course, found only in 

the cantatas which use instrumental accompaniment (about two

thirds of the total). But, even in these, the accompanied 

style of recitative is not used exclusively. Because of the 

recitative's rhythmic freedom, the accompanying parts are 

usually very simple, paralleling the longer note values of 

the figured-bass of an unaccompanied recitative. The bass 

of the accompanied recitative, itself, is generally more 

melodic than that of secco recitative. Rousseau points out 

that "sostenuto" should be written at the beginning of all 

the instrumental parts, especially the bass, if the composer



wants the notes to be held to their full value. If this 

rubric does not appear, the instrumentalists would detach 

the notes as in ordinary recitative.21 "Te verrai Se toujours 

sombre, . . ." from Stuck's Cantata IV,22 shows the simple 

structure of the accompanying instrumental parts (Example 24).  

Ex. 24, A typical accompanied recitative. 2 3 

Tea ve-ri leto j4A .1- 5 5o"- 6 Ve 1tr'ijfte e et .1eLeI U 

It should be noted that it is not always possible to imitate 

prose rhythms exactly in accompanied recitative because of 

the need to keep the parts together. Rousseau comments that 

"when the accompaniment is measured, this forces the recita

tive to also be measured."24 For this reason, the rhythmic 

patterns of both the vocal and figured bass parts of this 

style of recitative are not quite as free (that is, elastic 

or varied) as those of secco recitative. A scansion of the 

21Jean-Jacques Rousseau, "Recitatif accompagn6," Diction
naire de musique (Paris, 1767), Garnery edition (Paris, 1823), 
II, 213, 

22 Jean-Baptiste Stuck, "Cantate IV," Cantates Fran

ooises,Book I (Paris, 1706), p. 48.  

23Ibid., ms. 1-4. 2 4 Rousseau, p. cit., p. 241.
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second recitative from Dupuits' Le Retour de 1Mars25 shows 

its pattern of accentuation: "Aprqs avoir ravg Mille fameux 
hazards, couronnS de lauriers des mains de la victoire Louis, 

g.ous.le~s traijs _du dieu ars, Revient gcouvert d'unne Immortelle 

lore. .. oil" Dupuits had to alter the normal pattern in 
order to use an accompaniment for the recitative, Example 25 
shows the somewhat irregular organization of the prose accents 
of this passage, 

Ex. 25. An accompanied recitative wit slightly unnatural organization of the prose accents. y 

as Recitat if 2bi,27 that use accompaniment but are basically 

25Dupuits, L.e Retour de Mars (Paris, n.d.), p. 8.  
2Ibid. , ins. 1-5.  

27Jean-Jacques Rousseau, "Recitatif Oblige," Dictionnaire de u (Paris, L?67), Garnery edition (Paris, 1823), nIr 
24 261i . s.15
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unaccompanied, that is, the instruments alternate with the 

vocalist rather than actually accompany him, This sort of 

obligato recitative usually describes a storm, a battle or 

a similar situation which tends toward violent emotions.  

The first recitative of Monteclair's Le Retour de a Paix 28 

describes the battle which precedes the peace referred to 

in the title. Accompanied by an unusually large orchestra, 

the recitative follows a short prelude which is full of bust

ling activity, This fanfare-like style of the prelude is 

continued in alternation with the vocal portion of the recita

tive whose phrases are organized in regularly recurring rhyth

mic patterns. In imitation of a trumpet, the vocal melody 

simply outlines the D major harmony for four measures before 

breaking the pattern: a device which cleverly integrates the 

vocal and instrumental parts of this martial piece. Example 

26 shows the first portion of the recitative.  

Ex. 26. An accompanied recitative that dis ays alternation between the accompaniment and the vocalist, 

cont.  

28Michel P. de Monteclair, "Le Retour de la Paix,"' 
Cantates Frgn8oises, Book I (Paris, n.d.), p, 76-77, 

29 Ibid., p. 76, ms. 12, and p. 77, ms, 1-8,
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Several obligato recitatives carry descriptive titles such 
as Bruit de Guerre or Bruit de Trompettes, but in general, 
there is no special designation. Their quasi-melodic style 
and regular thematic structure gives them some of the characteristics of the aria, but it is impossible to mistake the 
composer's intent in Presenting his exposition of the extreme 
agitation engendered by the poet's text.30 

The Measured Recitative 
Rousseau defines Hcitatif mesur6 as a sub-type or 

ordinary or seco recitative but insists that the two words 
are contradictory, Recitative normally follows the prosody 
of the text and is not measured precisely so that a vocal' 
composition in which the rhythm is not based directly on the 
prose accents cannot be considered recitative,31 There are 
times, however, when the text suddenly becomes tender and 

30Jean.-Jacques Rousseau, "R citatir accompagn6,"-Diction.  
naire de musIque (Paris, 1767), Garnery edition (Pars, 18i2I II, p,.215. Rousseau considered this style the most energetic of all "modern" music, 

de 31 eanJacques Rousseau, "Rdctatif mesur6, 4Dictionnaire 
d gqe (Paris, 1767), Garnery edition (Paris, IB~TTr244



reflective. In order to capture the poetic effect of this 

sudden change of mood, the composer generally set that portion 

of the text in an aria-like style. These sections are analo

gous to little airs or ariettes because of the use of symmetri

cal phrasing, some melodic repetition, and above all, because 

of their precise rhythmic structure. When this effect was 

used as part of the recitative, the composer directed that 

it be performed mcsur4, or in exact accordance with the no

tated rhythmic values. When the reflective mood of the text 

changed back to straight narration, it was set as ordinary 

recitative, Passages of recitative mesur6 are sometimes quite 

long, containing as many as forty-five measures, but some ex

amples have as few as five measures of common time. Because 

of its aria-like nature, the recitative mesurS is often ac

companied while the recitative, of which it is a part, remains 

secco. Rousseau specifies the usual accompanying instruments 

as flutes or cors de chasse.32  In the cantatas, the accompany

ing instruments are those used in the scoring of the entire 

cantata--usually violins or flutes.  

The recitative "C'etoit dans des jardins charmans., ,"33 

(the beginning of which may be seen in Example 23) ends with 

five measures of mesur6. The mesurS section, plus a few bars 

of the preceding recitative, is shown in Example 27. In this 

32
,Ibid , 

33Dupuits, Le Bouqut (Paris, n.d.), p. 30
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instance, there are no accompanying instruments, but the 

change of style is quite evident, 

27. A measured recitative following a secco recita
tive.3 

5a Nvas pI ouk cet a-vmamt eas--se" -tie, qpellues ilettFS le

-iJL ftP 

~~IiiT r I c"' iir-Fh4i~
vn -i - -si -s 51 t -yee fa i e ,des 'na/- hetiwj.  

Longer examples usually exhibit melodic repetition. Since 

the asymmetrical meters of the text do not usually allow sym

metrical musical patterns, a requisite of melodic repetition, 

the recitative mesur6 is often through-composed, 

The Air 

Rousseau describes the air, as it was known in the 18th 

century, in a long article in the Dictionnaire de musigue.  

Air--A melody that is adapted to the words of a song 
or a small piece of poetry that is appropriate to be 
sung, and by extension, the song itself is called 
air, 

In opera, the name air is given to all measured mel
odies to distinguish them from recitative, and gen
erally any complete piece of vocal or instrumental 
music forming a melody is called an air, whether or 
not this work makes an entire piece by itself, or is 
able to be detached from the whole, of which it is 
part, and be performed separately, 

34 _Ibid., ms, 23-28,
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If the subject of the melody is divided between two 
parts, the air is called a duo, if between three a 
trio, etc. , ,* 

The words of these airs are not always connected and 
are not recited like those of the recitative; al
though usually rather short, [airs] are cut up, repeated, and transposed at the will of the composer: 
they do not create a narration that moves ahead; 
they elaborate on a tableau. , , and the different 
phrases of the air are [analogous to the] many ways 
of looking at the same picture. . * 

The forms of the airs are of two kinds. Small airs are ordinarily composed of two reprises; but the grand airs of the opera are most often "en rondeau." 3 5 
The two types of airs that Rousseau mentions are commonly 

called binary and ternary today. These forms were standard

ized during the 17th century and quickly became the more 

popular formats for chamber music as well as for larger genera, 

Throughout the late 17th and entire 18th centuries many formal 

plans were used, but they were almost all derived from one of 

these two basic structures. Beyond their primary division 

into two or three sections, they each contain several elements 

which are the direct opposite of one another. In order to 

see this principle more clearly, the characteristics of each 

have been listed in Table 15. These lists represent the 

simplest possible binary and ternary structures. When ele

ments from both lists are combined, the resultant form fits 

somewhere in between the two extremes and is explained in 

terms of the basic structure it most resembles.  

35Jean-Jacques Rousseau, "Air," Dictionnaire de musique (Paris, 1767), Garnery edition (Paris, 1023y), pp. 35-60g
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Table 15. The basic characteristics of simple binary 
and ternary forms.  

Binary form Ternary form 

1, two parts 1. three parts 

2. open (first section 2. closed (first section 
ends on a cadence ends in the tonic) 
chord other than the 
tonic of the home key) 

3. each section repeated 3. no (or inconsistent) 
internal repeats 

4. no or little contrast 4. definite contrast be
between the first and tween the first and 
second sections second sections 

5. no return to the first 5. return to the first part 
part 

For example, a form which consists of two parts, the first of 

which ends in the dominant, and has internal repeats, but 

presents a brief statement of the opening material in the 

tonic key at the end, is commonly called rounded binary. With

in the sections of both forms, the organization of motives and 

phrases is similar and is found in a variety of patterns. The 

sub-structures of the airs in the French cantatas are of two 

basic types. The first consists of the development of a sin

gle motive or phrase, and the second consists of the arrange

ment of phrases into larger structural elements, When two 

phrases complement one another, they are analogous to a clause 

in language, that is, they go together to form a more or less 

whole thought. Clauses may be combined to form sentences 

which are balanced (symmetrical) or unbalanced (asymmetrical),
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Similarly, the sentences may be combined into binary formal 

structures that are symmetrical, that is, with balanced halves 

(in terms of length) or asymmetrical structures consisting of 

unbalanced halves.  

The Air en rondeau 6 

The airs of the French cantatas are, like those of 18th

century opera, almost entirely in ternary form, that is, the 

first section is followed by a contrasting section, after 

which the first section is repeated in its entirety. In these 

airs, the contrasting section normally exhibits a change of 

key (usually toward the dominant or relative major) and short

er phrases which give the impression of agitation. In prac

tice, the airs are rarely written out completely but instead, 

use the rubric reprIse or comme _xy dessus and signs of con

gruence (%). occasionally, the Italian rubric da capo al 

fine replaces the French terms, The copyist almost always 

writes out the first words of the reprise at the end of the 

second section so that the performer will make no mistake in 

returning to the first section. In some cases, no signs are 

used, but an examination of the harmonic structure proves 

the necessity of repeating the first section and the change 

of mood that signals the beginning of the second section 

36The French term for a ternary air in which the per

formers go back to the beginning and repeat the first section 

is "en rondeau."
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locates the true end of the air. Figure 4 shows the diagram 

of a typical air en rondeau from a French cantata.  

Fig. 4. A diagram of a typical air en rondeau.37 

Plaurrse36 Y. ( " ( I s.) ( SbnS.) 118 
Be-ibone 0 j Ftst Seactiow Rt. Coytrashnc Sc. 1Rsonse -.  

A Aa 
Strbtrea a. lb U a~atal a.3 al 

Key t Fi 1 1 1 r 1At Evi5l1 t1 jW# 

Le Caff4 is one of the variety mentioned earlier as 
belong

ing to the group of vocal trio-sonatas, and its ritornelles 

are performed by the solo violin and the continuo. When 

there is no additional instrument, the ritornelles, which 

are usually present, are performed by the continuo alone.  

The upper case letters represent the sections of the air 

and the lower case letters represent the phrase structure 
of 

each section. The first section consists of two basic phrases 

(a) and (b) which are repeated with minor variations 
in this 

order: a b b a b b. A secondary division of the phrases, 

based on the tonality of each, is represented by abb--abb.  

The first phrase, (a), is in f# minor and the two phrases 

that follow are in the relative major. The repetition of (a) 

37Nicolas Bernier, "Le Caff4," Cantates Franoises, 

Book III (Paris, n.d.), pp. 45-50.
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is in the minor dominant, or c# minor, and the two remaining 

phrases return to the tonic key. The resultant formal pat

tern is a musical sentence which is extended symmetrically in 

each half by the repetition of the (b) phrase. The contrast

ing section (B) is comprised of five variants of phrase (a) 

in what amounts to a development in the dominant key. Ex

ample 28 presents the opening measures of both the first (a) 

and contrasting (b) sections of the air.  

Ex. 28, Fragments of the first and contrasting sec

tions of "Favorable liqueur,"38 a typical example of the 
air en rondeau.  

bid.L, (a) p. 46, is. 12-18; (b) p. 48, n. 23, and 

p. 49, ins, 1-6.
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Other, more regular, musical sentence structures are also 

found in the first section of the airs en rondeau, A simple 

sentence usually forms the basis of (A), but it is normally 

extended either symmetrically or asymmetrically by repeti

tion. The developmental character of the second section (B) 

is usually exhibited, but the thematic material does not always 

adhere as closely to material from (A) as Example 28. In many 

compositions, the composer either presents a derivative 

theme, or fragments material from (a) and (b) in the contrast

ing section.  

The Two-Part (Binary) Air 

Binary structure is found in only a small percentage 

of the French cantatas, It was apparently not favored as 

much as the air en rondeau because of its internal repeats and 

because of its shorter length, Each of the two sections is 

usually a repeated musical sentence, the first of which starts 

in the tonic and modulates to the dominant or relative major.  

The second section returns gradually to the tonic key, The 

first air from Monteclair's la Badine exemplifies the small 

binary structures found in the French cantatas (Example 29).  

The poem, typical of those which are set as binary airs, 

consists of a simple quatrain. The poems of airs en rondeau 

are usually twelve lines long with the first quatrain used as
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the text of the first section (A) and the second quatrain, 

the text of the contrasting section (B). 39 

Ex. 29. The air in binary form.0 
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Example 29 was probably set as a binary air because 

of the light and airy quality of the poetry. There is no 

change of concept in the second quatrain which would support 

the change of mood usually present in the second part of an 

air en rondeau. Many of the two-part structures have two 

or more verses and are therefore strophic, and in these cases, 

the setting was dictated by the formal organization of the 

3The third quatrain is a repetition of the first.  
4 0Michel P. de Montclair, "la Badine,'" Cantates Fran

ieC Book I (Paris, n.dl.), p. 214V, is, 1-16.
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poetry. Occasional airs in binary form do not have internal 

repeats but are constructed with musical sentences comprising 

each half. They still use, however, the basic harmonic out

line that is shown in the example described above.  

Smaller Forms 

Simple one-part forms are often found in the parody 

cantatas but rarely in the other varieties. The poetry of 

these short airs is usually in the form of a couplet or series 

of couplets sung to the same melody, that is, strophic, As 

used in the parodies, the melodies were borrowed from various 

sources including currently popular cantatas or operas and 

folk songs. Since the composers' intent was to set a short 

comic text to well-known music, they did not develop the airs 

to any great extent. Instead, they simply presented one air 

after another without an intervening recitative. In the 

single set of spiritual parodies,4l the intent was one of 

piety rather than humor, but the organization was the same.  

Nicolas Grandval used a number of diminutive airs in his paro

_______ 42 
dy La Matrdne dEphese,4 one of which is shown in Example 30, 

This air is through-composed, but some of these diminutive 

airs display phrase structures similar to binary (a-b-c-b) 

and a number are constructed as single eight-bar structures 

(a-b).  

klSee Anonymous, page 243.  
42 Nicolas Grandval, "La MatrAne d'Ephese," Six Cantates 

serieuse et comiques (Paris, n.d.), p.82.
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Ex. 30. An example of a short one-part air.4 3 

ba bO V).e-s-e, 13 . -es ftlu -ie. , COes a vo r

The Ariette 

Ariette is the diminutive form of the French word air.  

As such, it refers, in general, to shorter and less well 

developed airs en rondeau. The first section is usually six-.  

teen measures in length with the contrasting section about 

half as long. The ariette (Figure 5) generally differs from 

the air en rondeau only in size, 

Nicolas Grandval, La Matrone d'Ephese (Paris, n.d.), 
p. 82, is, 1-16,
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Fig. 5. A diagram of a typical Ariette. 4 4 
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Short pieces in binary form are also sometimes entitled 

"Ariette" and a few ariettes are through-composed.  

Instrumental Airs and Ritornelles 

Those composers who wrote cantatas with instrumental 

accompaniment commonly introduced the arias with instrumental 

ritornelles. The entire ritornelle or a recognizable part 

of it also signals the repeat of the first section (see Figure 

4, page 153). From sixteen to twenty-four measures in length, 

the thematic material of the ritornelle usually forecasts the 

vocal theme. In a few cases, the performers are directed to 

simply play the first eight measures without the vocalist and 

then to begin again, without pause, with the Vocal part added, 

Bernier's air "Favorable liqueur" (see Example 28, page 154), 

begins with an extended ritornelle of twenty-six measures.  

Example 31 shows its introductory character.  

44 Andr4 Campra, "Hebe," Cantates Frangoises (Paris, 1708), 
pp. 15-18.

. - -- , %& %F 9ke I % o
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Ex. 31. The firs portion of a ritornelle which forecasts the vocal theme,25 

Other short interludes are commonly used in the vocal airs 

as a change of color, as an extension to achieve a symmetry 
not in the line of text, or to echo the preceding phrase for 
added emphasis, These interludes almost always share themat

ic material with the vocal part and are, in effect, extensions 

of the ritornelle principle, 

Instrumental preludes are used to introduce entire 
cantatas just as ritornelles are used to introduce vocal airs.  

They differ from the latter, however, in that they rarely 

share thematic material with any other part of the cantata to 

which they are attached. Usually constructed as independent 

pieces, the instrumental preludes display several formal vari

eties. Some are through-composed, but, in general, they use 

a rounded binary form, Like the small airs described above, 

45Nicolas Bernier, "Le Caff4," Cantates Francoises Book III (Paris, n.d.), p. 45, Ms. 1T-23



they may be formed in symmetrical or asymmetrical musical 

clauses and sentences. The prelude to Bernier's Le Caff6, 

Example 32, shows an interesting extension of a single six

bar structure, 

Ex. 32. An example of an instrumental prelude.46 

9 aC-ie1Asewi cid 

The instrumental airs that occur within the cantata can 

be classified in two basic varieties. Characteristic airs are 

those which describe some scene or natural event. Bearing 

descriptive titles such as T e and fruit _de Guerre, these 

airs generally imitate the noise and confusion that their 

titles suggest. Their formal design is often f airly simple, 

consisting mostly of fanfares which gain in momentum through 

the addition of imitative parts. A favored rhythmic pattern 

consists of an eighth note followed by two sixteenth notes 

( ). This pattern is usually repeated several times, 

4 6Ibid., p. 44, is. 1-8.
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achieving a pyramid effect as additional parts enter (Ex

ample 33).  

Ex. 33. The beginning of "Bruit de Guerre,"" a typical characteristic air.  
jywolnsj 

-

Basse towtinue.  

The violins in Example 33 imitate the martial trumpet calls 

that are evocative of the battlefield.  

Dance movements form the second variety of internal 

instrumental airs in the French cantatas. These, in turn, 

can be subdivided into two closely related groups: those 

which are stylized versions of dance movements similar to 

those of Baroque dance suites, and those which were actually 
meant to be danced, By far, the majority of these airs be

long to the first category, with only the few cantatas designed 
as entries using them as dance accompaniments. Campra's Les 

Festes Vdnitiennes includes the cantata "L'Anour saltinbanque" 

which, in turn, contains two dance pieces. The "Air des 

Polichineles" and the "Air des Espagnols"48 are each composed 

of two separate sections. The stylized dance movements, of 
which the musette is the most popular, are generally composed 

4 7Elizabeth Jacquet de la Guerre, "Le passage de la Mer Rouge," Cantates Fran oises sur des sujets tirez de l'Ecriture (Paris, T7VW),5. 3,ms7l-~~~ 
48 Andr6 Campra, "L'Amour saltinbanque," Les Festes 

V6nitiennes (Paris, 1731), p. 41.

ad
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in binary form and exhibit all of the characteristics of 

their counterparts in the suites of the period, Example 34 

shows the beginning of a musette with its typical drone bass.  

Ex. 34, 4he beginning of a typical instrumental air in 
a dance form.  

Gralicuse-net -Savs lftvteuvv 

The musical forms that were used by the cantata com

posers depended to some extent on the structure of the poetry.  

Within this limitation, however, the formal structures of the 

cantatas axe typical of the 18th century. Their composers 

neither expanded upon the standard procedures nor did they 

create any new and startling formats. Instead, they worked 

within well-established guidelines to create charming and 

entertaining works of an intimate nature.  

4 9Laurent Gervais, "Le Jour," Cantates Frngiss, 
Book I (Paris, 1727), p. 34,



CHAPTER VI

PERFORMANCE PRACTICE 

Ornamentation 

Ornaments were an integral part of the music of the 

17th and 18th centuries and were performed whether or not 

their use was indicated by the composer, The performer could 
also omit an indicated ornament or move it to a more musical 
position.1 The selection and placement of the ornament to be 
used varied according to the country, the period, and the per
forming medium. Certain ornaments, while suitable for one 

instrument, would be very difficult for another, and might be 
absolutely impossible for the voice.  

Many Graces may be good and proper for a Violin that would be very improper for a Hautboy .  Likewise it is wrong j for the Voice, (which should serve as a Standard to be imitated by Instruments,) 
to copy all the Tricks practised on the several 
Instruments.2 

In instrumental music, the performers were directed to perform 

similar ornaments in the same manner, 

1Jacques Martin Hotteterre, Principes de la flute trav
ersiere (Paris, 1707), p. 18, "It is not necesary to point out that trills are not always marked in musical places." 

2Pier Francesco Tosi, Opinioni, English translation (London, 1742), p. 159, cited by Robert Donington, The Interpretation of Early Music (London, 1963), p. 115.

164
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If one player makes a grace in a trio, the other, 
if he has the opportunity, as he should have ,to 
repeat it, must execute it in the same way.) 

It was also necessary for performers in vocal-instrumental 

combinations to imitate the tonal color, phrasing and general 

style of the leading instrument or voice.  

If a flautist has to play in concert with a vocal 
part, he must seek to match it as much as possible 
in tone quality and manner of execution. He must 
vary nothing except where imitations give the oppor
tunity to do so. The graces must be of a kind that 
the voice can imitate; hence extensive leaps must be 
avoided. *0, , 

According to Quantz, pieces written in the French style were 

especially good for beginners, whereas the Italian style was 

more difficult: 

. so that he may learn to play an air in a 
cantabile and nourissant manner, that is, with the 
melody sustained Lhe should choose] French pieces, 
or those composed in this style, [which] are much 
more advantageous in this respect than Italian ones.  
For pieces in the French style are for the most 
part pices caracterises, and are composed with 
appoggiaturas and shakes in such a fashion that al
most nothing may be added to what the composer has 
already written. In music after the Italian style, 
however, much is left to t e caprice, and to the 
ability, of the performer.) 

For the most part, the French composers were careful to place 

signs of ornamentation in such a way as to be more certain of 

their execution in performance. There were a few, including 

3Johann Joachim Quantz, On Playing the Flute, trans.  
by Edward R. Reilly (New York,~~19&6)fp.rn02.  

4lbid., p. 203.  

5Ibid., p. 113.
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some of the composers of the French cantatas, who gave more 

freedom to the performer in his choice and placement of the 

ornaments.  

The signs of ornamentation used by the cantata composers 

fall into five main categories.  

Table 16. The signs of ornamentation used by the com
posers of French cantatas.  

I. + ATrill or ensral sivn 4Pt%-

II. ii rr VAA 

V V A ^A 

III. AA -w -4 

IV

v.

mentation.  

Terminated trill, 

Passing appoggiatura (coul& or 
coulement).  

Appoggiatura (gn-de-voix), upper 
or lower auxiliary (accent) when 
placed between notes.  

Double appoggiatura.  

Trill and mordent.  

Usually mordent but sometimes trill.  

Arabesque.6 

Turn.

Of these signs, the cross (+orx) is the most common. It 

was used by all but one of the known composers, and appears 

in all anonymous compositions. The only sign rivaling the 

frequency of this ornament is P. or Prwhich was used by about 

6The term "arabesque" is used to describe larger groups of fast notes which are not accounted for in the durational value of the measure,
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ninety percent of the cantata composers. All of the signs of 

ornamentation, shown in Table 16, share the characteristic of 

having more than one possible interpretation. For example, 

in his Fices de Clavessin,7 the following interpretation for 

the cross is given by Jacques Champion de Chambonniares.  

Ex. 35. The interpretation of the pfor-de-voix used by 
J. C. Chambonnieres.  

tWrittenl LPerformed]1 

The cross, used in this instance for an appoggiatura, was 

interpreted by John Playford as a slide (Example 36).8 It was 

however, the most common sign of the trill in the late 17th 

and throughout the 18th centuries.9 

Ex. 36. The cross as interpreted by Playford, 

[Written] LPerformed] 

In The Interpretation of Early Music, Robert Donington 

presents the results of his study in a table10 in which he 

7Jacques Champion de Chambonnieres, Pieces de Clavessin 
(Paris, 1670), Preface, fol.lr.  

8John Playford, An Introduction to the Skill of Musick 
(London, 1683), p. 111.  

9See Jean Rousseau, TraitS de la viole (Paris, 1687), 
p. 79, and Arcangelo Corelli,F0l~ShaTpus V., i 1, 
Augener edition (London, 1890),P. 2.  

10Robert Donington, The Interpretation of Early Music 
(London, 1963), p. 573.
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gives the preferred interpretation in this order: 1. a slide, 

2. an upper or lower appoggiatura, 3. a trill. Donington's 

table represents a study of the entire Baroque period, and 

his final advice may be extended to other signs as well: 

The common + or X of the main Baroque period 
were certainly not very specific. . . . The best 
general approach is to treat them not as commands 
but as hints.11 

The only composer of French cantatas to designate his 

interpretation of the symbols of ornamentation was Colin de 

Blamont, a nephew and student of Nicolas Bernier.  

In order to sing these cantatas according to the 
taste of the author, it is necessary to remark 
that there are in this book, three sorts of ca
dences, marked differently -V + ct' Lwhich are] 
independent of the final cadences..] The first, 
,- is Feinte (sham), the second, + Jette, 
(thrown) and third, cra is appuy6e (stressed).12 

The term cadence generally refers to a trill because of the 

almost obligatory use of that ornament at the final cadence, 

but it is not necessary for the performer to restrict himself 

entirely to this use. Indeed, the prefacing titles such as 

feinte, Jetse and appuyge indicate three different sorts of 

trill, which have in common the alternation of the marked 

note with the note above.  

In the first half of the 18th century, many French 

musicians and music teachers, among them some of the cantata 

12Michael Colin de Blamont, Cantates Frangoises (Paris, 
1723), fol. lv.



169

composers, compiled treatises or tutors for the purpose of 

instructing novices in the art of instrumental or vocal per

formance in particular, and the art of music in general.  

These writers (hereafter designated as theorists) usually 

included a section on ornamentation, which cataloged the 

symbols and the preferred interpretation.  

Table 17. Sources for prose discussions of ornamentation 
by cantata composers.  

Sebastien de Brossard, Dictionnaire de musique.  
(Paris, 1703).  

Frangois David, ethode Nouvelle... (Paris, 1737).  

Antoine Dornel, Le tour du clavier sur tous les tons 
majeurs et mineurs TParis, 17437.  

Laurent Gervais, Nethode our lacqompagnement du 
clavecin (Paris, n.d.).  

Michel P. de Monteclair, Nouvelle methode pour aprendre 
l~a musie (Paris, pr. 1700).  

Alexandre Villeneuve, Nouvelle methode tr~es courte, et 
tre's facile .pour aprendre la musique (Paris, 
1733).  

Frangois David, a student of Nicolas Bernier, cites as the 

source of his signs of ornamentation and their interpretation 

frequent consultations with his teacher and "Numerous conver

sations with the knowledgeable composers of the realm," He 

lists these as "Campra, L,. N. Cl6rambault, Dornel, Rameau, 

Bertin, Neil, Campion, Forcrois, Grenet, Daquin and other 

able professors of the art."1 3 Since this list includes many 

13Frangois David, Methode Nouvelle ou principles &enereaux 

pour apprendre facilement la musique et l'art de chanter 
(Parts, 1737), vp.40
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composers of French cantatas, and composers who flourished 

during its period of vogue, David's Methode Nouvelle,.., 

along with the works of the other theorists listed in Table 17, 

provides an excellent source for properly interpreting the 

symbols found in the cantatas.  

The Trill (cadence, tremblement) 

The standard Baroque trill consisted of three parts: 

the preparation, the main body of the trill, and its resolu

tion. The normal trill was prepared by a diatonic upper ap

poggiatura (called by Donington an accessory notel, and ter

minated by one of two possible resolutions: the turned reso

lution or the anticipated resolution. In practice, a short 

rest was often inserted between the end of the trill and the 

anticipating note in the anticipated resolution (see b' in 

Example 37, below).  

Ex. 37. The (a) turned, (b) anticipated, and (b') modi
fied anticipated resolutions of a trill.  

(a) (b) iF(b'). 3Z 

The approach through an appoggiatura was considered 

necessary as a non-harmonic coloration, and, as used by the 

French, was often much longer in duration than those used 

by the composers of other European countries. This longer 

14 Donington, _. cit., p. 174.
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duration of the initial tone constituted the preparation or 

stress, which was slurred into the trill; a trill was thought 

to be without preparation if the initial note was of the same 

durational value as the notes of the trill itself. The two 

standard terminations of the Baroque trill served as resolu

tions of the appoggiaturas with which they began. In this 

way, the trill was a long, ornamented appoggiatura and was 

described as such by many theorists of the period.1 5 

Besides the cross, the signs -v and Lvt and the variants 

ow and 4 are also used in the French cantatas to designate 

a trill. The signs t and -f denote a trill with a turned 

resolution; A denotes a broken (briss!e) trill; and crS de

notes a stressed (apuyge) trill.  

Berard, in his l'Art du chant. . ., states that the 

trill (cadence) usually "is made, according to major or 

minor, by the alternation of two pitches placed a tone or 

semi-tone from each other."16  In this the theorists agree, 

but in specifically describing the various kinds of trills, 

they produce the variants shown in Table 18.  

:151bid, p, 177, 
l6 Jean-Antoine Berard, l'Art du chant (Paris, 1755), 

p. 113.
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Table 18. Varieties 
theorists, 

Variety 1.  

Variety 2.  

Variety 3.  

Variety 4.  

Variety 5.

of trills as described by the French 

Stressed (appui) 

Ordinary (pleine) 

Prepared prepareg) 

Perfect (parfaite) 

Final (f inalle) 

Cut (Coupfe) 

Pretended (feinte) 

Sobbing (sanglott6e) 

Broken (briss6e) 

Precipitous (precipitle) 

Thrown ( jette) 

Passing (coulge) 

Sudden (subite) 

Suspended (suspendre, en l'air) 

Soft (molle)

The trills received their names in several ways. Some 

of the names simply describe how the trill is performed while 

others describe the special effect that the trill achieves.  

The perfect and final trills are those used at the final ca

dence and are usually complete with preparation and termina

tion, The term "stressed" describes the actual process of 

preparing the trill and terms such as "sobbing" describe 

its effect.
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The trill varieties are grouped in Table 18 according 

to their interpretation, that is, those trills designated as 

Variety 1 have several characteristics in common.  

Variety 1.--The prepared, or stressed trill is the most 

common variety discussed by the theorists. Denis speaks for 

the majority when he points out that: 

One prepares it with the degree above and next to 
the note trilled. This preparation must be made 
with justice to the proportion of the value of the 
note: if it is a whole note or a half note, the pre
paration must be half of its value, . . . but if it 
is a dotted half note or quarter note, the prepara
tion must be all of the value of the dotted note 
Remain note] and one must make the trill on the value 
of the dot.1 

Ex. 38. The prepared trill (Variety 1).l8 

EU~~ 
I 

U I Ui 

CWritten] [Performed] 

In other words, the preparation takes half or two-thirds 

of the value of the note to be trilled, with the remainder 

of the duration devoted to the trill proper, Variety 5, 

the soft (molle) trill, is similar to those in Variety 1 

except that it is performed slowly and softly,1 9 

17 Pierre Denis, Nouveau system de musique practique 
(Paris, 1747), p. 45.  

18 David, _, cit., p. 131. Note the lack of the normal 
termination. Because the theorist was describing the process 
of preparation, he simply omitted the standard termination 
which he discusses elsewhere, 

1%Berard, 2p. cit., p. 115.
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Variety 2,--The trills of Variety 2 devote even more of 

the value of the note being trilled to the preparation.  

The broken cadence is that [in] which the upper 
tone or the appoggiatura must carry almost all of 
the value, and the trill passes as an embellishment 
(agrament); that is to say, very lightly.20 

The actual trill amounts to no more than a single reper

cussion resolved according to one of the two standard termina

tions, or occasionally directly to the note of resolution, 

Example 39 shows such a trill combined with an appoggiatura.  

Ex. 39,A2 f einte trill (Variety 2) combined with an 
appoggiatura, 

jWritten] (Performed] 

Variety .,--This trill, described by only a few theorists, 

uses the standard preparation according to the principles of 

Variety 1 and Variety 2, but differs in the approach to the 

preparation.  

The thrown trill is that which is made by ascending 
the interval of the second, third, fourth, etc. and 
also in descending, without its preparation having 
more duration than two or three eighth notes, and 
the repercussions, or mordents being lively and bril
liant; it often happens that in order to terminate 
this trill, it must pass from the trilled note to the 
one above, and to form suddenly the interval of a 

20 Jean-Baptiste Buterne, Methode pour aprendre la 
musique vocal et instrumental (Paris, 1752), p. 15, 

21David, _P. cit.
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second, or a third, going to the note that mu 
terminate the song by a turn (tour d.e gorge).  

The thrown trill begins with an embellishment, leaping to the 

tone above the trilled note, and then descending by means of 

a slide (Example 40).  

Ex. 40. A typical thrown trill (Variety 3),23 

LWritten] LPerformed] 

Lacassagne, in his TraitS ,g6nraldes elemens d~u chant, shows 

another means of "throwing" the trill but without a standard 

preparation (Example 41).  

Ex. 41. A thrown trill without the standard preparation.24 

LWritten] LPerformed] 

He is not very exact in his rhythmic notation, but the embel

lishment of the beginning of the trill can easily be seen in 

this example.  

The passing (coul6) trill is made in descending the 

interval of a third or more. It is prepared by the tone or 

221bid. ,p. 134. 231bid.., p. 131.  

241'Abb6 Lacassagne, Traits gndral des elmens du chant 
(Paris, 1766), p. 48.
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semi-tone above and includes as many repercussions as the 

value of the marked note allows. If the interval is larger 

than a third, it is "filled in" so that the preparation is 

still a tone or semi-tone above the trilled tone (Example 42).  

Ex. 42. A typical passing (coul6) trill.25 

jWritten] LPerformed] 

According to Duval, "when there is neither preparation, 

nor termination in a trill, it is a sudden trill." In prac

tice, however, the sudden trill is rarely used alone and the 

composer usually notates some sort of termination. Example 43 

shows such a sudden trill. It lacks the longer stress common 

to the prepared trills but the composer has supplied an intro

duction, which involves the semi-tone above and a passing 

termination. The trill, itself, begins on the upper tone 

and is performed quickly and evenly.  

Ex. 43 An example of the sudden trill with a passing 
resolution 7 

LWrittenj LPerformedl 

2 5David, 2.2. cit., p. 131.  
26Duval, Methode agr6able et utile pour apprendre facile

ment A chanter jluste, avec d etWreision Paris n 
p s2.  

27 Denis, op. cit. , p. 45.
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The problem of whether or not the trill should be per

formed equally or by gradually increasing its speed toward 

the termination is discussed with some agreement among the 

theorists, Vague prefers the equal interpretation.  

Trills are two sounds repeated alternatively with 
equality and speed.28 

Saint Lambert states the same idea in almost the exact words, 

but a paragraph later adds this qualification: 

When the trill is to be long, it is better to begin 
slowly at first and to press only at the end; but if 
it is short it must always be quick.29 

The advice offered by Quantz to the novice flautist on this 

subject forms a general rule which may be followed in de

ciding the speed of the various trills used in the French 

cantatas, 

All shakes do not have to be struck with the same 
speed; in this matter you must be governed by the 
place in which you are playing, as well as by the 
piece to be performed. If playing in a large place 
which reverberates strongly, a somewhat slower shake 
will be more effective than a quicker one; for two 
rapid an alternation of notes is confused through the 
reverberations, and this makes the shake indistinct.  
In a small or tapestried room, on the other hand, where 
the listeners are close by, a quicker shake will be 
better than a slower one. In addition, you must be 
able to distinguish the character of each piece you 
play, so that you do not confuse those of one sort 
with those of another, as many do. In melancholy 
pieces the shake must be struck more slowly, in gay 
ones, more quickly.  

Vague, l'Art d'apprendre la musigue (Paris, 1750), 
p. 77.  

29Michel de Saint Lambert, Principes du clavecin (Paris, 
1702), p. 43.
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Slowness or quickness, however, must not be excessive.  
The very slow shake is customary only in French sing
ing, and is of as little use as the very quick, tremb
ling one, which the French call chevrot6 (bleating).  
You must not be misled even if some of the greatest 
and most celebrated singers execute the shake chiefly 
in the later fashion. Although many, from ignorance, 
indeed consider this bleating shake a special merit, 
they do not know that a moderately quick and even shake 
is much more difficult to learn than the very fast 
trembling one, and tht the latter must therefore be 
considered a defect. 3 

According to Geoffroy-Dechaume, "all cadences normally 

imply a trill whether it is marked or not, and it is parti

cularly absurd to omit the trill when its termination is 

written Las it usually is in the French cantatas]."31 In a 

table which includes seven cadential patterns, Geoffroy

Dechaume supplies a "final" trill for each, following the 

rules of preparation and termination. In order to see more 

clearly how trills may be inserted in cadential patterns, the 

table is given in Example 44.  

Ex. 44. Seven cadential patterns with the trills proper 
for each.3 

3 0 Quantz, cit., pp. 101-102.  

31 A. Geoffroy-Dechaurne, _Les "Secrets' de Ia musique 
ancienne (Paris, 1964), p. 86.  

F32 ---
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I -ONOae

I I W6L1 -- oa

Even when not at the cadence, such melodic formulas call for 

a trill and it should normally be supplied 

The Appoggiatura 

The term "appoggiatura," as used by French composers in 

the 18th century, has several applications. Unlike some of 

the other commonly used ornaments, there is remarkable agree

ment among the theorists about the symbols which signal the 

use of an appoggiatura and on its interpretation in performance.  

Table 19, The symbols for the appoggiatura.  

(a) (b) (c) (d) (c') (d') (e) (f) (g) 
V A V A 

Symbol (a) and its inversion, symbol (b), are the most common

ly used signals for the performance of an appoggiatura.

T F IF -M Mik- -f

-4 wpp I 9
I
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The main variety of appoggiatura was either called true 

(port-de-voix re6l), complete (entier), prepared and sustained 

(prgpar6 et soutenu), or simply appoggiatura (port-de-voix).  

The "true" appoggiatura consists of approaching the marked 

note from the tone or semi-tone below. When the ornament 

was indicated by the composer, the appoggiatura was either 

written as a small (perdu) note tied to the note of resolution, 

or the symbols V and V were used. The effect is a stressed, 

non-harmonic tone which is resolved upward to a harmonic tone.  

Ex. 45. The true appoggiatura.33 

UWritten1 [Performed] 

When the composer used the signs V or V , the approach from 

below by step is understood and when these signs are inverted, 

thie opposite is true. When no sign is given, the performer 

may elect to insert the true appoggiatura when the situation 

for its special quality of dissonance-resolution exists.  

The composers of French cantatas were especially fond of using 

this ornament on the final note of a movement or of a section 

within a movement.  

3 3 David, p. _cit. , p. 132.
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Ex. 46. The use of an appoggiatura on the final note 
of a movement or section.  

CWritten] LPerformed] 

The small note that approaches the note of resolution is not 

accounted for in the durational value of the measure. It must, 

then, draw its value from the note to which it is tied, 

According to the general rule, when preceding a simple 

value, the small note receives half of the value of the main 

note, and when preceding a dotted or compound value, the small 

note receives two-thirds of the value of the main note. The 

fact that the small note is represented as an eighth note does 

not affect its value in performance--its value can only be 

determined from the context. When the small note precedes 

two notes of the same pitch tied together, its value is gen

erally all of the first note whether simple or compound. "True" 

appoggiaturas are generally reserved for airs which are slow 

and stately.  

The sign Pf in a descending pattern, signals another 

type of appoggiatura called a slur (coul6), or a fall (cheute 

or chute) by the French theorists. This ornament may be used 

singly or in groups,
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Ex. 4?. A fall or slurred appoggiatura.  

rr'aIF 
Written] [Performed] 

The interpretation of the "slurred" appoggiatura is 

roughly the same as that of the "true" appoggiatura, with 

the major difference being that it is made in descending.  

The smaller note takes its value from the note to which it 

is tied, which is generally the note it precedes. There are 

instances when the small note is tied to the note it follows, 

in which case the rule continues to assert itself, that is, 

the value given to the small note is taken from the value of 

the preceding note instead of the one that follows.34 It 

functions non-harmonically as an accented or unaccented anti

cipation or passing tone.  

Ex. 48. An example of a small note tied to the preced
ing note used as (a) a passing tone and as (b) an anticipation.  

(a) 

[Written] [Performed] 

4JaneArger, Les Agrments et le Rhythme (Paris, 1917), 
p. 37, "But this latter interpretation does not prevail, We will go farther than the majority of the technicians and give this effect the name of 'chute'. . .. the musical accent cannot be as important [as that'of the coul6 from a melodic 
point of view."
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LWritten EPerformed] 

The flowing (couldment) or passing (zassae're) appog

giatura is a distinct kind of descending variety which is 
performed before rather than on the beat. It occurs in de
scending passages in thirds where the appoggiaturas act as 
simple passing tones to fill in the space between the larger 
notes. Its designation as an appoggiatura apparently de
rives from the use of the symbol that normally represents 

the appoggiatura,35 The interpretation suggested by the 
theorists supports its function as a passing tone rather 
than as an appoggiatura, in that the non-harmonic element is 
between the strong portions of the beat rather than in the 
appoggiatura position.  

They differ also in that the smaller note is usually 
performed quickly in a rhythmic pattern similar to those of 
notes ingales (see the discussion on page 205), The smaller 
note takes its value from the preceding larger note even though 
it is not tied to it. This pattern also occurs singly on 
occasion, in which case it can easily be confused with the 
regular appoggiatura, The musical context is the only guide 
when this problem arises, Symbols (c') and (d') may also be 
interpreted as flowing appoggiaturas and symbol (e) is almost 
always a signal for that type of ornament.  

35Donington, gJ. cit., p. 161.
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Ex. 49. Example of the sign (-'~,.).36 

written LPerformed] 

Symbols (f) and (g) from Table 19 represent the double 

appoggiatura (port-de-voix double) which would follow the 

interpretation suggested below: 

Ex. 50. An example of the double appoggiatura.37 

A related sign (*) commonly used by 18th-century harpsi

chordists, is not found in the French cantatas. The coul4 

sur une tierce is performed by filling in the third with a 

passing note in the direction of the slanting line. If the 

line slants upward from left to right, the lower note is per

formed first, and if the line slants downward from left to 

right, the upper note is performed first. The inserted note 

normally receives its value from the preceding note but its 

exact duration is governed by the context in which it is 

f ound (Example 51), 

36Iqichel l'Affilard, Princies tres faciles pour bien 
aparendre la mujque (Paris, ca. 177jp. 26, 

37Vague, 2, cit., p. 77.
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2x. 51, An interpretation of. the coule sur une tierce.38 

LWrittenj LPerformed] 

The French theorists are practically unanimous in their 

preference for the appoggiatura used in ascending patterns.  

Saint Lambert, in his Les princies du clavecin, comments 

that the ornament may be used in either ascending or descend

ing patterns, but is quick to add the remark, "The appoggiatura 

has more grace in ascending than in descending."39 David in

cludes one example which he calls an "appoggiatura by intervals 

in descending and ascending" but he also cautions his readers 

that "this is too gothic and not as supportable to put into 

usage, but one may tolerate it and practice it in certain 

cases,"v#40 

Although the several types of appoggiaturas would gen

erally be signaled by one of the symbols in Table 19, the 

ubiquitous symbol ( + ) and its reclining form ( X ) could 

also be interpreted as appoggiaturas if the context called 

for that effect.  

38 Geoffroy-Dechaume, _2. cit., p, 79.  

39Saint Lambert, _. cit., p. 51.  

40David, 2.P. cit., p. 135.
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The Acciaccatura 

The acciaccatura (pinc6 etouf6e) is also represented 

by the use of a small note tied to the note that it follows, 

In the 19th century, a slash was commonly drawn across the 

stem so that it would not become confused with the appoggia

tura. Among the French cantatas, it is found in that form 

only in Berton's cantata, Acis et Galathee,41 but the context 

calls for coulements rather than acciaccatura and so the sign 

must be ignored in this instance. The term literally means 

"crushed stroke" and that is exactly its effect. It is per

formed in two rays: the notes sounded together on the beat as 

a strong dissonance or as a quick passing appoggiatura. In 

the first case, the tone represented by the small note is 

released while the main tone continues to sound. This results 

in a stronger appoggiatura with the non-harmonic element 

sounding with the note of resolution. In the second instance 

the only difference between the acciaccatura and the regular 

appoggiatura is the speed ith which it is performed.  

The acciaccatura was utilized especially by keyboard 

players even when it wasn't notated, It is obvious that be

cause of the nature of the ornament, it is most feasible for 

instruments of that sort. A. Geoffroy-Dechaume, in his Les 

secrets de Ia musique ancienne, speaks of this effect as a

41Berton, Acis et Galath6e (Paris, 1770), p. 1.
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"short appoggiatura" and points out three "ordinary cases" 

for its utilization: 

a, When the ornamented note is a dissonance, 

b. When it is one of the shortest notes utilized in 
the course of a piece or of a passage, 

c. When it is between two notes of the same sound.42 

The Mordent 

The mordent (flu), like the appoggiatura, was commonly 

used as an ornament by performers of the French cantatas wheth

er or not it was indicated, It is easily executed, even in 

rapid passages, and adds a tonal accent as an expressive means 

of coloration. In performing this ornament, the performer 

strikes the main note and then quickly sounds the tone below, 

returning quickly to the main note.  

Ex. 52. An example of the mordent. 4 3 

The mordent may be continuous n continu) or twice as 

long (flnce double) in which case, its effect is that of an 

inverted trill without preparation or resolution, 

The symbols used to signal the mordent are varied, and 

sometimes shared by other ornaments. The most common sign 

Geoffroy-Dechaume, p. cit., p. 78.  

3 Duval, a. cit. , p. 96.
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(- ) was used by forty-one of the French cantata composers, 

and appears in two of the anonymous compositions, The sign 

sometimes varies in length, which may signal a mordent "double" 

or "continu." The choice depends upon the context and the 

length of the note above which the sign is found. Variants 

of this symbol, found in printed rather than in engraved 

scores, are (w ) and (+ ). Another sign ( t ), was used 

only by Charpentier. A related sign, called an accent or 

plainte, is found only once in the cantatas. It is difficult 

to find agreement among the theorists concerning its inter

pretation, but most frequently it is described as a variety 

of escape tone, 

Es. 53. An example of an accent or plainte.4 

bWrittenj LPerformed] 

The Auxiliar Tone 

The upper or lower auxiliary is a non-harmonic tone in

serted between two harmonic tones of the same pitch. In prac

tice, the signs are often found above a single note of longer 

duration. The most common sign utilized in the first half of 

the 18th century was ( V ) or (A ) depending upon the direction 

44Arger, op. cit., p. 38.
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desired, It was placed between the two notes of the same 

pitch or in the center of the note of longer duration.  

Ex, 54. An example of an auxiliary tone with and with
out a sign.  

LWritteni LPerformed] 

The Turn 

The symbol (P 0) is a variant of the normal sign L ( S ) 
or (c/9)I for the turn (tour de gosier). It occurs only once 

in the cantatas, in L. N. Clrambault's "Clitie." 

Ex. 55. An example of the sign (#,p).45 

IL 

The turn should be performed in the normal manner, that is, 

by executing the main pitch, going to the pitch above, return

ing to the principal pitch, proceeding to the pitch below, and 

finally returning once again to the main pitch before resolv

ing to the cadence pitch.  

4 5L. N. C16rambault, "Clitie," Cantates franoises, 
Book I (Paris, 1726), p. 5, ms. 5-7.
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Ex. 56. The interpretation of the sign (<),46 

The turn begins and ends within the rhythm outlined by the 

two notes involved, but these notes are shortened in duration 

to allow room for the insertion of the extra notes of the 

turn. Like all of the ornaments discussed above, the turn is 

possible when the context allows its insertion even though it 

is not specifically called for by the composer.  

Passes of Arabesque 

The use of the term "arabesque" to describe passages in 

which there appear many small (perdu) notes which are not 

accounted for in the durational value of the measure is arbi

trary, but it best describes the effect of this rapid motion.  

Passages of this sort appear commonly in the works of the 

French cantata composers. They vary according to the number 

of notes involved and to the melodic curve these notes take, 

but generally the interpreter must try not to disturb the 

prevailing rhythm. As can be seen in Example 57, this is 

sometimes difficult. These passages are generally not per

formed on the beat, but introduce the note into which they 

are slurred. As such, they borrow their value from the pre

ceding note by starting before its duration has been completed.  

46 Carl Philipp Emanuel Bach, 2he True Art of Plying 
Keyboard Instruments, translated by W. J. Mitchell (New York, 
1949), p. 120,
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Extremely long passages of this sort sometimes cause the note 

of arrival to be slightly delayed.  

Ex. 57. Two examples of "arabesque."47 

(a) 

While not common even in the works cited, it is very expres

sive when performed ith skill and grace.  

Rhythm and Tempo 

Time Signatures 

Most of the several time signatures commonly utilized 

by composers of French cantatas continue to be interpreted 

as they were in the 16th century (see Table 20, below), but 

there exist three (2, 3, and Lb1) which are no Ionger used 

and which might cause confusion to the modern performer.  

()L. T. Gervais, "Telemaque," Cantates frnoss 
Book I ( aris, 1712), p. 1, ins. 9, and (b)TLous Lemaire, 
"'Le Printemps," Les quatre saisons (Paris, 1724), p. 5, ins. 19.  
See the discussion of the use of small notes on page 76.
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Table 20. Time signatures used in the French cantatas 
in order of their frequency.  

DupeTriple 

C4JJJ 3JJ JJJ 
tJfJ- a] 

4 r 

Compound:. 1 

8 Jj j JI.  
T mTm mmr 

Without always fully understanding the derivation of 

the signs C and , the modern performer is schooled in their 

interpretation and will not recognize them as anything out 

of the ordinary. It was during the early Baroque period that 

these signs made the final transition from signs of imperfec

tion in the mensural (proportional) notation of the Renais

sance, to indications of common (4/4) time and alla breve (2/2) 

time. The earlier meanings are necessarily of importance in 

understanding their role both as to the basic unit of measure 

and to the relative tempo they suggest in the French cantatas.  

In proportional notation, the relationship of the breve 

to the semibreve (tempus) was shown by a full circle if per

fect and by a half circle if imperfect. In perfect time the



193

breve was divided into three semibreves, and in imperfect 

time the breve was divided into two semibreves, 

Ex. 58, Signs of perfection and imperfection in white 
mensural notation, 

This is, of course, the distinction between triple and 

duple meter as understood by modern musicians, and the latter 

sign continued in that meaning even after its partner, the 

sign for perfection, was replaced by other indications of 

triple meter, such as 3/4, 3/2, etc. By 1700, the sign "C" 

was used to denote a measure of four quarter-note units and 

the sign "rh" was used for a measure of two half-note units.  

The signature "*" is often referred to as "cut-time" (alla 

breve in Italian) because of its proportional meaning of 

diminution, that is, of halving the values of tempus imper

fectum, 

In four-four time it is important to note that if 
a stroke goes through the C . . . the notes receive 
a different value, so to speak, and must be played 
twi g as fast as when the C has no stroke through 

Although Quantz continues to attach the concept of 

diminution to the sign, Brossard allows for variation in its 

interpretation, stating that it should be beat in two steady 

beats, or in four extremely fast beats (agreeing in principle 

4 8 Quantz, _, cit., p. 64.
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if not exactly with Quantz) if it does not have time words 

such as , Adagio, Lento or some other word indicating 

that the measure should be beat slowly.49 In the performance 

of the French cantatas, a measure of "( " would normally be 

double, or at least faster, than a measure of "C," unless a 

slower tempo was indicated or the context did not allow for 

a faster tempo.  

The less familiar signs 3/2Lb], 3 and 2, like the rest 

of the numerical signs of mensuration, are related to propor

tional notation, Their function was to indicate a change in 

the basic relationship already established by the signs of 

perfection and imperfection. For example, in proportional 

notation, the sign 3/2 replaced the basic metrical unit of 

two with a basic unit of three. The work would then progress 

in that meter until another sign again altered this relation

ship.  

During the transition from the earlier multi-proportional 

system to our modern uni-proportional system, the numerical 

signs lost their meaning as proportional changes and became 

true time signatures with the upper of a pair showing the 

number of units in a measure and the lower describing that 

unit.5 0 It is with this latter meaning that these signs are 

used in the French cantatas.  

49s6bastien de Brossard, "Tempo," Dictionnaire de 

musique (Paris, 1703), fol. 25r.  

50%r bably first recognized by G. M. Bononcini, lMusico 
Prattico (Bologna, 1673). See Robert Donington, The Inter
pretation of Early Music (London, 1963), p. 343.-
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Among the time-measures, common time is the chief 
measure, into which relationship all the remainder 
are brought; for the top number is the numerator 
Thile the bottom is the denominator,j1 

The sign 2 is used for a measure of two half or four 

quarter note units and the sign 3 is used for a measure of 

three half note or three quarter note units. The sign 3/2 

remains in common practice and normally causes no problem in 

interpretation. An unusual version of 3/2 is found, however, 

in twenty-one of the 368 cantatas collected in the thematic 

catalog. In these examples, one of which is reproduced in 

Example 59, all of the notes are white in spite of their dura

tional value, thus mimicking the appearance of white mensural 

(proportional) notation, 

Ex, 59. An example of 3/2ubl. 52 

This signature is used only for airs, of which sixteen carry 

time words denoting slowness, such as Lentement (slowly), 

Tendrement (tenderly) or Gracieusement (graciously). The 

indication Air serieuse or Air tendre is also often present.  

In each of the airs using 3/2Lb] the general context of the 

work indicates a slower tempo and the text is of a sad and 

51Leopold Mozart, Versuch einer rundlichen Violinschule, 
translated by E Knocker, 2nd ed. (London, 1951), p. 5.  

52 Brunet de Moland, "Le Destin de Narcisse," Cantates 
Franoises, Book I (Paris, 1708), P. 86, ms, 1-5.
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plaintive nature. It may be surmised that 3/2Lbi is reserved 

for airs of a slow and expressive nature and that the com

poser is trying to impart a feeling of antiquity to his score 

by its use.  

Time-words 

The usual practice of Baroque composers to indicate with 

time-words the mood and tempo of their compositions is some

what helpful in interpreting properly their intentions, but 

such assistance is at best a matter of subjectivity. Although 

the cantatas are based on Italian models, their composers use 

French time-words almost exclusively. The few compositions in 

which the common Italian words appear were written after 1750, 

at a time when the Italian words were being adopted as the 

international standard. Table 21 lists both the French and 

the Italian time-words that are found in the French cantatas.  

Table 21, The time-words commonly used by the composers 
of French cantatas.  

Stylistic Indications: 
anim6 
doux 
affectueusement 
firement 
gracieusement 
legerement 
tendrement 
gravement 
gay, gayment, tous ga# 
coup6 
detach 
piqu6 
lour6



197

Table 21--Continued 

Tempo Indications: 
vivement, vif, tres vif, vite 
sans lenteur 
grave 
lentement, lent 
modern 
peu de mouvement 
allegro, allegro assai, etc.  
demeurement modern 

Rhythmic Indications: 
mesur& 
notes gales, galement 
notes indgales 
mouvement marque, etc.  

Other Indications: 
mouvement de Sarabande 
Cicilienne Lsici 
Musette 
Minuet 
March, etc.  

In practice, those words listed in Table 21 as Stylistic 

Indications designate a relative tempo (see Tempo, below), 

but it is only through association with a large body of works 

in which these words were used with approximately the same 

meaning, Words such as "graciously" or "tenderly" have a 

much more distinct purpose in indicating style or mood. Those 

words listed under ieP2 Indications are somewhat more accu

rate for that purpose, in that "lively," "quick" and "moderate" 

are directly related to tempo. The terms mesurS and 6gale 

signify a strict adherence to the rhythms as notated (see 

Inequality, below) and as such have a purely rhythmic meaning.  

Mesur6 is most often found in recitatives where the composer 

desired a strict rendition of the notated rhythm as opposed to 

the freer declamatory style of Italian recitative.
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In the case of the 18th-century performer who was famil

iar with the style, as well as the steps of the various dances, 

the names of these movements also served as tempo indications.  

For this reason, the composers of the French cantatas frequent

ly utilized dance titles (sarabande, minuet, etc.) as time

words.  

Tempo 

Before the invention of the metronome in 1816, many 

musicians and theorists had attempted to establish a definite 

basis for indicating the tempo of a piece of music.53  This 

active search was by no means limited to the 18th century, 

for as early as 1496 Gafurius presented a formula that related 

tempo to the human pulse.54 In another formula, published by 

Hans Buchner around 1550, the time necessary for an up and 

down stroke in conducting equaled two steps of a man walking 

at moderate speed.55 Buchner's formula is one of many that 

tried to indicate relative tempo by equating it to the speed 

of a walking man. The most important of these in relation to 

the French cantatas is the formula described by Michel de 

53For a comparison of these attempts, see Eugdne Borrel, 
"Les indications m6tronomiques laissees par les auteurs fran
gaise au XVIIIe siecle," Revue de musicologie, IX (Paris, 
1928), 149, and Rosamond Harding, Origins of Musical Time and 
Expression (London, 1938).  

54Franchinus Gafurius, Pratica Musice. . . (Mediolani, 
1496), fol. 51r. and v.  

55Hans Buchner, Fundamentbuch, Zurich Stadtbibliothek, 
Ms. 284, cited by Ralph Kirkpatrick, "18th Century Metronomic 
Indications," Papers of the American Musicoloical sociez 
(n.p., 1938), p. 33.
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Saint Lambert in 1702.56 He utilizes the constant factor 

of the steps of a medium sized man walking a league (2.49 

miles) and a quarter in an hour. For example, in common time 

(C), four quarter note units (a measure) would equal the steps 

of a man walking "even quite slowly." A comparison of his 

tempo directions for each time signature is shown in the fol

lowing table:

Table 22. Compilation of tempi ac ording to 
natures as presented by Saint Lambert.5?

Grave and Slop 

Grave and SloA 

Gay and Light

or

Very Fast 

Very Grave 

Gay and Light 

Very Fast 

Very Gay (beat in 
2) 

Gay (beat in 6) 

Very Fast

4 = 

4= 
4= 

.: 

4= 
4. 4

2 

I 

I 

I 

2.  

I 

I 

I 

1 

I 

I

steps 

step 

step 

step 

step 

step 

step 

step

step 

step 

step

time sig-.

N.M.  
48 

96 

96 

96 

96 

96 

96 

96

96 

96 

96

5 6 Saint Lambert, _p. cit., cited by Kirkpatrick, n.cit.  
pp. 31-32.I-

57Ibid. The M.M. markings were computed by the author.

C 

2 

4 
8 

3 

3 
8 

g(a) 

6 
4 (b) 

6 
8
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Since it would be rather awkward f or a conductor to 

time himself in this way, it is obvious that Saint Lambert's 

formula can provide only an approximate tempo.  

The other method, that of using the pulse rate as a con

stant factor, is discussed by many theorists, Gafurius equates 

the duration of a semibreve to the heartbeat of an easily 

breathing man,58 Quantz, representative of the 18th century, 

established the pulse rate at eighty beats per minute as his 

orn standard.59 By relating the speed of a given rhythmic 

unit to the heart beat, he could indicate the tempo for others.  

The defect of this system is, of course, that although the 

number of times per minute a human heart beats can be averaged, 

few hearts beat at exactly the same rate, and moreover, the 

rate of beat will be directly influenced by tension, Quantz, 

realizing this, warns of its shortcomings. Quantz presents 

two tables, one establishing four basic classes of tempi from 

time-words such as allegro and ada io, and the other estab

lishing tempi for dance forms (see Table 23, below).  

A third kind of tempo measurement, more accurate than 

the others, made use of a pendulum. In 1696, Etienne Louli660 

constructed a pendulum of variable length (up to seventy-two 

5 8Gafurius, . .cit.  

5 Quantz, 22. cit.  

60Etienne Louli, Elements ou principes de musigue (Paris, 
1696), pp. 81-92.
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Table 23. The establishment of orrect tempi for dance 
movements and from tempo indications.9i 

Time-word _31... MM. Time-word Sign ..  

Bourge t J=1 6 0 Musette 3/4 4=80 

Canarie 6/8 1.160 3/8 J=80 

Chaconne 3/4 J=80 Passecaille 3/4 .Ica.168 

Courante 3/4 4 -Passepiedc 3/8 tca.168 

Furie J-80 Rigaudon $ J%160 

3/4 4=160 Rondeau ' tca.80 

Gavotte ' or C ca.120-132 /ca.l60 

Gigue 6/8 J-=16o Sarabande 3/4 80 

Lour6 3/4 J=80 Tamborin ' J ca.168-l?6 

March J J=80 

Minuet 3/4 4=160

Common Time: 

Alla Breve:

Time-word 

Allegro assai 
Allegretto 
Adagio cantabile 
Adagio assai 

Allegro 
Allegretto 
Adagio cantabile 
Adagio assat

4=l pulse 
4=1 pulse 
4 =l pulse 

=2 pulses 

4 4=1 pulse 
J=l pulse 
J=1 pulse 
4=1 pulse

markings are

m.  

JK160 
j:80 
P=80 
)=40 

J =160 

4=80 
J=40

61Quantz, g. cit., pp. 291, 285. The M.M.  
based on a pulse rate of 80.
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inches long) called a chronometer. With this, the measure

ment of tempo became scientifically accurate. Quantz men

tions having heard of the instrument but comments: 

I have not been able to see this plan and therefore 
cannot say how I feel about it. The machine would 
certainly be difficult to carry on one's person, how
ever; and since, as far as I know, no one has ever 
made use of it, the almost universal oblivion into 
which it has fallen arouses a suspicion as to its 
adequacy and soundness.02 

The chronometer did not become well-known outside of 

France, and even there it did not meet with general acceptance, 

Several French theorists, however, did use it to establish 

tempi for specific pieces, for time signatures or tempo indi

cations, Among these were Joseph Sauveur,63 Jacques Alexandre 

de La Chapelle,64 Louis-Loon Pajot, Comte D'Ons-en-Bray,65 

Michel l'Affilard,66 and Henri Louis Choquel.67 Because many 

of the musical examples used by these men are drawn from 

62 Quantz, _P, cit, , p. 283., 

63Joseph Sauveur, "Principes d'acoustique et de musique," 
M6moires de l?0l de l'Acadgmie Royale des Sciences (Paris, 
T702)W6nly one application of the principle is made; the 
tempo M.M. J=51, which was established for the air "Allons, 
allons, accourez," from Lully's Atys.  

64Jacques-Alexandre de La Chapelle, Les vrais principles 
de la musique (Paris, 1737).  

65Comte D'Ons-en-Bray, Histoire de l'Academie Royale des 
Sciences, Ann6e, 1732.  

66Michel l'Affilard 2p. cit.  

6 7Louis Choquel, La musique rendue sensible Iar la 
mechanique (Paris?, 1762).
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French cantatas and front operas by the composers of French 

cantatas, they are especially important in establishing ap

proximate tempi for that body of works,68

Table 24. Comparison of tempo 

l'Affilard La Chapelle 

Allemande 2, J=120 

Bourse 2, J=120

indications. 69 

d'Onzembray Choquel

2, =112 

2, J =120

Branle 

Canarie 

Chaconne 

Courante 

Entree 

Galliard 

Gavotte 

Gigue 

Lour6 

March 

Minuet

,J .=106 

3, 4=156 

~, J=90o 

2, 120 

6, =100 

, .=116 

c, Aca.95 

, A=150 
3, J,:70 

g, 4=75

2, 

6 
4, 

3, 

2, 

2, 

2, 

6 
4,p

J= 1 5 2 

J=126 

4=120 

A=69 

A=72 

=152 

j9=120

6 
4, J=40 

2, =80 

3, =126

3, .ca.156 

3, J=82

2, =97 

j, J,=112 

9, J.=112

3,J= 70

2, .126 

6, 4,=104

9, J.-.80

68For a compilation of these musical examples, see A.  
Geoffroy-Dechaume, _2p. c.it, pp. 125ff.  

69ralph Kirkpatrick, gp. cit. , pp. 45-46.
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Passecaille 

Passepied 

Pavane 

Rigaudon 

Sarabande

Tambourin

Table 24--Continued 

l'Affilard La Chapelle 
3, 4=106 3, J=63 

, J.=86 3, J= 152 

2, =90 2, -=72 

2, 120 2, =152 

3, 4:86 3, J=63 

, 7 

2, 4=176

d'Onzembray 
3,J4 95 

2, .=100 

2, J=ll6

Choquel 

g, 4.,96 

2, J=126

2 , J.0-3

In comparing these three systems for establishing a cor

rect tempo, it can be seen that there is no complete agreement 

between systems, or even among the several adherents to a sin

gle system. The value of these tables is not, then, in the 

establishment of a single tempo for any given situation, but 

in finding agreement within a few beats per minute among the 

theorists, and to use this as a basis for deciding the correct 

tempo., The subjective aspects of this process cannot be omit

tedhowtever, and the general statement that is so often evi

dent in 18th-century French theoretical treatises is the final 

arbiter: 

One may well give some rules for these observa
tions, but none which would apply in every situa-70 tion, in which case, good taste is the only rule.  

70Benigne de Bacilly, P'Art de bien chanter (Paris, 1679), 
p. 162,
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Inequality (Notes Ingales) 

Already a firmly established practice by the 18th cen

tury, the principles of inequality were applied systematically 

and as a matter of course to the French cantatas. The term 

"inequality" refers to the practice of performing a given 

series of notes as if the first were lengthened (dotted) and 

the second shortened, the third lengthened and the fourth 

shortened, and so on until the end of the series.  

There are some measures where the eighth notes are 
equal and some others where they are unequal by pairs, 
the first longer than the second. . . . In ordinary 
triple (3) they are unequal above all in the airs 
for violins where the first must be almost as long 
as if it were dotted.7 

Ex. 60. The interpretation of inequality.72 

[Written] LPerformed] 

The relative value of the lengthened note to its shorter 

partner varied according to the style of the work being per

formed. In a slower and more expressive work in which a lilt

ing rhythm would be in good taste, the combination was general

ly performed as a triplet.  

71Michel P. de Monteclair, Nouvelle methode pour aprendre 
la musiue (Paris, pr. 1700), p.  

72Ibid., p. 15.
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Fig. 6. Inequality as performed in a slow passage.  

In a faster composition where this lilting (laser) style 

would not be as tasteful, the combination would generally 

be performed as a dotted note with its complement, the short

er value necessary to complete the duration of the two no

tated values.  

Fig. 7. Inequality as performed in a fast passage, 

2=2 
The extremes of both of these examples would also have 

been used in certain circumstances, that is, a bare percept

ible difference between the values of the two notes involved, 

and giving the shorter note the least possible value.  

. . . this is where taste decides if it must be a 
little or greatly unequal. There are some pieces 
where it is good to make them very unequal, and 
others where it is better be less. Taste judges 
this as it does the tempo.  

There was an elaborate system of conventions and rules 

governing the use of inequality in performance: 

(a) The notes must be in pairs (if slurred, it is al

most a command).  

(b) The notes must be conjunct.  

73 Saint Lambert, a. cit., p. 25.
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(c) If the tempo is so fast that the performance would 

seem to be choppy, inequality is forbidden.  

(d) If the tempo is so slow that the performance would 

seem to be sluggish, inequality is forbidden.  

(e) Inequality cannot apply if the composer called for 

notes 6gales, Q ement, notes martel6es, d6tachez, mouve

ment d6cids, mouvement mrq4, coups aux or other words 

with similar intent. It would also not apply if the composer 

places dashes (-) or dots (-) over the notes. These are signs 

of equality.  

(f) Inequality would always apply if a composer called 

for inj jes, notes inales, loier, pointer and other words 

to that effect.  

(g) Inequality applies to the division of the beat 

rather than to the beat itself. Sometimes, the subdivision 

is also performed unequally, In a fast tempo where there are 

a substantial number of subdivisions of the beat that are too 

fast to be performed as unequal notes, the division of the beat 

is also prevented from being performed in that manner. If, 

however, there are only a few subdivisions present, they may 

be ignored and the divisions of the beat may be performed un

equally. Occasionally the tempo is slow enough for the sub

divisions, even though numerous, to be performed unequally.  

In this case, the divisions of the beat and the subdivisions 

of the beat also may use inequality.
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(h) When the group of notes starts on the second note 

of a pair, the principle would remain the same and the first 

note would be performed short.  

Normally, pieces in a march tempo and works in common 

(4/4) time do not use inequality. Villeneuve?4 and Denis,?5 

however, admit the possibility of performing the subdivisions 

of the beat unequally in common time.  

The theorists are quite explicit, although not in com

plete agreement, as to what note values may be performed un

equally following any given time signature. As can be seen 

from Table 25, the divisions of the beat and the subdivisions 

of the beat are eligible for inequality according to the 

rules cited above.

Table 25. Eligibility for inequality according to 
time signatures.  

Time Signature Elijible Note Time Signature Eligibl 

C 

4, 

2 3 
Ij (beat=J ) 

2&

SNote

2 3,

74Alexandre de Villeneuve, Iouvelle methode tres courte 
et tres facile pour aprendre la musiue (Paris, 1733), 
p. , 

7 5Denis, . cit., p. 5.

W, wr
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Michel Corrette supports this idea, with minor variants, 

in a table combining the type of composition, the time signa

ture, and the notes eligible for inequality.  

Table 26. Eligibilityfor inequality including the form 
in which each may be found. 7o 

Time Signatures Forms in France Notes Eligible for

Overtures 
Entr6es in Operas 
Fugues 

Allemandes 
Church Husic 

Bour6es 
Gavottes 
Galliardes 
Aigaudons 

Second part of overtures 

Minuets 
Sarabandes 
Courantes 
Passecailles 
Chaconnes

Inequality

Lour6s 
Forlanes 
Second part of overtures

Passepieds 
Second part of overtures 

Canaries 
Gigues 
Second part of overtures

(equality)

76Michel Corrette, 'cole dOrph6e (Paris, 1738), cited by 
Geoffroy-Dechaume, _p. cit., pp. 27-28.  

7 Compound rhythms were normally performed with equality.

C 

2

3 
2 
3 

8



210

Table 26--Continued 

Time Signatures Forms in France Notes ligible for 
Iequalit 

Rarely used (equality) 

Gigues (equality) 

Although the use of inequality was common practice dur

ing the period that the French cantata was in vogue, it was, 

like ornamentation, used at the discretion of the performer.  

His was the choice of applying the principle or not, and 

having made the decision to use it, he had the further op

tion of deciding the degree, according to the general style 

and movement of the work. All French performers were prac

ticed in the art of improvising ornaments and applying in

equality, They relished the freedom of interpretation that 

was common to all performance practice during the Baroque 

period and tried to apply these ideas according to the pre

vailing taste.  

In the French cantatas, inequality may be applied to all 

parts--the continuo, the instrumental parts and the vocal 

parts--according to the taste of the performer. Support is 

given to this choice by the many theorists who included a 

description of the practices in their treatises, showing how 

this might be accomplished by the performer,
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Figured Bass 

The French cantatas, written as they were during the 

first half of the 18th century, exhibit a convention of the 

Baroque period in the use of figured bass. This principle, 

which had its beginning in the improvisation from a bass part 

during the Renaissance,78 is a notational device in which the 

bass line is supplied with arabic numerals to inform the key

board player of the harmonic progression being employed. Oc

casionally, a second unfigured bass part is also included.  

This part is independent of the continuo and the instrument 

(viol, bassoon, etc.) is usually indicated. Along with the 

free use of ornamentation and inequality, the use of a fig

ured bass is an example of the improvisatory or even spon

taneous nature of Baroque chamber style. During this period, 

a concert ensemble would not be complete without a keyboard 

instrument7 9 whose player would double the bass line of the 

composition while filling in the harmonies.  

In a small ensemble, the harpsichordist would endeavor 

to keep the texture of his accompaniment in context with the 

size of the group by not resorting to as full and sonorous a 

style as he would use in a larger group, or in the tutti of a 

Ritornello, In solo passages he would be especially careful 

7 %Donington, 2p. cit., p. 222, 

79Thiswould normally be harpsichord, but organ is also 
possible, and indeed, called for on occasion in the French 
cantatas. A guitar could be substituted, but only in cantatas 
for voice and continuo alone,
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not to overwhelm the singer with the resounding arpeggios and 

full sonority of which his instrument was capable. In general, 

the harpsichordist was not thought of as a soloist but instead 

performed a part of essentially harmonic interest; to call un

due attention to himself was considered poor taste. The in

verse was, of course, also true, in that a weak and vapid 

performance of the figured bass part could only detract from 

the overall performance, 

Figures 

The arabic numerals with their accompanying symbols 

signify intervals above the bass.80 When the notes repre

sented by the intervals are played with the bass note, some 

form of triad, seventh chord or ninth chord is the result.  

It was common practice to present the figures in descending 

order, with the largest numeral at the top, but the actual 

placement of the various members of the chord was up to the 

performer.  

Since a profusion of figures could cause confusion, all 

numerals that were not essential were generally omitted. For 

example, the figure 6 as well as the figure 6 represents a 

first inversion triad.. When root position triads are used no 

figure at all is necessary. The figures used in the French 

cantatas are quite regular; these are shown in Table 27.  

80For a detaile discussion of the figures and their 
interpretation, see Frank T. Arnold, The Art of Accompaniment 
from a Thoro2uh-Bass (London, 1931).
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Table 27. The figures as they appear in the French 
cantatas in order of their frequency.

Hoot Position Inversions 
1st 2nd

6 4 4(81) 
4 6

&evenths: 

ilinths:

7 7 
3 

99 
7 #

3 8 
7 7 

3

6 
5

582) 5 
6 

5

Many figures are used to represent those non-harmonic 

tones that the composer felt to be essential for coloration 

and added interest, These are most frequently some variety 

of suspension whose figure cannot be mistaken, as the notes 

of dissonance and resolution are always represented beside 

one another, 

Table 28, Suspension figures found in the French can
tatas.

Snle: 

Double:83

9 8 

9 8 
7 6

7 6 

9 8 
4 3

4 3

7 6 
4 3, etc.

81 
The use of implies that in supplying the two inter

vals, the note a fourth above the bass should be higher than 
the note a sixth above the bass. The interval would, in that 
case, be compound: the fourth plus an octave. This would also 
apply to the situation when the figure 3 is inverted to , etc.  

8The figures are found written above as often as they 
are found ritten below the bass note. It is not at all un
common to find part of the figure above and part below. See 
Louis-Thomas Bourgeois, "Boree," Cantates frangoises, Book I 
(Paris, n.d.) , p. 10 

3 Many combinations of the three basic suspensions are 
possible, Only a few are represented here.

riad s: 5 3 5 
3

6 6 
3

4 
3

427 
2 42 

2 4
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Chromatic inflection of the pitches is signified by 

placing an additional mark or sign before or on the figures.  

These signs appear after the figures with equal frequency.  

Table 29. Signs of inflection used in the French can
tatas.  

Upard: x 44/ 

Downward: b / 

Accompfnying. aFigures (dk bS sb xj j*,3 

In practice, the third above the bass is represented only by 

its chromatic inflection. In these cases the 1 3 or #3 be

comes b or *. The third above the bass is the only interval 

that can be used when a sign of inflection is shown without 

a figure. The long dash (-) after a figure indicates that 

the pitch represented by the figure should be held (or sounded 

repeatedly) as long as the dash lasts, regardless of the 

change of bass.  

An ambiguous figure which may cause confusion is the sign 

for the lowered fifth ($ ). This figure represents the inter

val of a diminished fifth above the bass as well as a chro

matic inflection, The fifth above may be diatonic with the 

interval resulting from the bass tone being raised. It does 

not always represent a diminished triad in root position but 

may also be the incomplete sign for a chord. Example 61 

presents three examples of this sign.
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EX. 61 Examples of the use of a slash through the 
figure (5).84 

(C)

(b) 

(c)

7' 1 w I I 
= 1 F 1 ft F I 
LOW 

En I

Vo1 ph ir-s ye,5 o s 
'V A __ 

A A W K.. I h I I I ii

The figures, like the signs of ornamentation, are not 

to be regarded as absolute in every case and may be simpli

fied or augmented, 

One can sometimes add a fourth note to the chords 
indicated by the regular rules, either in order to 
soften the hardness of a discord, or on the contrary 
to make it more piquant, so as to increase the plea
sure of its resolving concord. What interval from 
the Bass this fourth note should comprise . . . let 
your ear decide as occasion arises, and if you cannot 
decide, leave it out. .  

On the other hand one can avoid sounding all the 
intervals marked in the text, when one g-nds that 
the notes are too heavily loaded.  

4(a)Philippe Courbois, "Apollon et Daphn8," Cantates 
fraoises (Paris, 1710), p. 2, m. 7, (b) Nicolas Bernier, 
"Le Caff6," Cantates frangoises, Book III (Paris, n.d.), 
(c) Dupuits, Le Bouquet (Paris, n.d.), p. 4, ms. 28-o30.  

- 8 5michel de Saint Lambert, Nouveau traitSde laccom
2agnement (Paris, 1707), pp. 133, 71.,Translated by Robert 
Donington, gp. cit., pp. 242, 245.
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Saint Lambert also points out that the harpsichordist 

may omit many of the notes from the bass when it moves so 

fast as to make it difficult to perform, that is, playing 

only those he can and leaving the remainder to the bass viol 

or violoncello. On the other hand, if the bass notes are 

moving so slowly as to sound sluggish, he may insert melodic 

patterns in both the upper and bass parts.8 6 

Texture 

The standard realization of figured bass discussed 

by 18th-century theorists is in four parts. The harpsichordist 

performed the bass line with his left hand and played the 

other three notes with his right, usually as a triad in eith

er root position or one of its inversions,8 7 This is, how

ever, a general statement, subject to many qualifications, 

Four-part texture was used primarily for music of a fully 

contrapuntal texture or which moved slowly, It was also 

alternated with passages of thinner texture in order to 

achieve a piano and forte effect, This was especially true 

8 6 Saint Lambert, Ibid., pp. 120, 121, 

87This means the bass and three independent voices. It 
was considered poor practice to simply double the upper 
written parts (vocal or instrumental).
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when performing on an instrument with only one manual where 

no possibility for immediate changes of registration existed..
8 

According to Saint Lambert, the thicker the general tex

ture, the more license allowed the performer in following the 

basic rules of part-wvriting. Consecutive octaves and fifths 

were considered harmless in a large ensemble, but when accom

panying a solo voice it was necessary to be completely correct, 

as all of the "faults" would be heard.. 9  Other writers were 

not as permissive as Saint Lambert, but generally allowed the 

forbidden consecutive intervals between voices other than the 

outer-most. The tendency of Baroque theorists was to excuse 

rather than to encourage their use.  

In the French cantatas, there are frequent instances 

where the harpsichordist should (and perhaps must) realize 

the figures in a contrapuntal style in order to arrive at 

the composer's intended effect. This occurs generally at the 

beginning of an air or in short interludes where the soloist 

is not performing. These sections last only until the solo

ist enters, whereupon the harpsichordist may continue in a 

simple chordal style. A suggested solution is shown in Ex

ample 62.  

Carl Philipp Emanuel Bach, p. cit., pp. 8, 24. Unless 
a harpsichord had two manuals which were registered different
ly, it was impossible to change the weight or timbre rapidly.  
The registration was usually pre-set and used for the entire 
duration of a piece.  

89 Saint Lambert, Trait6, 2. cit., p. 125.
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Ex. 62. A realization showing the points of imitation 
intended by the composer.9 0 

f'Ill, I 1 12'F"?rJzi 
100-9by I I; I W T T 

91 
When one is to accompany a single voice which is 
singing some air . . . one can imitate on the 
harpsichord the points of imitation of the song, 
making the parts enter one after another 2 

The increase and decrease of texture and sonority is not 

a matter of caprice, but has as a basis for its use the char

acter of the work being performed, the relative strength of 

the performers93 being accompanied, and the number of parts 

involved, 

Practical Considerations 

Contemporary 18th-century writers comment very little 

on the physical organization of the participants in the per

formance of a French cantata. For this reason, engravings 

90 Nicolas Bernier, "Le Caff," a. cit., p. 60, ms. 1-4.  
91 This figure is incomplete. Although it does describ 

the diminished fifth, the sign S in this case is short for .  

9 2Saint Lambert, Traits, qp cit., cited by Robert 
Donington, ao. eito ,P.O2M90 

93 Saint Lambert, Trait&, 9p. cit., p. 128. "For very 
light voices," you may reduce the accompaniment to two parts.
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and paintings from the period are the 
best source for dis

coverinj the common arrangement (see Plate 6). 
In spite of 

4~14 

1; 4 

Plate 6. "L'assembl6e au concert," copper engraving by 

Fr. Dequevauviller after a painting by Nic. Lavreince 
(1783).  

Georg Kinsky, A History of Music in Pictures 
(London, 1930), 

p. 219 (3).  

the obvious distortion by the artist in order 
to achieve a 

formal balance of masses and lines, the organization is simi

lar to present day practice, in which the harpsichord lid is 

raised to the maximum (or removed) and the instrument 
is placed 

to allow the lid to project the sound to the greatest 
portion 

of the audience. The bass player sits to the left or to the 

ri7ht and slightly to the rear of the harpsichord. 
The vocal

ist stands or sits in the curve of the instrument where he has
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the advantage of being able to communicate with both the audi

ence and his fellow performers.  

Fig. 8. The usual placement of the performers of a 
French cantata.  

bass 
if usecj 

If an instrumentalist also participates, he takes a position 

near the end of the harpsichord facing the harpsichordist.  

A second instrumentalist may also be seated in the same posi

tion. These performers may also stand to the left and slight

ly to the rear of the harpsichordist if the bass player is on 

his right, A larger group would call for a concert placement 

similar to that discussed by Quantz (Figure 9).  

Quantz does not mention placement of the violoncello and 

bass for chamber ensembles but for larger ensembles he places 

them to the right and left of the harpsichord. The basic 

principle of this organization is to place those people play

ing the bass part near one another with the remainder standing 

or sitting in order of their parts (I or II) and the intensity 

of their tone, that is, with the flutes in front.
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Fig. 9. Concert placement suggested by J. J. Quantz.94 

Wal Wall 
SVtolens rv %is violas 

Cka,bet em5erble: [l*asl:X %Vic %viol 
[bs] % 9%%%V1Iols-5s3 

[cello] olh 
% Soloist 

[cello] 

A uieAco 

9 Flufes (ray be. o the left) 
Layetv eem et v% %% viS1 x' 

914% violinsit 
16AVA oboes (vocalists sanij wL the flutes.) 

bass ~ cello 

Substitution within the instrumental group is quite possi

ble, The bass part is often designated as violoncello, bass 

viol or bassoon, but it is as often left to the performer to 

select the instrument he wishes to use. For the cantatas of 

J. B. Stuck, who was himself a violoncellist, the violoncello 

would be the proper choice, while for M. P. de Mlontdclair, a 

bassist, the bass viol should probably be used. Occasionally 

it is desirable to double the written bass line at the lower 

octave. In larger ensembles, the gamba or violoncello alone 

may not add sufficient sonority to balance the upper parts.  

If a double-bass instrument is added, it is preferable to add 

one of the same family as the bass instrument being used, 

94Quantz, .2 cit., pp 212, 213. On page 214, Quantz 
gives a ratio to be observed when deciding on numbers of instru
ments: for four or six violinists, there should be one viola, 
one violoncello and one bass of medium size. For eight violin
ists, a second viola should be added. Ratios for groups larger 
than this do not apply to the chamber proportions of the French 
cantata.
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such as a violone to double a viol.95 When the upper parts 

are divided into sections alternately orchestrated for winds 

and strings, the bass line may also alternate between a wind 

and a stringed instrument.  

It is generally assumed that chamber music was performed 

without a conductor during the 18th century, but the frontis

piece of Grandval's Six Cantates serieuses et comiues carries 

a picture that has been cited as possible proof that the can

tatas were conducted on occasion96 (see Plate 7). The title 

page is framed in a device which exhibits a group of monkeys 

performing a chamber work (presumably a cantata), The group 

is complete with a vocalist, a violinist, the continuo players, 

and a conductor. It is impossible to know if this miniature 

represents an actual practice or simply the artist's whimsy, 

but the formal organization suggests that the conductor is 

shown primarily for artistic balance.  

A majority of the cantatas are written for voice and 

continue (5 voix seul) with the remainder being for either 

two or more voices or accompanied by two or more instruments 

(avec symphonte). The use of the term symphony does not imply 

an orchestra but means simply that there is an instrumental 

accompaniment, This instrument (or instruments) is not always 

designated, In many cases, the choice of instruments is limited 

95 Donington, 2* _cit., p. 297.  

96.  
Donald Foster, "Parodies on Clranbault Canttas by 

Nicolas Grandval," Recherche, I1 (1964), 122.
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SIX CANTATES 
SEIEUSES ET COMIQUES, 

A Voix feule 
et Jff'/phonw: 

LEUVR E POSTUAIE 

DE M. GRANDVAL 

Grave' par Labaffee.  

' SE T-'ND A PARIS, 
Auc ar~w.r~t ordaznarevr, 

et 
4 LamdAmt- r c&te'd a Co4me1 4J e 

eafan rue amw Our .  

- AVEC PPRF7LGE DUI AEOl.  

- i.e snowing a conducted cantata 
performance. icolas Grandval, Six Cantates serieuses et

(Paris, n.d.), fol. 1r.comiaues
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by the composer to either violin or flute (violon ou f lute);97 

the indication is given at the beginning of the air or instru

mental Interlude. When no particular instrument is indicated, 

the range and idiomatic characteristics of the part still seem 

to suggest either of these two instruments.  

It is also possible to omit entirely the treble instru

mental part and perform the cantata with voice and continuo 

alone. "In the absence of a violin or flute, the bass will 

play immediately. "9 For instance, in Example 63, the bass 

would begin immediately in measure 2, leaving out the flute 

or violin part entirely. The air in this example begins in 

imitation between the violin and bass parts. Omitting the 

violin part destroys this imitation but does not damage the 

air itself. The audience, not realizing that there was an

other part, would probably not feel anything lacking in 

Ex. 63. Imitation between the violin and bass parts.99

97Recorder is usually indicated by the term flute douce, 
although Charpentier asks for flute bec and flute traversi~re 
in his Orphde descendant. When a flute is chosen for an un
marked part, the transverse flute is preferable.  

98 Alexandre de Villeneuve, Le Vya de there (Paris, 
Pr. 1727), p. 12.  

99 lbid , ms, 1-3.

AL

IF F 
ViOlOVS 14A+Q., 

Ab W. AL.  

"Its ac 5- W, w M T, I 

A"
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texture or sonority, as cantatas for voice and continuo alone 

were extremely common.  

Few composers are willing to allow a truncation of their 

efforts, but in the interest of not boring the audience, a 

longer cantata was occasionally shortened by omitting repeats 

or by omitting entire sections. "If this piece seems too long, 

one may sing the Gavotte which is on page 22.100 

Airs were removed from their cantatas and sung separately 

in much the same way that operatic arias are sung on recital 

programs today. To this end, many of the collections contain 

a list of detached airs (airs dgtach&) emphasizing this possi

bility (see Morin, Book I). The use of such individual titles 

as Air serieuse and Ai rZ ,ay, which are commonly found in song 

collections during the period under discussion, are further 

indication of this practice, 

The keys and ranges of the cantatas were not alwArays 

adhered to exactly as the composer notated them. MI Du

charger, writing as Stalkoff, a Russian gentleman traveling 

in France, describes such an alteration in an example of a 

"bad concert." 

The director of the concert intervenes, but only 
in emergency, by lowering the violins some two and 
a half tones in order not to strain the voice of a 
young bourgeois who resses his desire to sing a 
cantata for tenor, 

100A rubric appearing at the beginning of J. C. Trial's 
Les Triomphes de l'Amour (Paris, n.d.), p. 11.  

lo1M. Ducharger, Stalkoff, Gentilhomme russe en France et 
amateur de musique, Manuscript 404, Mus6e Cond6, Chantilly, 
France, 1 T16-17T



226

In this case, a transposition would have been preferable to 

the solution taken by the fictitious conductor.  

Although not abundant, rubrics indicating the possibility 

of transposing vocal and instrumental parts occur with suffi

cient frequency to imply that this practice was not uncommon 

in the performance of French cantatas. "Sopranos who find 

this cantata too high may sing it in D-la, re, or in iu102 

The transposition of the entire piece into a key more suitable 

for the vocalist was only one reason for changing the composers 

intention. If it was impossible to find the designated voices 

for an ensemble, a substitute could be made without transpo

sition, 

As I have been obliged by rapport with the subject 

to compose the following trio for three sopranos, 
one may, if necessary have the third soprano sung 
by a tenor or a bass,103 

Because of the charm of the 18th-century French lyrics 

and their special suitability to the musical settings, trans

lation of the French cantatas into other languages is very 

difficult. The poetry is replete with formulas for which it 

is difficult to find English equivalents. A modern performer, 

wishing to add one or more cantatas (or detached airs) to his 

repetoire, will find that these works, while not extremely 

profound, are charming examples of chamber music written 

102J, C. Trial, Les Triomphes de l'Amour (Paris, n.d.), 

p. 1. D-la, re, is the~hexachord designation for d'.  

103J. B.M orin, Psich6 et ses soeurs, Book III (Paris, 
1712), P. 101.
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largely for a noble audience. The noble patrons often took 

part in the performances as both instrumentalists and as 

vocalists, thus doubling their enjoyment. The rather limited 

range in some cantatas and the general accessibility of these 

works seem to call for amateur performance. This probably 

accounts, in some measure, for the extreme popularity of the 

form and the number of cantatas published during its period 

of vogue.



CHAPTER VII

TiE ATIC CATALOG 

Introduction 

This thematic catalog is a systematic presentation of 

the French cantata collection. It has been designed to 

serve the dual function of providing a practical source for 

the vocalist who is searching for an interesting addition to 

his repertoire, and of providing for the scholar a list of 

the extant compositions in this form. The French cantata has 

remained largely unknown outside of France primarily be

cause there are few modern editions of the music. Published 

discussions of the subject, however valuable, present only 

general comments of the form and its vogue without musical 

examples. A singular exception to this neglect is the set 

of six cantatas of Jean-Philippe Rameau. These works have 

been treated several times by such eminent scholars as 

Charles Malherbe, Cuthbert Girdlestone,2 and Paul-Marie 

Masson.  

1 Charles Malherbe, "Commentaire Bibliographique," 
Jean-Philipe Rameau, Oeuvres III (Paris, 1897), ix.  

2Cuthbert Girdlestone, Jean-Philipp2 Rameau (London, 
1957).  

3Paul-Marie Masson, L'Opra de Rameau (Paris, 1930).

228
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A large number of the cantatas exist only as manuscripts 

in the Parts Conservatory library. Because the composer's 

names have often been omitted and because there are many 

crossed out and rewritten sections, they have the appearance 

of having been copied for specific performances (perhaps by 

students?). It is also very possible that some of these 

manuscripts are autographs. Several of the manuscript can

tatas have been attributed to specific composers in another 

hand, which was probably that of a cataloger using some un

known source, or possibly his own firsthand knowledge. By 

a careful comparison of these works with printed scores, many 

of the misattributions have been corrected, a few faulty con

clusions have been erased, and a comprehensive listing has 

been established. There remain nineteen anonymous compositions 

for which no sources establishing their composers have been 

located, and MT GIZI, and Mr. N,.., who are known only by 

their initials.  

Although the distinction between the French cantata and 

such forms as iidivertissements and the cantatille is 

often only one of length, these works have not been included 

in this catalog. Wherever possible, the earliest published 

score has served as the primary source and where no such 

score exists, the most complete manuscript has been used.  

Where there is doubt about the form, the title used by the 

composer (See Bernier, Book V) has been accepted as defini

tive.
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The composers are arranged alphabetically according 

to their last name. A short biography of the composer is 

included with the first citation of his name. Since a ma

jority of the composers published their cantatas in books 

of six, the integrity of these collections has been main

tianed and the cantatas appear below their composer in the 

published order. Those cantatas which were published separa

tely or remain in manuscript follow the books in alphabetical 

order. At the end of the catalog (page 850) the cantatas 

which have not been located are listed together with the 

source in which they are mentioned. Following the information 

mentioned above, each cantata is arranged in the same pattern, 

that is, title, source, author, instrumentation and themes, 

In order to expedite the use of the catalog, two indices, 

one arranged by composer and one by title, have been included 

at the end. The source numbers refer to the catalog numbers 

in the various depositories and the range designations are 

based on c' = middle c.  

Abbreviations 

BN--Paris, Bibliothque Nationale 

Ars--Paris, Bibliotheque de l'Arsenal 

Cons--Paris, Bibliotheque du Conservatoire 

LC--Library of Congress 

Melle--Mademoiselle 

delle-demoiselle 

Mme--Madame
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Mi'--Nonsieur 

Md.(e)--Marehand Merchant 

S-- je neur, Lord 

p. -- page 

pp. --pages 

m. --measure 

Ms. -- measures 

Rgs. --reserve
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Abeille 

Nothing is known about this composer except that his 

name appears at the beginning of this manuscript, "Acteon 

Cantate Burlesque de MT Abeille." It is probable that 

"Abeille" is a fictitious name for a composer who did not 

wish to be known as the author of this humourous cantata.  

Acteon 

Source: Manuscript BN vm7 4761.  

Instrumentation: Violin or oboe, solo voice (A-e') 

and figured bass.  

Texts Author unknown.  

Themes: 

Prelude: 

Recitative: 

A'Syfphonboisq-I-,yief l-.1 

[Symphony]+ 1 4
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* * *4 -9*.

FJ' - le bieL5 tF I a -a et U e a 1p- pr .5e

&y pfg
a quc Sddaw-gev t'-p3- -

Recitative: 61 _ _ _ _ _ F 

I~tL~F 7 j ~ I ii 1 ~ ~ ~ W r1 i 7 
W, 

,yJ.5i eI

u r ' we

pro -f -tez.de. la le,- ov
I

1~J;~ii ; W 1 I WI I I WI

Anonymous 

Those compositions for which no composer has been located 

are listed alphabetically under "anonymous." Most of them 

survive as manuscripts, in some cases mutilated or incomplete.  

They all share the fate of having been totally neglected 

for the last two hundred and fifty years.

tj 4i 4 * 4

LAi]: iaL ve act-e' - on

LAi]:

AM

[Air] *0 T 
I J
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Action 

Source: Manuscript Cons. [x.644 (10 bis) 

Instrumentation: [Violin or flute], solo voice (d'-a") 

and figured bass.  

Text: Author unknown.4 

Themes:

Recitative:

[Air]: r 

?Iesur'e:

A iii - 1 AMra 
A 

,%I 4tIos o- -Il- ILAi-f-

b- e b"en sade e* ev a - r

AL.r

LIau - v-- v ficte - ow a f el ]a-4-jerJ

Recitative:
.7

- IS -tavA 5c -4 eLRJ

n ilk %oft 

-Z I dw 

M 

IK Lie

Ariette: 1 [pro- ) -et Je Ia e -- o-]

~IkLLAU~.E . ~ I

A & -I - K . I

4The text of this cantata has been systematically out 
out of the score. The few words that remain show that it is 
identical with the text set by Abeille and Barbeau de Gervais.

__y JF-

x All IMW p 
7% p Fri jo If

f% III

[ vrl oi- fel pore
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L'Amant Mal-mene 

Source: Cons. [A.35009, L'AMANT MAL-MENE/ CANTATE/ 

A Voix seule Et Simphonie (Privilege 1713).  

Instrumentation: [Violin], solo voice (d#'-g") and 

figured bass, 

Text: Author unknown.  

Themes:

[Recitative]:
-I Fsw ~ ~ u i ~ ~ i i

4 t I
aw my I I , A 

+Add dd 74 
A ;4 

qw -WAw i IL i 

a I F m ft loff-a 1w

[Airi: '14
N W I- t t 

iF II1 1'
r r r! 

I i ay k,-majs pwa IQde vma , v ~ rsi [Airi:pl
A OE I I A I I MAU

6

A ufim a
u fLITVUI I - .F V i .L I - - F I '

iAirl:
En -- cav s i la i-'u.-el -ltJ-,I fet-pe -4 1 e-Iei-d - 1e

A- D - -4 +p-.
1 1 "1 I

1)

Recitative:
7A1

li I I -t ML- I A 

shk V

o Von*t 0 wiVot pout W pas VoiW lef cris'e--use e--ba

fltL~

Lsw V --&Mwif j

la5 tlsain-t eS, le-s i --qfui- e,- --des ,

Pto - c6i,,s Rochets e pi irvt- iU.6-res de- bois, 
s

L- I I-



[Recitative]:
i * h I k L L 

Te-r 4 j t e-Mrnois a-vetL -gles e vnueL5

I Nib. A I-i 7LF AP I I M~ M o

La France 

Source: Manuscript Cons, LD. 3746( 5 ) 

Instrumentation: Flutes, musettes, trumpets, violins, 

violoncello or bass, solo voice (d'-wa") and unfigured bass, 

Text: Author unknown.  

Themes:

[Prelude]:

Recitative:

I Ala

up, ia A, 

SLt-Ie~ o~squ~e la 5esi " ar-vo5 --

~J 1*II r 1~iIqr "L
DPe bnef sou.~-p'r-s ef Se iy, es l av- 14rS
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t1104

A.* K A I A 

Aquitzi-Aff 

I T. RAW' 
Ad 

iw -, - 9i - i 'I i i

04

w a or .w W, I Je )e fats -Set-y"emt 
As

LAIr J:74
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Recitat

LAIr]:
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Ak m St I 1WA 

VL 3 .1 h~ a 0 1 m 4 mmp

'--li
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EI. .1-1 -4

LAirl:

Recitativ( 

Lsymphony 

Recitativ
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a
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h
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[Air eirJ I epet.Omf ~ 
Tai-sez voos t*ve es 

Le, m pris de,1amour 

Source: Manuscript Cons, [X.632 

Instrumentation: Flutes, violins, solo voice (A-f' ) 

and unfigured bass (bass viols).  

Text: Author unknown, 

Themes:

[Air 1:1 Y# 0 LL i - "10a.

I~ 1 1 ~ ~I *U 1

Recitative:
Dase~e aim a-ble so- tSe

4h 1 j ~ i

Air: cka~ -wiai-te

I I J VAIL

LRecitativei]:
0 R 

all 
41 

sh 
qr 

Mal's quel +roi&61e r-o-"- as Sev" pal-e de Y%,>,A a w e..

Ve.. - Ylet e,*

I

I
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a 0 - d

Air :

Ilk I LP IAM M I Ain I V ;i ZLZL , 0 11I

Te %Jres coeLys, vou, tz Voa s p h- e- mVea. V c-

La parodie de Didon 

Source: BN vm7 272, LA PARODIE/ DE DIDON,/ CANTATE./ 

DE L'IIMPRIMERIE DU MONT-PARNASSE/ 1731.  

Instrumentation: Only the voice parts, including 

twenty-nine soprano solos (c#' -g"), a chorus for soprano I 

(g'-f"), soprano II (gl-eb") and bass (B-c') and a duo for 

soprano (g'-we") and bass (A-e') are extant.  

Text: Author unknown.  

Themes: 

-r h* UI I Iu~ z

[Air]:

[Air]: 

[Air]:

[Air]:

De W "ouvie-t c P bi-wtk? O gietI qttelta - p a -

4

C et e6-got Q- i- 5e 

Il, uy e n'a J -wT 7zFzT 

Luy que fl'& gutee'- to t Te

_r_ + -4.

-1 L 4- sE -- tost qu'E104 ev -ta. Da ,s la. vIl-vle. )L-ve.

11' 1 I I I I Ft 1u--4 -u I w

lqk - I 
I -IRMA
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-I-

S f- .l- *e a i Js . s,
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y t aba -AJO t , au$- t f Je -rn. ,

Sa sas fae- - 'a+-d eu , 

-Ra s

em a vO -yawt C)Le 

Tes \avr-- es 4 - gent y-+oy

[Air is

[Air]: 

[Air]

[Air]: 

LAir] 

[Air]:

[Air] : 

[Air]:

ALF I I AIL OWMWV AK
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J ft

I rok aa

a ~e p-e5s- 5e? NtPer -fl,- de-7 44
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[Air]s
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Nr

[Air]:
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[Air]t

[Air] 

[AirI

I di

[Air]: 

[Air]: 

Air]:
10 A

Sleve, L v -le Su I ha- -

IN 
EL 2 

K-M a 
dr
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Choeur: Vo-gue. ga-q 

Y o l.au 

S Va -Igue- la ga--ee---- ) E-alt epie-e, 

LAir 

EnCe. no-ment, Dame D Se YeL ]U-ev bo de bov 

LAir]: 
povutquoy douc {a-t de vu 

LAir] 

Je hy pa dot - a i vieeo;ee 

[Air]: 
_ _ _ _ _ _ _ _ _ _ 

a-oi fa e p 

LAir] ~_ 

LAir 
EL e-itr.-M .



uIaF it) i
qUT 

abf dtf e, vA Yes eh vs )eYea
M2,6 a-c"- r PO~r(ty% VO-lv

h 1I -114 r a. b

F nis- sons pa & wi VV a-

t a r a p a tim p i

r. I

LDuoJ: ies Sai -se~s e ~,AILg

1)e ~a -5eLvs ~tvaoy age

Voz seul avis fbris _Ia chaine 

Source: Cons, [Res, 2277, PARODIES/ SPIRITUELLES,/ EN 

FORME DE CANTATES;/ Sur des Airs choisis de Messieurs Le 

Camus,/ Lambert, de Lully, & autres./ Nouvelle Edition rev&4 

& orrie,/ DE L'IMPRIMERIE,/ De J. B. Christophe Ballard, 

seul Imprimeur du Roy pour la Musique,/ rug Saint Jean de 

Beauvais, au Mont-Parnasse./ M.DCCXVII./ Avee Privilee du 

Ro_5 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

5The compiler of the texts which have been set to music 
of the above named composers is J, B. C, Ballard, but because 
the composers of specific compositions have not been identified, 
these cantatas are listed under "Anonymous."

[Air]:
A
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[Air]:
I A

'I

v
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Themes 6 

(Airl 04 le,-m 

[Air] : 7 fix f foyo sem nva -a- u o ere et-et-n ve 11e 

A S a setle boi- te fbt-s devoqts re co&&- iv.: 

EAir]: AW que e coe E e a4-aLf. s 

-Air] po, 1.y se4 a-l 4 --

Pages 1 and 2 of the music of this set are in manuscript.
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Bont de Jesus-Christ 

Source: Cons. Res. 2277 (see PARODIES, page 2 43), 

Instrumentation: Solo voice (e'-g") and figured bass, 

Text: Author unknown.  

Themes: 

f 9410. M I p i 
Air : VeE oy, d \Je Saa- vetr, 

Air: La. VOIJA de y a-twe Dieu. YO'45 aPpeIle evj Ce JO'L~r.  

Air: V 
L-.v 01de. Vev-4 -. tD, \e vou.s avez a len0t
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Vraye lbert4 

Soure: Cons. jjRs. 2277 (see PARODIES, page 243).  

Instrumentation: Voices (d'-g", G-d') and figured bass.  

Text: Autlhor unknown.  

Themes: 

I AV mT- I I rrI&TAf
214 L e io- de. sous ses lcoi a e % ss ve.vaQ -ge.

1 1 W 1 AM

I I p y m 0

Duo: 1 f
I lowiel A , , --I aVt

1? ie e paVI' PIi4 E ys

Air:

A 4 i
A Ir. 1

Q~oi wie me pa--Ie ph s d - PwiOe

o;- W 6e Coew-, va.5 su- ket. VOL
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Sentiments de Salomon 

Source: Cons. Res. 2277 (see PARODIES, page 243).  

Instrwuentation: Solo voice (d'-g") and figured bass.  

Text : Author unknown.  

Themes:

e Set-Vet Ies fa -ve~t-, c tqe Wos I at -+Ia 
I

L a 
N: Firl 07, IL wow I 

-i i 6"vC3

Air: I- . Ls pa s t o* 51 i S avi S ce S SPe 
[ 3r$ ~ ~ f O9~e ~(v a-S M '

t I uVww

do x

41 I F~4 LI 
-"Ow

f.aJi

Crainte filialle 

Source: Cons [iRs 2277 (see PARODIES, page 243).  

Instrumentation: Solo voice (d'-.g") and figured bass.  

Text: Author unknown.

AL M 21 Iff 

qw

A jr 1 Iff 
-W .. Nis 

Jr. wow w a wr.

I-Ar INA A&- L 7w 

got IF lK -M 1

air: s

& I i ki

A 4mn a
tes



Themes: 

Air:

1 04

Pt~je

he I i.16 - I 
-~~ I~L ~L ~1~~IE 

r

k I L

Air: 1 - i CM 5 -%4is ~ -jowr et e- ces-sovs ja-- Nats

I I ~ I ~ I f 
-. -,

7 il

SeuJl bonheur en Dieu 

Source: Cons. LRes. 2277 (see PARODIES, page 243), 

Instrumentation: Voices (e'-b", c-d') and figured bass.  

Text: Author unknown.  

Themes: 

Air: 4x- Pesoi t- et -e V te oe--a-
XQIwanI je -F -oS a- O L* 4 b&fs J eIe e. V. -
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Air: 
O wYle (oit Se e-vk- quLvta1 M hre )opIe 5s5au.-0 en ai-e deu.: 

Oi,-I

I

I A

LN EL A 

Aff ' w - I r I I I r% - -- t- A

Am

A

F
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dJemts i wle-~rnLe~

f\ I I

Air:
-le i -f t cue -- Iejais C4.+e. AVsi 5 v.

/ 
I y' i-i'll 

___________ 
II V'2'~ 

U p

J~w w 4

Air: 1
=dTEf~ z

Remors et regrets du peheur 

Source: Cons. CR4s. 2277 (see PARODIES, page 243).  

Instrumentation: Solo voice (d'-g") and figured bass, 

Text: Author unknown.  

Themes:

L 1 0&ih

-. wvi vs pqwe ay ke s .~v- m4s qc ,ay 7'

I tp

Air t
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Air:
* jI'AdaI

AL IL 
LIF 

L mis& 5GA41 UP

kh ohm I 99L 
AL

Ad Lit New 
idK 116- 1, & 'MAW a

0w

Y" nod a s ^ch a -Yne %,

A

-W-

IW 40V

IT



I t I i L I L[YAW 1%zzz fz"IzzzLIzizz

AJir: i1-k Sei g,,e.~r, je w-e -con vioIs x' t es e ayv1 s e - vc

I I F OF

-a . . u Ai I I

A ~ -

air 4 s v -w ji

M 1JL 1 f

fib A
F 4 V rWr

- heu nev-d -ci e vs s ayis

ir# 

VrgZ bonheur 

Source Cons, FRgs, 2277 (see PARODIES, page 243).  

Instuentation: Voices (f'.-g", f'-f", A-c') and fig

ured bass.

Text: Author unknown.  

Themes:

I L , i

Air:

I I I I mu~ U - -* 14L

PO ,Lv-quy chrer- I6- a - g- aI ev
f" -W* I-I.ALI- . I
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A.s- i

te Ltt

6 Ako k i hi

A A - -

I

Air:



Duo:

Air: 

Trio..

A*4 i

ce iAd pd VOas pit, 

che thOs-#otts ce cqi pt f voUs pial -De

a II fi

'01 u tA4Viwthritcd ef oi

j P w . Li ~iw I 

Y/o10.1 0bes*. palvfSevevd 'e ph~isnts cofrpa- a-Gies, 

' 'I

Mon, i IWest po,,% Sel"ai r , d plai-ss c pao - a - (,Wes, 

Sentimens d'humilite 

Source: Cons. [Rfs. 2277 (see PARODIES, page 243).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Airs Airce esi po i1Ce vos, et-v coeur, se f/ -kt, 

1mIF4r IL iLp

251

IL 

0 f 
is lid '6 9 6 9.0 or do s

I

1-7
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Air: Da9 vma I S e t l.  
L. Ii v -s e

rl .i ir- -

Se'I eA , OLL - bi1--e 
*AL

neS pe-cie-z?,

I 17 1

A

Air: t.I I

a A I .I I I I
I AI I I I

Ve. - v)et Seigne'avr, yiou&s - WQa

Ennuis salutaires 

Sources Cons. Res. 2277 (see PARODIES, page 243).  

Instrumentation: Solo voice (d'.-g") and figured bass.  

Text: Author unknown.  

Themes: 

(71%

X Si ks 
I s; es

SoIVIS, Ves ,e -
waAX aLtx P4-CLhrS,

-Air Am

Air:

Air:

7The second couplet serves as a fourth air, to complete 
the cantata,

M- AIL EJ M 
bog 

Lip

An 6 
*I I C

a
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Llome vi'a. Je vra~y cf~Ie lA 

F, p I

AirsII age. se - a e Pal --. .

I I 4 4 f P 
I -

Avis a la Jeunesse 

Source: Cons. [Rs. 2277 (see PARODIES, page 243).  

Instrumentation: Solo voice (e'-g") and figured bass, 

Text: Author unknown.  

Themes: 

S qF dFIs A I ~ s -, .  
Vok'3 u 1d a-s 14 S~e v ~i e s- se ~ V%-" e;L .~da..t

n

Air:
ii-Zlu Is -- -

~. TZ I I - i

Cr,:nxtoud - vo'-+P' ag-e I VVI F&iiu ..- e 
L o-el e t .

-' yElp' - I ~ '~'v - *'i> j,.

Air:

Air:

7 1 irt 

ANIL 

loe jig 
f f V4 1

ILE ddh 

I T, 

ri 0 1 

& 5 LA PClid 9- =F4 a x 
Ah lw- W t A% W 11 -9- f

I

I A A

Air
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Air: Now a -vo s - c e

Re ck c hezIa- a - ges-s'e D)e -oUs VO s I s 
Air: La. R e Sov VOUSI" /--Pe voUs P-P V a - ve Z.  

4w

I ' *~ ' Tr
Air: 4 vo. 'vo La-et Ymea-" a.-Se, Davis

I io

Psichg 

Source: Manuscript Cons. Res. F.1115, Psich, Chantate 

En Simphonie.  

Instrumentation: Violins, solo voice (d'-g") and fig

ured bass.  

Text: Author unknown.  

Themes:

Reeltative: A& I m I

14 fbk i ou-chet. VJes ead.l w or -+ a I - le

A -
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-
4
si5e zde re - i- VIil-+ie Js id 

E~b 4

Recitativea
Co74us cIree e- vocqe ei ja-ots de s a 5Ie e

L .  

LAi] cot$ qu a-m'*.t.. 4te Ja s les c6; - - y 

1If ~ A A=

Reetative:

[Air]:

1P F -u F i 

QUO e 1fas eivai - l-~v~e .t e ,ia'sere d&~

UL F1 ri I hrJ-rdopyI I IT 
bf iI

ac-cuve - - -vox vo-l - -

3 49 U

Reitativea
x 

que I 
A I it- P -+ ore p a

L 

off 1 a I Lp Ik I 
L I 

770 + QtAe- Voji j P-

AW 

N 9391 pi-



Air:I 'I -; Quel +r 2 . C "- e- LWef t VIC -to) - -y

Sappho 

Source Manuscript Cons. LRes. H.750, Sappho, Cantate.  

Instrumentation: Violins, solo voice (d"-f") and unfig

ured bass.  

Text: Author unknown.  

Themes:

Recitative: 

A4 4t

Air: 

Air:

I A 7'r -- I k i -I7.4 
I I ~ ff% IF j H :

L

SIL S. L. I _I_1_ _ __1 

%F y - r -IAV JI Now

Air:

256
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A
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Air:
deF --it

d~t " es bj4, V'e A 

I I I 1 1AA

Tempest. ~-~~4~,----I--I fu ii'' t m '' i I 'II I II F ma

'I It I I' 'I

F ~ "- ~-J4mJ AFEU I~.

[Recitative]; 

Recitative: 
S- le e &i% ef Ia i- Z c1 ,a. pesv.si.e

1IF.

pvI MAS rio I 1 h 
p~o~ets i8~~is e aiwiw 

4

Kb

- ---Nmh=W Avm

Air:

At 1 -1

il

'MRS 
r 'Fj -- A

-fiAk- As

Wand
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Aubert, Jacques 

(1689-1753) 

A celebrated violinist, Aubert (called "le vieux") was 

a student of Jean-Baptiste S6naill6 (ca. 1687-1730). In 1719, 

he was in the service of the Prince de Condo (1692-1740) and 

in 1724, was a member of the famed "Twenty-four Violins of 

the King," From 1728 until he retired in 1752, he played 

first violin in the orchestra of the Op.ra8 Many of Aubert's 

pieces were performed at the Concert spiritual as is evidenced 

by the appearance of his name on many programs from 1729 until 

1740. Most of the pieces were instrumental works, but Aubert 

also wrote an opera, La reine des PAris, which was produced in 

1725, as welI as several ballets,9  Le ballet de Chantil, 

which Eitner erroneously calls a cantata, is one of these.10 

L' Inconstance 

Source; Cons. 'Y.303, IECUEIL DE CANTATES/ FRANQOISJS 

ET ITALIENZE,/ ET/ D'AIRS SERIEUX ET A BOIRE,/ choisis de 

differens Autheurs/ Pour l'HIVER de l'Ann6e MDCCXXVI A 

AMSTERDAM,/ Aux d6pens de MICHEL CHARLES le CENE, Libraire, 

chez qui lon trouve/ un assortment g6n6ral/ de Musique, 

Lionel de la Laurencie, L'Ecole Frangaise de Violon de 
Lully _ Viotti (Paris, 1922), 1, 201.  

9Eugene Borrel, "Aubert, Jacques," Die Musik in Ge
schichte und Gegenwart, Vol, I (Cassel and Basel, 194'WY, 
col. 776.  

10Robert Eitner, "Aubert, Jacques," Bioraphisch-Biblio
graphisches uellen-Lexikon der Musiker undTusikfeehrt~en 
der Christlichen Zeitrechnungbis zur Mitte des neunzehnten 
Jahrhunderts, I (Leipzig, 1898),~23i~
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Instrumentation Violin, solo voice (d'-f") and fig

ured bass.  

Text: Author unknown.  

Themes:

fa--vo -ratie A-'1 - (om Sd ~

Recitative:

Air: j

UL t f r ilq .

I Pe Cai m-a-Ue Th-con-janr-e A-mwawfs 5u-Vet7 Des vo 'x

If Fr 1 ~
A - Mant pas-set

Ai. m

Barbeau de Gervais 

The name Barbeau de Gervais, which appears at the be

ginning of the manuscript of this version of "Acteon," is 

probably a pseudonym for a composer who did not wish to be 

known as the author of this cantate.11 

1 1 "Barbeau" had several possible meanings in the 18th cen
tury. Itcould be translated as "cornflower," "bar-fish," or 
"little beard." In underworld argot, barbeau has the special 
meaning of procurer (pimp).

Lk 133 - L I -- d 

rw 
r Aft

-III- PW IF 
I - V M W7

letA&ir: '
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Acteon 

Sources Manuscript BN V 7 4762, Acteon, Burlesque Can

tate,/ par Barbeau/ de Gervais/ 1710/. There is another 

manuscript copy in Cons. [D.1559 (4).  

Instrumentation: Two violins, solo voice (A-webt) and 

figured bass.  

Text: Author unknown.  

Themes: 

A . r*l a rm : -:

Preludel:
I --- I 4

I
1 r, v r r~t~r r

p ________ 

~A __

a

Recitative: u -v - %I U f WaI 

A. fi d dIoui ,5s 50-iu---t It {t OtL44A

a Af I i I

q I II~rr

LAir:

I 
~ t R

qa-p Aolk ~t~-~~V'~ 
IL

Recitative:

Quef iwic-.$I porte i-i .se~s t gd u- e

do I

EAinr]:

Fl- It, Uten sa$e c c-i ap- pri s -

I qp v

I
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[Air]: p--;-lte Ia ihe0 

Bernier, Nicolas 

(1665-1734)12 

Bernier, one of the first French composers to utilize 

the form of the secular cantata, began his musical career 

as a choir boy at the cathedral in Mantes. He later trav

eled to Rome in order to study composition with Caldara 

(ca. 1670-1736), returning to Paris in 1692, where he in

stalled himself as a teacher of keyboard instruments, From 

1694, until he became Chapel Master of St. Germain l'Auxerrois 

in 1698, he was Chapel Master at the cathedral of Chartres.13 

Between 1704 and 1726, he was the Master of Music of the 

Sainte-9ajpelle in Paris, and starting in 1723, Bernier held 

one of the four vice-Chapel Master posts of the Royal Chapel 

14 
at Versailles. Bernier's first book of cantatas bears a 

privilege dated 1703, and between then and 1723, he was to 

12Philip Nelson, "Nicolas Bernier," unpublished doctoral 
dissertation, School of Music, University of North Carolina, 
Chapel Hill, North Carolina, 1958, pp. 6-25.  

13Alexandre Cellier, "Bernier, Nicolas," Die Musik in 
Geschichte und Gegenwart, I (Cassel and Basel, 1949), col.  
1792.  

14 Edward van der Straeten, "Bernier, Nicolas," Grove's 
Dictionary of Music and Musicians, 5th ed., I (London, 1954),
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produce six books of cantatas plus the two divertissements 

of the famous Nuits de Sceaux, which were written for the 

festivals held by the Duchess du Maine (1676-l?53) at her 

chateau south of Paris. The thirty-six cantatas found in 

these books and the two "Concerts de chambre ou cantates 

frangoises" of Les nuts de Sceaux form the largest collec

tion of French cantatas by a single composer, 

Diane 

Source: BN Vm? 214, CANTATES FRANQOISES/ OV/ Musique de 

Chambre;/ a Voix Seule,/ AVEC/ Simphonie et sans Simphonie/ 

Avec la Basse Continue: / COMPOSEES/ Par i ... B. ernier]/ 15 

Premier Livre/ Partition in Folio./ SE VE1N A PARIS/ Chez 

Foucault Marchand dt l'entree de la rue S Honor6 a la/ Regle 

d'or Proche les Charniers./ Le Prix est de 5. WOs en blanc, 

Gravees par H, de Baussen./ Avec Privilege du Roy.16 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Jean-Baptiste Rousseau.  

Themes: 

Recitative: Op 

A peivt It so-leiI au OnI a a-4 es .ow -bn"s, 

15The composer of this book of cantatas is identified 
in the "Privilege" of the fifth book, Les Nuits de Sceaux (Paris, 
1715).  

16 A second edition of this book of cantatas was published 
in Paris, without date, by Le Clerc. Page 96 carries the in
scription "Gravoes par De Gland 1740." (See Cons, LD.1014.)
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OWN 4mvzz

Recitativet F -IF- - , I 

ft es mots ell ap - - - pt-acceet ses vi"ips-443~

- - - -

Recitative.

V'A mour s'evti(I aiu 6%% 4e es cajvits a-Ie-g-jes-se-

fo- i I i I n &FX t eom
LL I Ila f 

I A 

liki) A 4 i 
3w A -W We i-A WAOMMOO

Air: Res-pec-tos I'A -mo -4i's qu'i so-ma*, - - - - - - - - - - - -fe,

AWW r a

*

L' Inconstance 

Source: BN Vm7 214 (see Bernier, Book I, page 262).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Jean-Baptiste Rousseau (L'Amant Heureux).
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Themes i 

Recitative: 
b-s a. fat vo'I l a. te de moyl C.oix,

A -mouv tL -- "Is wies Pei-vies et r es y41Lx se 3svvt OC&--ve %ts, 

c 1 -10 M_'_

Recitative:
4L L 

Mrais pite dis jo- In - sr

I a -..dlr . I Pft 
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I A ISO= 

Air Un f %14 st-Ai ti txx 6vtA 5 
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will A 43 
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Recitative:

Air s
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AirIM 
Air y . .. &y s --- CVaIi .ce c a - - ---.. tes Vai -- US 

-7- 6 6

ik 
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Venus et Adonis 

Sources BN Vm7 214 (see Bernier, Book I, page 262).  

Instrumentation: Solo voice (e'-g") and figured bass.  

Texts Jean-Baptiste Rousseau (Adonis).  

Themes 

I L A M

Recitative:
N ~ ie u Mav s e t Ye. -iu 3 61be s se-t caes wiesmes ris

UVI coeuijalo%& Vie fait pate- ois -e- ue des t t It$o op ~- 0-46-
m vp w

ldlk W

i -dm 

ba 
Ole-

Recitatives
I A 
I ff IL M M I I a 40 , R 1% 
I I" Ld or_ 

44 P= T 

De-e-s--se Jo-- ja "e pivs s aw a6 sen - ce

Ah T- =1 rw WE 

La firoi-de Afa - ya -,J4e Sotf Pouv' "ad- vA"r p
AL 

64 J ir I

Recitative:
I: a- bovwe yev+emlait lateiavmavte De-es-se

k4 F FE

Ah

P.  
x - L MUL 19

u., ri h ts w-

7 4 
AirL:
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lk

Gue It So . d diat- me r 0o -;m qaue' af - -

L' Himen 

Source: BN VM 7 214 (see Bernier, Book I, page 262).  

Instrumentation; Solo voice (e'.g") and figured bass.  

Texts Jean-Baptiste Rousseau.  

Themes:

Reeitative

Ce Fw vet: Ce i v o -nIt a- - o --- e- e

QU se ln s 4s rfth chaw-- - - - -- Y

6 ~ 6,r6

Recitativea

J&- Iowsz d e-cjai de ces boi-,e%-s iot4-veaax

Air:L'Ainaw d~~A~----~t JS /Ah 

----- a

I i Flit 

I AWL _-I %d 
'A -- AIL 0 &MBE

h r% C W 'm V 1w Awl F) FF IDF 
lid AMI 

%0%0

L 
JIW_ 
AM%-.# 4 A rm 4L MIL_ - bft&-,

-A A

h I. a lk k.

It 64

v

I I I

IL ri

air: f
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Recitative: Jt reAcidse9 y1w 
4 F jr - p e e l es c s veLL Afp tu 

I-m~evi qua It 50A t'OI'-a-S t -Vevi pens pohd 8.nt 1 

Le triom he de l'Amour 

Source: BN Vm7 214 (see Bernier, Book I, page 262).  

Instrumentation: EViolin], solo voice (d'-g") and fig

ured bass.  

Text: Jean-Baptiste Rousseau.  

Prelude: 

Recitative: N I

F;I-Iesa W4e% dt r4- W-'t -- ve s,NIs es, 

Aire4V
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Recitativeg 
fais que vois je! atas Deu4 ~ls v $aq1cues e - 4o e 

Air:* ~ la. coca. ~ ct~ SU-ver.- t i s 

Recitatives 

Ny m-phts quel ast ce ieu qA oe-%ot v-t -e km.y wa-ge 

Air 
S-Ve--wer VvicZ 

Recitative: 

Cii n Jt A I ; e - en e a I l- v 

[Air ]
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Les forges de Lemnos 

Source: BN VM? 214 (see Bernier, Book I, page 262).  

Instrumentation: Violin, solo voice (d'-g") and fig

ured bass, 

Text: Jean-Baptiste Rousseau.  

Themes: 

Prelude 

Recitative: 

PDvans es A%_f,.es fa_-metxg O I V41 -a nA. A Jeti uo, 

Air: a~' 

I6 

Recitative: 

cest a s u -c p 'A-wo 4 

Air s ez Ous ate u -
u s J e
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Recitative: K 

Nat's tads q4I ?emwpde thAs f,- teus si vat -lies 

Air:PFe'ts VahlvqutwrC3a e I a Ter - 'e et-det a vo-b- tou-r 

Prot4e 

Source: BN Vm7 215, Cantates Frangoises/ ou/ Musique de 

Chambre/ a Voix Seule/ et a deux/ Avec/ Symphonie et Sans 

Symphonic/ Avec la Basse Continue/ ComposSes/ Par MT ...  

[Bernier]/'7 Second Livre/ Partition in Folio/ Le parolles 

sont de MT Fuzellier.! Se Vend A Paris/ Chez Foucault Mar

chand a l'Entr6e de la rUe St honorS,/ A la Regle d'Or 

proche les Charniers.! Le prix est de 5Ylo? en blanc. Graves 

par H. de Baussen./ Avec Privilege du Roy.18 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Louis Fuzellier.  

Themes: 

Recitativesit: I 24 a a If 
~ at tn a~ t a~-Iid Shvn - ph' e $flt 

17The composer of this book of cantatas is identified in 

the "Privilege" of the fifth book.  

18 A second edition was published in Paris by Boivin with

out date (see BN Vm? 226).



Airs 

Recitativeo s 

was It sa e Po -'e a-van-ct sw -v.  

Air: ?Beles ces bor-ca-3es t+ t f> 0Aft-_ 

Recitative: 

m v.- e ue a--ve t-it Y i %- e -vnevi - u -- 

Airs CA-ymvi - sea* ' c elIa + O'Aj s! 

Les Zephirs 

Source: BN Vm7 215 (see Bernier, Book II, page 270).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Louis Fuzellier,
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Themes: 

Air: 
Qua-AJ ovi se las-se e sa ca;s-vie fa+Savoae, J-a 

RecitativeR 

Les Ze-pIiI s pa ces cia-Atts 4as E -i 
4 e -I*-Ve 

Airs 

Ai UISILa es a - YOU a v uv es vo -1a -ges 

Recitative C 

T -a cIai-gea 4kas ces a,-- a.- es l Ieu x 

Air *Or -*uoy pleLL - vh.ett sOLL- -to pout- des ctu e I - les? 

Les Songes 

Source: BN VM7 215 (see Bernier, Book II, page 270).  

Instrumentation: Solo voice (d-g") and figured bass.  

Text: Louis Fuzellier.
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Themes:

Recitativet
.ii- Ik

lirzW-11r K 
Davs uv av tiee p -o ode 'E-pi--+e Jes 

Air : Re -Svez re3-r. rr--vtiso -v e i

1 4'. s r r - V II - -

& JL

Recitative.aAir. IL 4

Airi tv elex ay,- Les Scm esLSet s Ate 

Reeitativeo

vie po.-di- u- ez vos hetin-euses c-me--es

Air: 1 Sesi. e op-lttsts-5

(4 I i 
son -do,

AMA ic low, AMR lk AMM AN& 
IL E 19 14 lqw

r

r:; ~ . 4

Aft I& a
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Leltriomphe dePsich6 

Source: BN Vm7 215 (see Bernier, Book II, page 270).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Louis Fuzellier.  

Themes: 

Recitative:

Que e D-v -i ---- e' va pat-Ols-ttweem ces lIe;Ax

Air:anet ts t St A-dws gA - ver-suj vos c in-bies 
Air -

Recitative:
AurnM go ..4--aA 

?74 /1 ais cuel vitq.r pl -O

Chat-mait Vai -.- qu - eur toad suit tes oiK

h I K Ia I.

Recitative: Quo IAIourIr-oft Ruiet uyA :I_-avn-+
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Air: Que eIciel Ia. e t Ioy - -

L'enlevement de Proserpine 

Source: BN Vm7 215 (see Bernier, Book II, page 270).  

Instrumentation: LViolin], solo voice (d#*-a") and fig

ured bass.  

Text: Louis Fuzellier.  

Themes: 

Prelude: 

Recitative: 

Les T .tavs ev-chais-ve sous epa s-es movM-ta -"es 

Air:jup e a vS d foL-dAve
Airt 

Recitative: 
Cen est faith 1esTi-t 5 tomn-~
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Air: *i CJ-'a 0-to l ies '-Yes a- Iar-wies e o i e cC e-e 

Recitative: A_ __ 

Tavi -dis jua 'ob.Iet u PIAtOI5 m m t orEF T d q Ph u -to 504-et sovn 

Air: O' ps-ene , v t s- i 

Diane et Endimion 

Source: BN Vm7 215 (see Bernier, Book II, page 270), 

Instrumentation: Voices (d'-a", A-d') and figured bass.  

Text: Jean-Baptiste Rousseau, 

Themes: 

DID 

[I w cest aies les So -(,es 

Recitative: 

Vous w a-.-weL. ay-na-ble De'- is -se
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Air:k 
Ai :c-cet cit ma glo.' - ----- ton-e On cowt'

Recitative:
I Irt ML BEL 1 2 r trL~ * -- r-

Jo-v'-tj pn i &L%-n , jg -tbra-vois sa p?"s - sav.-ce.

r rThdirrtrfl77 rtFw
AirQduja-lo est a aain-&t q-dj * ci Y njJtsi

Air: on *non n You$ vie ven plus pa- 0iS.- tte.  

[Du auo]er s de w11 0S'lehes fI'wtes ecAc da a jaiSiiaos a - es 

Vnus 

Sources BN Vm7 216, CANTATAS FfANQOISES/ OV/ Musique de 

Chambre/ a voix Seulle/ Et a Deux/ AVEC/ Symphonie et Sans 

Symphonie/ Avec le Basse Continue/ COMPOSEES/ Par Mi.

I4
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[Bernier]/ 19 Troisieme Livre./ Partition in Folio.! BE VEND 

A PARIS/ Chez Foucault Marchand a l'entree de la rue S 

Honor/ a la Regle d'Or proche les Charniers./ Le Prix est 

de 6. En Blanc. Gravees par Paulo Angelli./ Avec Privilege 

du Roy.20 

Instrumentation: Solo voice (c'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Recitativej WA o " o i

Se-cri-oitt IA- mot w- cov -tew& Jt sa ie-ne, 

Air: Que magoi-e.e X-e- VVec. Iap-evce j oat, 

Recitative: 

A ces mots 4-mOAW Vo -O - - - - J OUs O le gal -a 

Air: A-moot'e pe-are tes ar-ves con-t e 1'o6-jet ie -wes voeux 

19The composer of this book of cantatas is identified 
in the "Privilege" of the fifth book.  

2 0 A second edition of this book was pub lashed in Paris 
by Madame Vanhowe, without date (see Cons. LD.1021).
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Recitative: 

Ce~aii-i teYe-nvs a prilquQ Ia eat--e  

Air:PO"- *uoy cOi- A $ --A +e Ia gtwn 

I I*A X

Iris2 1 

Source: BN Vm7 216 (see Bernier, Book III, page 277).  

Instrumentation; Solo voice (d'-g") and figured bass.  

Text: MT F.D.A.  

Themes: 

Recitativet 
Co- ti-1as e k-Cha.-pe' ces fe'r 4 vo--- -a--ge 

Air: $omwidJOLuI eY - -ca t EaU.  

Recitative: 

Air: *- phej.i -~ 

2=
'*A modern version of "N'implorez plus . "i iv# an air extracted from this cantata, with piano reduction by V. Galloist was published in Paris, by Durand, in 1912.
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Recitativei AP'JL AM W -AS m mall -M 
-11 rn It IA P +i 'mr- m- dF 

"J i 1161-M 0 "K.'"l-An 
04 L r r F 

evder a ce s i" ofs vo i f le s o A I u"i I 51a e s -i e

amll M F,4=W-i-a E

Air:
El vaii un ep eu -ve le,- 1 %- ;;Us -alfj'u -ee

4 6-

Le portrait d'Uranie 

Source: BN Vm7 216 (see Bernier, Book III, page 277).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

SL

Vous aovn-~i-viez v&-hie.i
't- AS AIL

____________ UL~OZ~ ~.,.--I
Ar ihoF 

dim=

Recitative:

AirL;

off I -- Am' .U44MI U -LI-t 'j l E=m4

_____ i Or-

Air:

Qe 105 IOtJ ea r-

-AL Ah6- k A a

W-4mom v I

a C7 W 

Id 5-1 Al I -fi-- ff 
M A w 

he;n-si la R "me "ma-tho-a-it ey JA

4 -wo .
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Recitative: 
S.es /l-maous a ces w" t 3 e-roc-veit sapois-say 

Air Ni,)h-ez pus jeyi -ees A-VouA.s 
Air 

=i _: 

Le Cafft62 

Source: BN Vm7 216 (see Bernier, Book Ill, page 277).  

Instrumentation [Violin], solo voice (e'-g") and fig

ured bass.  

Text: MT F.  

Themes: 

Prelude: 

Recitative: 
are a-ble ca* - e . uel cI mats I c - 5 

2 2 A modern version of this cantata, realized by Philipp 

Hinnenthal, was published in Cassel, by BArenreiter, in 1959.
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Air 1 fa - vo t-a e. I queurlyrio tvnoyt amv est Ira vi - e 
A AVW 

a"& 
P.M V AL 2 

I 4M F 
17 

dw

Recitative:
L Lk b, M% 

I T Aft 

-OR i 

'A LC ra w 7 r f W- K- F
I'As-fte Jt,%t Aajueh4 la rl;avt ' Jovee et pv- re-

A kL I L 

Air; __ _ __ _ _ __ _ _ __ _ _ 

boom"-it~

Recitativet:

QuatJuvie ha-bI-le Wvna'%% -pesie.

A i r ; 0 tOy lI -q u t ' u e . a y-1ea- --- e Co i.A - - -

emt Aricie 

H lte e -it 

Source: BN Vm7 216 (see Bernier, Book III, page 277).  

Instrumentation: [Violin], solo voice (d'-g") and tfig

ured bass.  

Text: MT F.

- 41&E
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Themes: 

Recitative:
Pees Ii temple Sa- e la. Repse es ceux

Air:s LA - V au ek lj' i -v% vovit ev - s - e-

Recitative:
0 Spec -c aC)e e O c a-eMl 1De Ia Su vle i -v -a

Air: QueIy ce ec as ct io- we - - - - - - - - - we

[Mesur63IN9 
sow-vev-aivi J- L .Me I qvel tov- pa - -ble t it.V;-e? 

Recitatives 

Tavn- disque la i t. I' .- ..--cie. vIo. tsvivre Hy-o -- I

A

Air :

LO 'iAim I ii A 1L A ~ ~ I

Qi esb~oux Je v 2'oi.le.jot. . J2i e-voy.-avit ce qko To-, y1 ne 
040-iL A.& i 

1~I. IV

I Aff All 
0 a 

I ff E-2:3 Le in M AL IL 13 AM 

116---Lff - Qw 0 i V- 10
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Vertumne et Pomone 

Source. BN Vm? 216 (see Bernier, Book III, page 277).  

Instrumentation: Voices (d-g", f -#g") and figured 

bass.  

Text: M F.  

Themes: 

Recitative: IV 

Po-movie vient dans ce hoc-c a - ge.  

Air: Un ob -jet toy -- Jous nd 

x~ Mow

Recitative: ~7 r-I. I * 

LeA-Auolcaue a wiovtcoeuir Jetvop jvs-+es --- IwCs

LA uirl v7 n I t ut ces A vr -d sve' " 

~ ~E2~~~ttC h IhIl 
AI
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Recitative l 
Vev - -t urn-e vous a-ow et $ tpavt l t a vospas 

Aiz -- ROobt OU JOOS SSUt .58J gil - - - - -- - -

RecitativeB 
L vquoy Ver- tu f est ar - wvi! quoy vot e coeu est 

-- ~oi Ay - - vvioyts. Que-vt"-tie lie

,V d I I iiy- 1p~os Af v- - is

L'AMOUr sans Esperance 

Source: BN Vm7 217, Cantates Francoises/ ou/ Musique 

de Chambre./ A Voix Seulle/ Et a Deux/ Avec/ Symphonie et 

Sans Symphonie/ Avec la Basse Contintte/ Compos6es/ Par 

r . . .tiBernierll/ 2 3 QuatrAime Livre/ Partition in Folio/ 

2 3The composer of this book of cantatas is identified 

in the "Privilege" of the fifth book.

Duo 3
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Se Vend a Paris/ Chez Foucault Marchand a l entree de la 

rtile S/ Honor6 a la Regle d'Or proche les charniers./ Le 

prix est de 6." en blanc./ Avec Privilege du Roy.24 

Instrumentation: Solo voice (c'-g") and figured bass.  

Text: Author unknown.  

Themes:

hI- I a

Recitative:

N Ii I

GP a 40, . -T- -v0

JEW- I 

29 1 -- -r RA

B A

Recitative:

Air:

Al & 11.  

gosqv'v e-pe -tc-L les jpaiites des A -wmavi ts

M a f I &ne of-f evse Ia- Io- v e d e e

Recitative:

Res-ped w-per-.-e ug u ciovtirat s.AO-% a v

24 second edition was published in Paris by Madame 
Vanhowe, without date (see Cons. D.1022).

shl. I 

I Ar A& - lRk7--A"- R, -- w 

AN IF 

le se-o-si-Me Phi - le -- vie cl.-Ipoit

Air: 1

i &



'r b L

v -M~aiIT~ ~ f. w

o --v* iP et. n. <- 4-sta 4- - e pw- vext s lesce.
-W 9 a up, m W, a. ir m - 049wir- dr 4v IF-Is W I_- a 'IF m a 0 W, 

I 

IF 
E*7

L'Inconstant Fidelle 

Source: BN Vm7 217 (see Bernier, Book IV, page 285).  

Instrumentation: Solo voice (e'*-g") and figured bass, 

Text: Author unknown.  

Themes:

Laecitativel:

Air: IK

0) L

1 A A 

Le vola ----

pv - I I jm V 
m-41hi I ~ I I 1 E- F 1 I1 IC7 1r

D'u s e-- av-deu- bIu-lows atl4 et 'au -tre

a1-- 3 y i-F-

A j~ & L- i

Recitative:

Air:

" 

E1PW 
A IL.I16L W M6 

Quo vns emarosso Pis ie voms de-saimeit pas?

287

S Pr e ~e vcus )a co'v% --sfy- -ce vie c-* t te
s A...ar

Air: 0
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A
Recitative:

Air:

Ok 16

- S1vie a ce -covvs dt-ve-M d plus se- ve -ve,

R API 
Fm i lp 

* " Iwf pav its Irilueuv3 et weesS Fpec' Psl v o"Vl ppeevvit 4 i-.x e let in- cowl -s t 3, 
C - & -P- * * __w I Plf -.  

v T4 4 0 
PPM VAL

Les Jardins de Sceaux 

Source: BN Vm? 217 (see Bernier, Book IV, page 285).  

Instrumentation: Solo voice (c#-g#) and figured bass.  

Text: Author unknown.  

Themes: 

0_________________ .
lie Cd I

~-vi~-z E-vi-+ez ce sejouv pai-s--bie,

AW

& er

-- I 
L A

Recitative: 11 - P 2a 

Mis q vee" ckxf e w"ent w. es yevi se p, - -se vi-e

A 
IF a -1 S-As -IF IF 0 A6 gam 

fTLEMW R--. - - I "W N X,--

st sv Ll.,vi t ;--. - - - - -V 
a 4ap a- D-- k S. :i6- Uzi It

I I -J V -*~ I * 1 Lir...irj -""'.  

~ X6 s-.--.

Air: 9

L,

Air: I f
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Recitative:

Air:

r rw rv .  
Quelk viouvale H Fot tbetlif ~ce *tovag

A Dv -4 -te' j sur vos tra- ces

f~iIV~W~. . ~V I - j ~

Med6e 

Source: BN Vm7 217 (see Bernier, Book IV, page 285).  

Instr'umentation: [Violin or flute], solo voice (e'-g") 

and figured bass.  

Text: Author unknown.  

Themes:

-S.
In' I ~

Prelude,
a 4' .

~ar I 1 U I I r~rAL
*1

Recitative:
QBoytM- e- i--P . gVat PA--

e-'-. a

,X6

Air: oro - a'ns de3 l%'I- - Va - e s c4: - n--I6,es ac-.outvez 

t f 2'i2JiNi-' 4-1 
IW IV A6

AJP 6, 
4w q v lift aEd

I k A&ft At

[ 

AAdL- * 4

do
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Recitative: 

Air: A

fi30 mI i lb 

a 4g h2 ~ i ~ V ~ q 
COU -IrOVS C.OA lrvSICel- -af

IaIs a 
Mk- -

Recitative.
L A& ft Ift 

I AM - AW m 
Vr A- , I I_ ft 'I I C ir 11 Et Et 

%QA...f - lW-- . -W le 
114 4F r AM 

quel ivi -J ipm A movv- Wa-VelAglttlVME LVZW5pOV-te?

Air: Be+t lue V~? a 0I t'- SaServiv vuw va-Ia-geCoeuw-

Bachus 

Source: :BN Vm? 217 (see Bernierp Book IV, page 285).  

Instrumentation: LViolin], solo voice (A-e') and fig

ured bass.  

Text: Jean-Baptiste Rousseau.  

Themes: 

Recitative:i -P 7-_ 9 x 

ChantoV le D ieu 1?)ac-us, ra-mLov et que Sa gloi -- e.

Mir AIL-
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LZVA I YLin I 

6-- I

Recitative:
.M Ak a a ^ #- -tfik Ir I VIA 

i 11 Wy w 

v Ac 

M a;s lvel5 -V;avis powts I V-1 vol ovi e s

Air: D esctYAez. - Jec-idez--Yer-e A - w o~ 

0T

Recitative: 444A 
pro -ave~s Tv yez . Je- ce~s Iie u., Je cede aux novveeNis'

Air: 13avi'ssovs a iveLuse Bel--o'e Je Ino-ceAce. des e- pas 
4?upJw I - -n d _ _ _ _ _ _ _ _II_--I 

'7 V -I Al ell

Recitative:EL:7 ILI -F T 

Veut-o lue je f asse Ia. guev ----
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Jupiter et Europ 

Soux ce: 13N VM7 217 (see Bernier, Book IV, page 285).  

Instrumentation: Violins I and II, voices (f# "g 

Bb-d') and figured bass.  

Text: Jean-Baptiste Rousseau, 

Themes:

Prelude: 

Recitative:

A Lirr
A

ow dk = AsI I I labW f 

I I 1 1, 

v7 w

Ab h., t

QueI p o-d;- is- te- vi-eux 0 Cie)

sV 
m A.

P ta - Des feux e a -

IL 1 ~ f

Recitative: mAb& I I - 1- 11 1,1

Air:

Its AL 

1 F 1 mur E2-* X1
TWi-ov ------ -pnv t i - -- -- e

,a 10 - Ah -0- 4L - 4L I* a

i

As

-L -t- L

Air: t

I



293 

Air 
* au - ue a m r-e * --.  

Recitative: , s' 

Qu4.iy. vc4ewe Juyq raw fue 1 so t a dowie', 

No",TIY, OInomt, lie e al 40.7. 01t de Vows a ase tow-thel.No~' h h" 

60000-- 7 

~? 

Rec itativet 

Ve-etz eaat agei veC Rv oy Ul ho.ieu rcI ta ssi.  

Air: iSP1 i p'-ei. po 4 dt 1' -& < ue ,5,_-ce u~es 

Air:
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Ut e A 0'-fre by. leur 'A - o41v- e se e V"a 1 % .  

LAir]: 

I L H 1 I 

6r 

Aaeollon, a Nt t Comus 

Source: BN Vm7 218, LES NUITS DE SCEAUX/ CONCERTS DE 

CHAMBRE/ OU/ CANTATES FRANQOISES/ A plusieurs voix/ En 

maniere de Divertissements/ Mesley d'Airs de violon et autres 

Symphonies/ Avec la Basse Continue/ DEDIEZ/ A MADAME LA DVCHESSE/ 

DV MAINE./ COMPOSEZ/ Par MT BT LBernieri25/ Cinquieme Livre/ 

Grav6 par F. du Plessy./ Partition in Folio. Le prix est de 

6. en Blanc/ SE VEND A PARIS/ Chez Foucault Marchand a 

l'entree de la rue/ Saint HonorS a la Regle d'Or, proche les 

Charniers./ Avec Privilege du Roy. 1715.  

Instrumentation: Flutes, violins I and II, voices 

(d'-g", g-c"', G-e) and figured bass.  

Text: Author unknown.  

Themes: 

Ouverture: 

25The composer of this book is identified in the "Privi
lege," which is dated 1703. Bernier is shown to be the com
poser of Books I, II,III and IV.
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LAir: 7 1- :-",rt
'1 1 rr'

ILL to- y

7X ~

I' AkL L

Recitative: I 1 0 T-I' IAm 

J'aci a eii~adit-vel vma cav -v ee

L f lwm

ia. -vne -vie les

-T- -II--0 

71

LRecitative+
f AI .A

U~ ~F N ~ *iLII I Fq

pourquoy do Cl5assez vo us te sowbeiI de c.es 17 

S L L~

lotI [
a

- v V -s t

~rhij 
0( *

I 9IFI 1-1 1

Le SoWyve-A \ a Pas es
it

roi assuv Its te.ux Ame

A. Ii I

Air: P1 4-. tee De.--s-se

~ 6

295

~I. 
m

y-

---

Air: ?IT

6
-6

LRecitative7J.

NJ - 11 & I- a - - ---L 
IF I Aj Er 

a" LC 4 * j r. 1.4oft-A w

s -rl

- - Fil I

ff XAM 

90W 11 A 
IPA 

36Z A r

a

L

w

S -Vic, we -Yil-at " be s-se.

airt pey -bles sotvis,



KB IbaI

-5-

IRecitativeI
IOAPI ilk A 

_W__AM-M IFF As TF - I % 
d9 

to A est p vo j e pouv Sot-Vl-e Ses

jL m m~

LDuo Ur - is so s Yi eous t ,+ohssa al-i
. . .. r r r iLLL! iL~fftT 

4 5 6~-'

AL~

Air:
it 

6

S i vvt: F
nullAtU L 1

-0-- a 41 a -m -a

Rondeau:

SW m - '

4, L
IF I

1--n 6b6

ERecitativel: A A 
!LLE1~~~ I ~ I .6 -f -- IF I.-u- r 
4-0 

145 $ isu ovt ses- j ux L .sce-Ac t5e -

Air:

296

B.C.

I

A - oft -

1

k v

f.-P -- ft
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Ki

- - -* -u-----------~.w---
yo- - - - - - -

09 11

67

A
Recitativeo mil Alfm- j ~ L 

q~~~~ LJ-Mir- i ~
La 5cevte a soi t+e-s: I1 is I& iou veti4L

~~LiiitZiiiiiL me p 1m t r r
yarche: 

miAlb

6 7 '1 ' 6

LRecitative J
Hovi ove CO- S e-a

Air

ueIAues plQu~E~s
sim

I-A. L U IK

OA QAdos Sa
a Iall

Air: ;FF W, 
Vic)--L

Choeur: Vi-- J- sonS *lous.

Urt-IS-Sovns Y cIus 1C~,:~a ~, 

Lhiis-sor... ~oS ag ore

Eiq

w -W

IL

fes- te

is A .9 , A i

I==
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L'Aurore 

Source: 3 ] Vm? 218 (see Bernier, Book V, page 295).  

Instrumentation: Flutes I and II, violins I and II, 

voices (d'-g", n-b', A-d') and figured bass.  

Text: Author unknown.  

Themes:

As
lq 03a A 'F - 1 -1 1T 'I'-

Overture, 
V 0 A FIW rfr~ i

6 I~L..' ~

Sommeils, I I
S~ i' 1'. lIlk

- - -- - --- - .- - -

~uI2IF - i us u Y~ .me me 

'V ~

AL1

LAir wit oyseauX 5OU5 cet ov --

- '~ l~6

Choeur:
Aftt t 

Ue - -I - 9 1I~

FAI*W

ro?4*4 dI a AL mo -
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[Recitative]& 
Quiele dlatti eou-velie evi ces Ibeuxv'et e--co-'re

I r I
Air: 114

LChoeuri 

Rec itatiN

P* *-ses vous do*-ez ev .

R Lads -set . ocs ~ e ls -l e Y a v4o Ir-S 

IL 

I 

3a 47 k4

7e ID" 9M W
Ma. P%.qAVsstvCeS hteu % volustai S dO4 t. - 5 ts.

<A



Quot es bo ieu i Phis Jou)e r C 

QueQes hoviuirs es p usCd

Utorrielle___________ 
_____ 

V. at Fla.  

Im w 

aw-o6o-o

WL' vef g 

I E 
Que Jes 6i o~irws )e.3plud u e lsd 

Its Plus________

A& ~1eu~sles 1310S iovx es pl~ us 6u 

IF -W 4 1

Air:

300

Choeur:

P.-4d ~U4 ~ItttLztizz I I I I
I



Grand Choeur,

IOWA_ 

QL* dej owneuri lies PICU dOU-K [a' CIO 

-4 
Qve des ho-Avjtvv-j e 6 plu-S 

AF
IA P491 

Jes Konviemys lei 
................ . J & I 

lot 

TT 
c,

Vengeance de. 1'ANmour 

Source# BN Vm7 219, CANTATES FRANOISES/ OV/ mUSIQUE 
DE CHAMBRE/ A Voix Seulle,/ Avec Symphonie/ Et Sans Symphonie/ 
Avec la Basse-.C.ontinue, / 0NPOSEES/ Par M' LBernier]/ 2 6 

Sixidme Livre/ Partition in Folio,/ Le Parolles sont de NT 
Thibault.! SE VEND A PARIS. /Chez Foucault Marchand a l'Entr6e 
de la rug Saint HonorS/ a la Regle d'Or proche les Charniers,/ 

Le prix est de 6.4en blanco / Gravees par F. du Plessy en 
1718./ AVEC PRIVILEGE DU ROY.  

Instrumentation: Solo voice (d'-g") and figured bass.  
Text: M Thibault, 

26The composer of this book of cantatas is identified in the "Privilege," which follows the final cantata, page 96.

301
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Themes: 

Recitative; 
a 

Sm tLts o's Co ac3 au doux jus d a &ove, 

Air: So e vaviqutuw --- _ a--1---- a;a-- 

Recitative: i 
y 6 - -.- ta4 a -s bo l- e c -le e.  

Air: ?Fyos IA- our-e Ses pe ias P V0c~eusa 13ac, -s 

Recitative: 

Q~ue a ffrowt pou e - Quejuste eiiipode -- yaext 

Air: Be au-{i e toujour T-s 10ee. et cu --el eI Ga lree vo us Garhea. vo s 

IFj
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L'Amour Aveugle 

Source: BN vm? 219 (see Bernier, Book VI, page 301).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Mr Thibault.  

Themes:

1k IL I 

-~ a~i 'e ~rc~is j~-ii'~ c~,~+Cyptre es iew 6eV~

Recitatives

*
V ~I Ifg:3

Que fesjea -'v~~ ~

72
16I

Recitative:
I IL d 

: '~ ~~~. ~ f I fw p f,
qentemis je? julate xVOI A la"g5u*isa%+e at plx.lt I'e.

Li . 'IF

JQ-pi --- tev- Iaa le tov--newa- - --

Recitatives
A & I I B

Pat ce mots Ve- ws Lovfe eva pleurs, Au 5ouverai chs Deux

Air:s I-[

-A

f -- I

ku ii 
MF

I* 4L a 

CL3 11 bd X ---- JA Eli :92 
41 :1:::t ma At Ste 9 it d , l -IT- P, w vp

I k & IL

I I

I 4LI I a A

I I

Air t -11
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Air- - Ve 1e et re vah1vevv es iux, 

Calysto 

Source: 3N Vm7 219 (see Bernier, Book VI, page 301).  

Instrumentation: Solo voice (dl-g") and figured bass.  

Text: Mr Thibault.  

Themes: 

Recitative: -m Zf.  

Le souvevain de Di&U Su1 It vaste v", -- ves 

Air:a a - - e -o i wM ------ ,e oc 

Ai P u re- P r I OU* V* YAII * L 

6m m 

Recitative: A__L 0%Jmm.IM 

W_ -
1 

S a -pOcle du Neu C-IyA O se e -i- e 

Air: La Na-ive i s---ce v-<e -c.e- - R- - .  

'8' Ir- -L



Recitative: b- FLL fq V ' Lk 

A~Ie i l de Yeptris 5.'vi ar~eut -se 'ra-i t-h

Air j e ssavow pas Se con-' a'dce Cest igviovet ILa aymer

~1 111 'r~ai 1 K 1106-

Calypso 

Source: 3N Vm7 219 (see Bernier, Book VI, page 301).  

Instrumentation: Solo voice (e'-g") and figured bass.  

Text: Mr. Thibault.  

Themes:

A 1w- A

Recitative: ~~l I ILjI ~ ~ IV aTa II
I1k De ce 14e .TjsIe 4 a l- a e I e t evi iau frases

ciruel A - w'vl paut'Out, e > o ts -p e
I I AmJ A

Recitative: Indi r939.* I sita *v i ~ 
4k 77 w =

SI te Cce. 5bsa Ce~S. p U qQ~) c i I I iV f
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A&L A mk & k 
W-IIEJAL - AL 

IL I A-i. AL -4i :--a 
i p SAM"I 10 F, it fll- F 

IF AFig, lot MA I 
a I w I LC -T w law w

- I 

LC 
w 

9 PPI

- .-, --4, d-- -- -

I i, h

Air: I r

p 4



w I, 
I

keTa s-SeL
S _

Recitative: r I - i - , 7 I ii 

inm- I m lot-~ S~ 
e eEucha %- 3 4 o it s wx plei~s Jrcare

Air: SourJ a bnos voeUK 1s pleptes-saviS w)o')Vsbe rie xx - -.. IL_ _ I .  

L Aaat TpAl 

SoGrce: BN Vii 219 (see Bernier, Book VI, page 501).  

Instrumentation: [Violini, solo voice (eb'-a"l) and tig-.  
ured bass.  

_Text: NM Thibault.  
I1 16 

Themes: 

Recitative: b0 WT
Tv p cue .Ovev,-- . vmIe t a - - - e.

Air siesle 4ub os sei-sc- le aVeis mimes 

A Ax A

Air:

306
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Recitatives: F -- 13 

L L~ 

Ag

Recitatives
01 a ,o%

M, -ffis LA 
Im m 

Z-J H bd 
gu 1, %0 1 1., Ld 

cepi esk fall e le couiroux qvi vs a - vil - - me-

Ai'E

Ia-t et

I- _71

L'Amour vaincueur 

Source: BN Vm7 219 (see Bernier, Book VI, page 301).  

Instrumentation: Lviolin), solo voice (A-d') and fig

ured bass, 

Text: MT Thibault, 

Themes: 

- A r-aA.

[Prelude]I: VOW 1 1 N#7FT71 m - w - * INEii ?
%fgmft v-

I - ATMI Wj r I I

c evr

1 
a. iL A

Air: T
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Recitative:
-- 14 

do tw lw vr 

I'L SAW w 
Quel fev? quel viou ve&LL e- u 5"&Iuwe das mon coeuv?

Air: Dw"aoN -as to Lad Ie W"~ ipi'vVS pius q'urn iw~le4-oy 
At-F XJ AT~E

Recitative: 4s 5 W 

Que foLut~essec,"ne icy v-euv

i :r 7 2t -- m I

FOLPJ O(urJ I&VICt 09 t' vo lot- -- U-

Recitativet
LIP -0- -0W PLM 

M w - r I& I .  

Frx 
dirl 5 lot 

als.0 0 Diiecm luel charme i"tvi -4a -- hie

Aiva 101 ciievc6e a se ies - se i-che. Des Erat6 c uA vtcu

L

ICJSLAi"*
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Cybelle 

Source: BN vM7 220, CANTATES/ FRAN4OISES/ OV/ MUSIQUE 

DE CHAMBRE/ A Voix Seulle/ Avec Symphonie/ Et Sans Symphonie/ 

Avec la Basse-Continue/ COMPOSEES/ Par MT ... .LBernier]27/ 

Septieme Livre/ Partition in Folio/ SE VEND A PARIS/ Chez 4 
Le ST Boivin Marchand a l'Entree de la ru St Honor6./ a la 

Regle d'Or proche les Charniers./ Le prix est de en 

bland/ Gravges par L? Hfe en 1723./ AVEC PRIVILEGE DU ROY.  

Instrumentation: Solo voice (c'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

P1 ,e, de ces 645sfa-vlv o s 

Airs:E"vi V&1v"uijeune. coer veut CCJSa la 51o-------

Recitative: 

Ma.s des especbs d'A4tys pev -e-tbMt tle Mys-tereC ,

27The composer of this book of cantatas is identified 
in the "Privilege," which follows the last cantata, page 105.



yr. - p U

De es -se cru -el- -le De. ces coevrs hee--evx ( 0

IIhfr 
V 

~ 6

13 L *

Recitative:
Ce"esr Fa t fSamicoeo%- cedJe au. ouroxuX Iei rt- a-vie,

-AL

7 P'
Air: ?V QtoeI7,19Joe v Je - i

1fF__ ~

Se t e

6~- *

Ia longue Nuit 

Source: BN Vm7 220 (see Bernier, Book VII, page 309).  

Instrumentation: Solo voice (dl-g") and figured bass.  

Text: Author unknown.  

Themes:

A

Recitativet i u - - --- ~ ~ , I - aI L r *

rI f i ., r 1ete esa1ca -- e e

Les pleurs,les .oup pla -- e
I 14t

310

Air: I 2

i

i i i

11

I L

Air: I' I-_



n.Av 
&.A 
-- I I " NA T-A It Lie GA LARecitative:

- mwi Ik- ~I I A' - W A

Recitatives
A L L. & . k &~ Lt. fib

t% i I t --U 
Elm P.  

- A,

La. h-es -C s ariI- Qual J aversad les aIrs,

i~L.tsI~~i L

A. -

, f 4 ~e v q t a~ 
_r - rr e -e.TIL

Source: BN Vm? 220 (see Bernier, Book VII, page 309).  

Instrumentation: Solo voice (dmg") and figwed bass.  

Text: Author unknown,

311

TL l-I I s Lie.

OT4

Air;

Airt

-'k.' ---IF

jdr

A& M, 
f I - - I I 

-lb I x IW- - I--
AL W 

OW 
=own 

yl e t VA; t s

A .0 A ik

V.5- -ey)S. kovi v ov---a.---6e c owrs,Air: . II

pop-
0 6 --- w-I

i Nk
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Theimes: 

Recitativeip7. M 
Das ceWelsle ce-Ile- - --bbre ou I ya. y--Ve d"AI--ce e

Air: ov s qgi ve p av - -ve z vous P - - -le rev-e 

At-

Recitative: 

Air: 

Recitative: 

Air

A A i E Lt 
evq ei- veis T1;di 1t1w.c4eu 

AM--f7 

it L A 

~ :~:I:.  

f~QMI~L voexd'tr %woolt

AM dh
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L'Absence 

Source: BN Vm? 220 (see Bernier, Book VII, page 309).  

Instrumentation: [Violin], solo voice (d'-.g") and 

figured bass.  

Text: Author unknown.  

Themes:

I%%4L n k w I - - A - a 
2 m Amr V, Ank 'A 

IW 
A 1w 

moon= 
-.ddppl

[Prelude]: TI
- 2

Recitative:
A th. AlQuelDe'jaou eye

Qve Dev a-.ouy. de- nes pla ,sor

I -

TAI UP r I Apia1 :7 fith~
1

1. VI

R-mov.- A-mvout cjue focus tj 10/ 3satpr~.,v%4

Recitative:

-U w ':i EI- I1':q

Air: ?1 4 Euyez?. Fv--YeZ~-l- -----

-4- -0 A.

Airt

sib, AUhwur A r u

AV - 111 -1

NIP m or A V I V,- I 

1A I Ej i Pf 

14 T79 A P 
MID

A 4 lpA .

i

M acs Tavia s gue vnoi coevi covista nem+ vows a -(ovv.
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Recitative; 

Jat-ji" 5  ca aA1s cie i -- ciexOur Se --jou

Le Charge de Ia youi 

Source: BN Vm? 220 (see Bernier, Book VII, page 309), 

Instrumentation: [Violin], solo voice (dl-g") and fig.  

ured bass, 

Text: Author unknown.  

Themes: 

Recitative: 
Flo 1 4 e o4 ka .vo$ preea 'awmov ces Ar'mes 

Air: wba c use e Va e. teives - 5e 

- .. ........  

Recitative: 

Le B --delte t3gev quelle. el t&taWs a ckac ie
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It

Air: .K

a Z I OI I Wk --I
Qua-4 la. 6 1It F o I-& - ze Cha te w O . peut s'*peschivae

ir!? rT-r I'L

L L.

Recitative: S- I Fh A~FE z~z~ 4i&L Iii I Ce Ja~~ga-~je 1a-&vi ~u-ce' d~iA 
teX$-e

11t- bk A ik rft

Air: 5ousces devicess FeuIa-ges ez petits oe A 

Aminte et Lucrine 

Source: 3N Vm7 220 (see Bernier, Book VII, page 309).  

Instrumentation: [Violin], solo voice (ft-b') and fig-.  

ured bass.

Text: Author unknown.  

Themes: 

f A
W* , 44L-1 - --F

h - k is-7i-0-ash 

O E ; ~ .~ j -~?
6

b

A 4 "r04

a

tooop"

& Ak a

V"e now es-% h -- faw



Recitative: 4~Agr 

Cest-ai"%AS*itL:

I A. ,

Air: IK D -- vi ne proe c- -k-ce. des malheu ei'A iA-ieLsI 
- a Misa A&a a -4-

LLA
w F

6

Recitative: 

Recitative:

A I 
LE ?4 - jlL AII - I Ad 

La tbe -s- se .(evi-si - 6le cases tviAcs a C-CeVS 

A vs - s ' -ost dai%,s so"i seb"4plrot g(ea~twIle 5e%- v -OL

.2 1.1)3iEI Eu

Air: 'jous o ;: sou Vef-et a *o 4-a 
v O.S Ioax

Berton, Pierre Montan (Le Breton) 

(1727-1l7810) 

Berton began his musical study in the choir school of 

the cathedral at Senlis and at sixteen, was singing in the 

choir of Notre-Dame in Paris, At the age of eighteen, he was

316

w I n, IL Ikk lbk IL I A 

N, 4 I w Ad 
I -Row low -1

ie fia-
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solo cellist in the orchestra of the Royal Academy, and in 

1767, through the assistance of the Prince of Conds (1736

1818), Berton was able, with Jean-Claude Trial (.v.), to 

procure the joint directorship of the Opgra, The partner

ship lasted until Trial's death, in 1771.28 The single can

tata attributed to Berton, Acts et Galathee, is a "parody" 

of a chaconne, part of a symphony published by Chevardiere 

in Recueil De Differens Airs a Grandes Symphonies. Barry 

Brook gives the date for this collection as 1767,29 and the 

Mercure de France of February, 1770, announced the publica

tion of this cantata with the comment that the text is by an 

amateur who possesses the double talent of music and poetry.30 

FMtis states that there is some suspicion that Berton did not 

write all of the works that bear his name3l and it is almost 

certain that the cantata added to the chaconne (whether by 

Berton or not) is by some other composer who wished to either 

honor Berton, or to capitalize on the popularity of his work.  

28Marie Briquet, "Berton, Pierre Montan," Die Musik in 
Geschichte und Gegenwart, Vol. 1 (Cassel and Basel, 1949)T, 
Col. 1805.  

29Barry S. Brook, La SymphOnie Frn2aise dans la second 
moitie du XVIJe siacle, II (Paris, 1962), 110-111. Brook 
uses BN vmT313l as his source and lists the instrumentation 
for the symphony a : 2 violons, basse, C2) flutes and L2] haut
bois. BN Vm? 156594) contains additional parts for the cha
conne only: Violino Primo, Violino Secondo, Alto viola, Basse, 
TTTIEautbois et Flutes, Bassoons, Cor Primo and or Secondo.  

30Mercure de France, February, 1770, p. 164.  

31Frangois-Joseph F4tis, "Berton, Pierre Montan," Bio
graphie Universelle Des Musiciens et Bibliographie Gen6rale 

e _a Musique, 2nd ed,~ I (ParisT Th?3),1538.
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Acis et Galathge 

Source BN Vm 7 286,32 ACIS/ ET/ GALATHEE/ CANTATE/ 

A l'Italienne/ PARODIEE/ Sous la Chaconne de MT Berthon/ 

Propre a etre execute dans les Concerts, et megme ai tre 

representee sur les Theatres de socift4/ Gravee par M1 le 

Vendome et Sr Moria/ Prix 6./ Avec les Parties, 3. SEpar&.  

ment/ A PARIS/ Aux adresses ordinaires de Musique/ AVEC 

PRIVILEGE DU ROY/ De l'Imprimerie de Richomme 

Instrumentation: Violins I and II, viola, violoncello, 

[21 flutes and oboes, bassoons, horns I and II, and three 

voices (e-b", B-a', G-g').  

Text: Author unknown.  

Themes:s33 

ariar 
J I I ~ , * ' ib1 dbe'4 I3 -- It 

Pes 64 Lo Chey A -cis je .~ teV" be i -PQ "e 

-~ Prs d to 4 -cs wout e le bi~j-4 j -- pr~ e .  

-)'Voice pats only. For instrumental parts, see 3N 
Vuri 1565(4). 'a 

33The voice parts are added to a series of variations on 
a harmonic progression. There are no true recitatives or 
arias,
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Biferi, Franqois 

(1739- ? ) 

Born in Naples, Biferi arrived in Paris in 1767, and is 

known primarily for his TraitS de la Musique (Paris, 1770), 

which Fetis criticizes as "without plan."34 The cantata, 

Mars et Th6tis, describes Biferi as "Chapel Master of Naples; 

living in Paris." 

Mars et Thetis 

Source: BN Vm? 285, MARS ET THETIS,/ CANTATE/ A deux 

Voix./ Pr6sentge A S. A, S. M$r/ Le Duc de Chartres,/ Sur 

son Mariage, avec/ M9lle de Penthievre,/ Par Mr d'Offreville 

auteur des Paroles.! MISE EN MUSIQUE, PAR M$ BIFERI, Fils 

ain6./ Maltre de Chapelle de Naples;/ Demeurant A PARIS, 

Rug Grenelle SV Honor6, au coin de la rue/ merciere, Petit 

Hotel de Bourgogne, Chez Mr Bourdon/ Grav4 par Bour6.  

Instrumentation: [Violins I and II], voices (d'-g", 

d-f') and figured bass,.  

Text: M d'Offreville.  

Themes: 

[Recitative]:!LP 
ceel! cgtl astre billa t di u j out! 

34 Frangois-Joseph F6tis, "'Biferi, Frangois," Biographie 
Universelle, 2nd ed., I (Paris, 1873), 412.
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[Duo]

de io- Ire boy% - lv Loa V" *Vr r 3o;t sevi lJ et~it 4e. LVA - oi 

Que. de V o - ~t 60%1- Ineoir Lawo v 3 5eul I e v atlre VA - v"o o-

Blamont, Frangois Colin de 

(1690-1760) 

Blamont received his early training in music from his 

father, who was a musician of the King, and at the age of 

seventeen, the young Franqois entered the service of the 

Duchess du Maine (1676-1753), who thereafter extended her 

patronage to him. His first attempt at composition was a 

cantata, Circe, which was so successful that Michel de 

Lalande (1657-1726) began to teach him counterpoint and 

harmony.35 In 1719, through the financial assistance of 

the Intendant of Finance, he was able to treat with the sons 

of Jean-Baptiste Lully (1632-1687) for the superintendence 

of the King's music. His reputation was fully established 

with the presentation of the opera, LesFete s grecques et 

romaine, in 1723, and in 1726, he succeeded de Lalande as 

3 5 Jean-Benjamin de Laborde, Essai sur _a musique -(Paris, 
1780), III, 391.
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"Maitre de la Musique de la Chambre du Roi." Blamont is 

also known for his essay entitled Essai sur les gouts anjens 

et modernes de la musiqu ranaise (Paris, 1754), which 

pleads the cause of the conservative style against the parti

sans of Italian music.36 

Diane et Endimion 

Source: 3N Vm7 246, CANTATES/ FRANQOISES/ A VOIX 

SEULE,/ Avec SIMPHONIE et sans SIMPHONIE/ Par Monsieur/ 

COLLIN de BLAXONT/ Sur-Intendant de la Musique/ du ROY./ 

LIVRE PREMIER./ A PARIS. Prix 10. / CHEZ M* Boivin M- rue 

St Honor .a la regle d'or./ AVEC PRIVILEGE DU ROY.! 

M.D.CC XXIII, 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Recitative:s o k ! aVi I 

La U ( s -- .e e s os a.\ a ouv 1'ses51- tie 

Air: _ __ _ 

36Frangois-Joseph Fgtis, "Blamont, Frangois Colin de," 
Biographie Universelle, 2nd ed.,, I (Paris, 1873), 433.
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Recitative:

-. fI I 

Air: u-Ia- 4 iev -C.&.LLe- de 

7-L 
AIM 9

Recitative:

PeL-bes a Cx coeUVS

Ain ' L
I 1 b ~

? 4 L- Vui*t ptrevap-h e Je O - Eae. 16kvi

L. :
Or -'e

Air:

49.

r Ip Iieu retse

Recitative:

Air:

- Ii

A

1,J

, I L k

Tout 1avo--- Ia dUoLcL-lur

- tvo, pre.- -Yievs 3 -n s1 i Te - - cres CoetU s

MEOW-

AD 
ap 3!=Ir 

-I- -W
PL 

a tx

ov-te b..1A-

I
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Circ6 3r 

Source: IBN Vm7 246 (see Blamont, Book I, page 321) .  

Instrumentation: Solo voice (c'-g") and figured bass.  

Text: Jean-Baptiste Rousseau.  

Themes:

m A-0'

[Recitative]: 

' -N#.

S tuvv Ro61ev ce- - -,sed, L'Ce4--Froy de I . v aixve.

a I L k .. I k

(IlkA

ERecitative]:

19fir n -6 -r KI

Cru~eI au-lieWt. 4es + L6osde. vnOll a -
-_-Zl 

At-% Apo% - - - I LY I 
I Vol 

ftd A 92 
AM qb.

k
J' li pr- --- 1 91 m 

I or 4b, Am IL 

f r1 RLI 

CeA ac"sy jule'" ve -grets $a- ClooletLv- se- a c Q-

Ill I~ I 1 117 1 [ 1 ~I ~

[Air]: ?j

I

[Recitative]:
I aI L

-1w] LOP, I Aft F F

Days Je i e cje a > irl Ses nows evieaate.-meljs

Second edition of this cantata was published in Paris 
by Boivin in 1729. It was re-engraved, enlarged by the addi
tion of an instrumental part with greatly altered figures in 
the bass.

[Air]: ~V4

-re -~ a -~

1 04
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WiS 11 IF) It 1 1 j

Ce wiet point pat- e7- - 4ot 
. + 60 A

w II -

:': :-1

Daiils ascbawips qurIN i-vet ie,- -,s l
UANI Im

V
I' 

5
6

Didon 

Source: 13N Vm 246 (see Blamont, Book I, page 321) .  

Instrumentation: Violins, solo voice (d'mg") and fig

ured bass.  

Text: Author unknown.  

Themes:

FIA I I ar

Tempeste:
9_ _1__ _w

L.

Recitative:
E -cA pe e l'hce .'eu'r d te tri-ble- 1au -

.Am. a i R 
r Jm - Adr-i Lit 

Apw L 
I-S 

loic LC

92lm y~

04 w w w 

AP-41. .

I A

E -e4 ap -- pi

FAIr: 1 46
"--qwp -i -

LAirj: ? 1 4



IArI _v- r~ j I I

Air]: Setv-ves cel Anawi gfovt -eL& , Jeu es Efa bs

Af EI

Recitative:
Z A Pais tans oc -CLs -pe' d es ele

el10A

LAir

46~. 1 1 . !fJ' IA 
T-1Z w

r - -- F r r r 
Couvez a. a r&v I - + 0 %e- , Com & at -te Z.  

- M

IRV f 4 I I V 1

'7
S

Recitative:
*A DIN - s 

'? 4 - dcwi Voditpav~ii, sov, 1 -viy

A4 f Lk 0"Iri:: I I~I If12 I I:m I *T w m~

L'+-,r- 1 *.op 'Seyipi- -- e s r L e SLPF tel - SPI - -

La Toillette de Venus 

Source: BN Vm7 246 (see Blaimont, Book I, page 321).  

Instrumentation: Flutes I and II, oboes I and II, 

violins I and II, solo voice (d'-g") and figured bass.

A
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Text: Author unknown.  

Themes: 

[Recitative]:
-A + r- AOL

a+
- 1"'MF1m'

Le-s Zeph su soV sen o teet a- g * '

a' IiI~ I-

[Air]: ~ Et vous Oyseaux dorne2. pi us tarA 300.s eu-I 

I I I I I PL1

[Air] ei-1t cfzItg-a--c Je-Ii- I e.,QtA ne re-p o cWV

j--7 It~

~44tz~rLin 

U~~~~el suba.% lS -Ya 

Id I I fJ

ap-povt-e- la- C e iibL-e 

6 6 66 --

326

.0

LAir]: 12

[Air]:



[Recitative1:
0 ik a . Ikw I'm F .

/ ir' 1. i
'4 fle c~e~( seve + Ovi sit A pIUs d0uLx

Gya-ces q& Ii e"-Vo$ 4 a i -~.C'est~?1

Air: Il - Y4a . qua sou--p r

Recitative:
+ 

g] T- I 
ILA 

v 

Cepe vi 0 a 1, esi t )Mps je- qv'Wt- ces c. yvi

-D a

EAir 1: 2 Pa- tes e4 -yo ez des ers u puis sat Di'eu e a T -ce,
I '

l'JAmour conduis pax le Folie 

Source: 13N Vm7 247, CANTATES/ FRANQOISES/ A VOIX 

SEULE/ Sans SYMPHONIE, et avec SYIIMPHONIE/ Compose de differens 

Instrumens/ PAR/ MR DE BLAMONT/ Sur-Intendant de la Musique du

327

t 92 Aj I vrr IF 

f 1 3 1

Amh Aft I i 

T, -- A- A -11 - -M 

4- 4L NgN ; f I -L look" -r

k -

Ain
A -
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Roy et Maistre/ de Musique de la Chambre de sa MAJESTE/ 

LIVRE SECOND/ SE VEND A PARIS/ Prix 9. en blanc Grave par 

L. Hue/ CH ILe S Boivin rue St Honor5/ a la Regle d'Or./ 

Le Si Le Clair rue du Houle N/ le Croix d'Or./J1?29/ AVEC 

PRIVILEGE DU ROY.  

Instrumentation: Solo voice (d'-g") and figured bass.  

Texst: Thibault.  

Themes:

Recitative:

Dansces -ch es Jar-AVs Jont Cypre. est ewibeJ-Ie.

Q ue- Iles je~ux llA -

* bV A b

Recitative;
9 M Queevs-je ! q JIe. voIxI Ian g u issate.et plain t-ve

L I r- IN

LArili 

Recitative:

air e l- ayv- ces le TOIl

Lim 

s t e 
rces'WAoS Y-Vius fO~ktee" i p~eku-,

6~

A

AS 
r 

I y Jow ir v

AF 9 

le 6c I m6

L

Aino CI
4m "0
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A L.
. I i - - 1% 1 1 - -00-1=116 =__w I 
I -N 1,4 1 1 1 -- ,-1 a I I I Ab i LO A AM I I 

ifilo-Eg I Fiq !W IF F :F If F 1 PC 1 4 w 
.No;" = S; IL IC 64 1

/ - veiQ-9ledi e Yvaii q" w 0l

La Charm de la Voix 

Source: 13N Vm7 247 (see Blamont, Book II, page 327).  

Instrumentation: [Violin], solo voice (d'g") and fig

ured bass. This cantata may be accompanied by a solo flute, 

Text: Author unknown.  

Themes: 

(lie~e~O 4 k ~ I'~ e

Recitative:
*L Z

I Al" Ir IF i 2
Daw5 u( boc-cage e- s, OL e gAOi+ I-;le"--a

m 131k 1m1 1 -, a

Air: ~T
I r I I- 10 

on 04 oviie a Ia te-iches-,se

Recitative: 4 IL ~ r LV6~ IhL II I ' I

14 Le 'Y-dt I-e B~en je'r qu'elle- -tewL i s. *C-4ak"e.,

A r t i . bl- .04:I - ~.9=-O- - IS L 

67 '

I IAir:

H.Ar-

Egg

is



Recitative:
pi, I

n u. A'1 I~- - Ii 1 c
L 4

Air:t %10

Qa lanicjage Hla-Uer ade j'uine vCee tiedve.,

Beale's jut'Vie po'tver-ckaiter

log1 I1

Europpe 

Source: 3N Vm7 247 (see Blamont, Book II, page 327).  

Instrumentation: Violin or viol, solo voice (d.'-g") 

and figured bass.  

Text: Author unknown.  

Themes:

Recitative: 

'a Ir

Air:

I
21 got ma i ~ .. ~

Nep pus je e\-e a4-ter qu'ti valc eMa - se.

A.J'r rIrWvt
C 1

-4 e pas sans eaItCoup de - 's0t

1 AC

Recitative:

Air:

L I
-V- M%' --

ma1.3, ruvorp-p& Jov~jlew"Ps 1SauoSauer

mOS% 5E dib AL

M ovsie si quelcqve Di'eu. Le met em vom pcu voit-,

I a V11 ihl PIT i

330

Alk 

jg 131"

7ECE

A
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La Jem-ves -se boi-le ceAea. ses 
i Am - - -

6~~ .1 & tw IF-

Recitative: 

Air:'

ID aL~op-pe Ev - Ya~tr- a-Avs ces

-4 -

Le Parnasse Lyrique ou Polimnie 

Source: BN Vm7 247 (see Blamont, Book II, page 327).  

Instrumentation: Flutes, trumpets, violins, musette, 

bassoon or viol, solo voice (e'-a") and figured bass.  

Text: Author unknown.  

Themes:

Al

Symphony:

vJ:3ff

n-- a. I
m A I Fu.- I I-A 

rr

AtIi I A I - I II I 

1 717 7

Recitative;

Quel Spec-ta -cde 354re-&a. Ies ye.X,

Air:

331

IdIP 1' 1 1 I I IA i

A 

TWK l1w 
XZLL ---- .- I6----RWN-

A , i-

,, r*p;

F



~II I -~

-- 2W6

Air:

Recitati% 

Mlusette:

re:
IL I 7vm 

e 4 sd e vom ve attc ha s,tla. t iVWi-Je /VrseAl -

mF I'

[Air I: 17 1 1 ,6 T eL r x

"n uo .VAL 4 - - %-I= F w I"
IF I 

rE.  

A -ik- film
I- -V Ao. Ah I E -- I_ -Ift 

'dd AIL --M--Ad qwa.
Airs. 1-

I I 2

Air:

332

-a-

QZuifes 'es 1Nrs ou-s /A- set - &esJ
I

.L

V.Lg-akL. des AYA h ' oSce- Apol- - ovi



Iere Musette: 

IIme Musette:

Bruit de 
Trompettes: 

Recitative:

Air:

-V 

Ad I omII 

I L m I 

a s a Tvoblpe~de ey se - - te e - -te e.,

333
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La Nymphe de a Seine38 

Source: BN Vm7 248, CANTATES/ FRANQOISES/ A VOIX SEULE/ 

ET SYMPHONIE/ Compos6es de differents Instrumens/ PAR/ M 

DE BLAMONT/ Sur-Intendant de la Musique du Roy et Maitre/ de 

Musique de la Chambre de Sa MAJESTE/ LIVRE TROISIEME/ SE VEND 

A PARIS'/ Prix3. en blanco Grave par L. Hue/ Chez tLe Sieur 

Boivin rfie St HonorS a/ la Rggle d'Or./ Le Sieur Le Clair 
rte du Roule / la Croix d'Or/}1729/ AVEC PRIVILEGE DU Roy,39 

Instrumentation: Oboes, trumpets, violins, solo voice 

(d'-~g") and figured bass.  

Texti Author unknown.  

Themes:

[Prelude]:

I i I I V V V I I

ili 

A-p-. I 11F I r-t 

LffI !A [Recitative]: ONJs1K - a 

14 V 0 5 8 e 1  e 1 '

Air: et V16Sis sux Reiie -s0"1 sa-os aTails., 

_ _ _ _ _ A ll Ti i 

- & 

3A& 

38Sung before the queen in the old Louvre.  

39The second cantata in this collection is a revised and 
enlarged version of Circ6, (see Vm? 246, page 323).
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a,

Air:

Air, 

Air

L

% II

U ru~u All. i1  a toe
Am. r 

Ama 

' 7I IV - -A I i 

pou vuK ama 's 1 0;- ' 
.ddlL Am ~~

1
1hfig

Boismortier, Joseph Bodin de 

(ca. 169140-175541) 

A prolific composer, Boismortier came to Paris in 

1734,42 here his music was readily accepted by the public,

40 Jean-,Benjamin de Laborde, Essai sur la Musique (Paris, 
1780), 1, 392,0 

41 
Titon du Tillet, Description du Parnasse Frangois.  

(Paris, 1760), p. 27.  
4 2Alfred Loewenberg, T"Boismortier, Joseph :Bodin de,' 

Grove's Dictionr of Music and Musicians, 5th ed., I (Lon-"m 
don, 195T,' 792.

T I 
mi =Mft6 .1

r
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Although primarily a composer of chamber music, he wrote 

three operas and a theoretical work, Quinque sur l'Octave, 

ou Espece de dictionnaire harmonigue, which was published 

in 1734. Among the Cantates frangaises that were composed 

by Boismortier, only one has been reproduced in a modern 

edition.43 Diane et Act~on was included by the editors in 

the Rameau Edition, with the following reservations: 

* . .Ltherel remain La Musette and Diane which are 
necessary to admit because of their presence in the 
De Croix collection, the second of which, in want 
of further proof establishing its claim, is placed 
in the appendix.4 

Jane Arger, in editing various cantatas for publication 

by Rouart, Lerolle and Co., identified the proper author of 

Diane et Action as Boismortier,45 as does comparison of 

Cons. [D.1344(3) with the version in the Rameau Edition.  

La Buveur dompt6, listed as a Cantate frangaise by Felix 

Raugel in Die Musik inGeschichte und Gegenwart, is actually 

a cantatille.46 

43Charles-Theodore Malherbe, Cantates, Vol. III of 
Jean-Philippe Rameau, Oeuvres complei"WesTris, 1897).  

44 Ibid., p. xxiv.  

45G, Cucuel, "Acteon, Cantate de Boismortier, 1732," 
Zeitschrift der Internationalen Musikgesellschaft, IV (1914), 
91.  

4 6Felix Raugel, "Boismortier, Joseph Bodin de," Die 
Musik in Geschichte und Gegenwart, Vol. II (Cassel and Basel, 
1952), col. 72.



337 

Le Printemps 

Source: Cons, [D.1344(), CANTATES/ FRANQOISES/ a 

Voix seule,/ 1Fel1es de Simphonies./ PAR MT BOISMORTIER,/ 

OEUVRE CINQUIEME./ Se vend broch6, neuf livres./ A PARIS/ 

CHEZ L'Auteur, rue Saint Antoine derriere la barriere/ des 

Sergens devant les Jesuites./ Le Sr Boivin Mq rue S Honor6 

a la regle d'or./ Avec Privilege du Roy, 1724.1 Grav6 par 

Duplessy.  

Instrumentation: Violin or flute or recorder, solo 

voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

k L I L rI 
Recitative: 

Les ;ougueux Al 1 -- lows o)t h+place &(4Z- e-PW-We.  

Air: Ve 'ni ovs ces FeCIO-la--ges, ve-wea, pe-kits or-sea.vx; 

i akA 

Recitative:PI 

J'ewts~ de~s co cey+3 Salle -9% .

M k ITIif I

I I f I
Air: Le- bgvsh e3% mevc Avetc Ieurs jeuvies boer gc.ves
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Recitative:
'L k k k - L k . &- '001.  
I's L; 1 1 - - ,& I 

I - 11 A I I Ir W.T i AL--& 1 4 31 K K Ar. 11 
OvAovivtv. la C^ --Lel I i -tv.; 0" plote s 2"s e;* o4s,

Air ~ ~~Recqvie Amt-, ais volet tes 2Vmes Aclievc e ve'ius e4euvx

Recitative:
m b7 ' 4 N1 ' T, I [I IU T"7F t 1w 

r r 
e. l~toovAe, a javie F) o e, Revi ainssi tocus les caeuiucovttevis;

Air: -a c*$s, esLjeu( %v%-vie -- ceis $ui-veitl*aa 

I We

L'EtS 

Source: Cons. [D.1344( 1 ) (see Boismortier, Opus 5, 

see page 337).  

Instrumentation: Solo voice (c'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

1!'Air d %- - -te cavi L ev -- le a ta%-L. ias otat I"e-s
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I -o 

b 1 f qr AW 
L~ qw~-ep'~c7 W -Z

Reeitative: 

Air:

Mais <:el est wMO eW - eu , Et Iue suet ke cvaindre.

- ~ L ~ FI Ri 10 1 II IP1 I.  

ces 4e-L- )es )pIJaLvies,

Recitative.

C) ti p, cachetaiAYeUx i cdis7 les f - afvefrs u Dieu JecytIe .  
AirIAI.

L'Automne 

Source: ConS. LD1344l) (see Boismortier, Opus 5, 

see page 337).

L 
N FN 
a a 1-4 

Cepe"8 evt It o - led, r v-
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Instrumentation: Violin or flute, solo voice (F-e') 

and figured bass.  

Text: Author unknown.  

Themes

a 40

LPreludei:

0 - A -4.-AL a or1 
-9~ --

1T.FZ I I I ii I

6

Recitative:

.1 A^ 
Amb 

Fq 11 
w 

lp 

:& 

suls Je

I Iu

Air: catit sda*so sM ei g ious verse a

Recitative: --- t-A~~d 

I F

Air: cov- - .-- le, iouk dawt., os Yee wj.veewcal wev as* ~ e~..t-vK 

U w~ us el

Recitative:

QuAf d eigcjees s e~s )'* vv w~iie ttes-t wet sc

N

-s-

64 -
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AA

Air:s Eli vaiw lapI,,s i.vog beLe', VI OWrot it iE $ue, es c4alres.

b
I

4P-

Air i C es fa aia- is, je Ceje la vic-to - - e 

L Hyver 

Source: Cons. LD.1344(l) (see Boismortier, Opus 5, see 

page 337).  

Instrumentation: Flute, violin, bass viol, solo voice 

(dt-g") and figured bass.  

Text: Author unknown.  

Themes:

Fa " 1.
LrLL.1 ; k av'iI5 ze)oWi-s, Si- I le F/o---re, 

s-r 4

Recitative: 
Nvcv-pod-Pe. ?a% tout ses Ju-anes-*es -a -

tj I -w- m L k 1% 1

fT

pr

Ab



b - i -- I F z

Recitatives
le cio, Pout "*,us lvev Ia errC~v~o4JV& ' t las e - le - ve

Air: Lu tr~

- -b d to 6-iQO 
do AftJ 

Fv-- H-

Reoitative: 

Air: 

[Recitative

51 E 

Ivas au mileu Je taxt al-l- ve-s, 

Qftle at" 6e fe t 

1 :F 

aJ3IL s Li . -

J ap-per Sol.$ M/use tira. - -cjit-ue

qw

342

S -- veva
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Actgon4 n 

Source: Cons. ED.1344(3 ), ACTEON/ CANTATE/ A VOIX 

SEULE/ Avec Simphonie/ Par Mr/ BOISMORTIER/ Prix 36s/ A 

PARIS/ CHez t L'Auteur, rue des Fosser S1 Germain l'Auxerois/ 

au coin de la rue du Roule au Chasseur./ Le ST Boivin Md 

rue S HonorS a la Regle d'Or./ Le Sr le Clere M4 rue du 

Roule a la Croix d'Or./ Avec Privilege du Roy, 1732.  

Instrumentation: Oboe, violin, solo voice (d'-g") 

and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 
Das le fo0 A JA val- )o o bia -e de Cy - pes, 

r I r I 

Fu ye -, -yez, F aue 5aAva-ce.  
Air: 

A modern version of this cantata, edited by Jane Arger, 
was published in Paris by Rouart, Lerolle and Co. in 1913.  
There is also a modern edition attributed to Jean-Philippe 
Rameau included in Volume III of the Rameau, Oeuvres Com
pletes, published in Paris by Durand, in 1897.
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Recitative: 

7 Ceiiaa+ Ies .ouvis ~ -awa c I-me-wes 

r: 

Recitative. ti.iluu OWe TOp&~ar-Y, 

QuaIU kZ S-debc6 eL 1
I e Ni0s-*e - , 

SEULE/ Avec Simphorie/ Par W / BOISMORTIER/ Prix 368/ A 

PARIS! CHez {LAuteur, rue des Fosser Si Germalin l'Auxerois 

au coin de la rue du Roule au Chasseur/ Le S C' Boivin 14 

rue St Honors a Ia Regle d'Or./ Le Si' le Olerc M4 rue du 

Roule a Ia Croix d'Or./ Avec Privilege du Roy.  

Instrumentation: Flutes or oboes, violins, solo 

voice (d'-") and fIigured bass.
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Themes:

Reittie M OI

th vain espoip e Plaire a Ia. Re',e~ Jes Cseux,

,L L

Ra w,-mw$ 

C~ ~ t~~jou~s aSes c~1avr'es quaIa Leaufe J..I biog

I- Ai

Recitative. 1,0T~L~Frrr~

Ces* ex- vat ~ Jams .sa iassaite a eur

I nr
FIR 1 I 1' I I

4 o -tv - Ile av b J g,

6 A

Recitative:

Tals uje fPA- ce of 3I te mt- *al%-e.ivpo

i L[ F a L p a j IIAl

Luos4 e a-s a a - Jo-ea has e-s
AM W --lw -T- I A AL 

1 F. P. i IF -4k I P-4-Fa -4-loe 9 -4 1 1 F 1 low 21- low
5 5'

Air:

Air:

f n.

Air:

b

I A 16 L 1%, L i

i

v W

i v t i k A-f- 111 a

Recitativee
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Les Titans 

Source: Cons, D.1344( 2 ), LES TITANS/ CANTATE FRANOISE/ 

a voix seule, & simphonie./ PAR M# BOISMORTIER/ se vend en 

blanco 50/ A PARIS/ CHEZ [L'Auteur, rue St Antoine dierriere 

la barriere/ des Sergens devant les Jesuites./ Le ST Boivin 

m0 rue St Honors a la regle d'or./ Avec Privilege du Roi.  

1726./ Marin Sculpsit.  

Instrumentation: Violin, solo voice (G-e") and fig

ured bass.  

Text: Author unknown.  

Themes: 

[Recitative]s ; 

Des pe 4i-des vodrte1ls Ia gvimZ- v -e .a-ge.  

Air: POV41 pair i Vut U_%u-iee. a-'a------------

Recitative: 

Saisi daw s ct W"ometi Sun f urieus raspovt, 

-s-.  

Air Rvme- oiJs 1ev uiussalls, ab-Ine-vous pu1t-se. taithe cr;-Mes 

0 t
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Mesur 6: 9 
Quel htat soucain! quel. tne-r-&ies e-claies! 

Bourgeois, Thomas Louis 

(1676-1750) 

In 1703, Bourgeois was named composer for the cathedral 

of Strassbourg, but remained only until 1706. His name next 

appears in the records of the Paris Opera where he worked 

as a counter-tenor (haut-contre) from 1708 until 1711. From 

1715 until 1721, Bourgeois was superintendent of the music of 

Louis-Henri, Prince de Cond6 (1692-1740) and from 1727 until 

1730, he was a singer in Dijon. 4 Noted for his desire to 

travel, Bourgeois never remained long in any single position 

and died in a state of poverty in Paris. Bourgeois wrote a 

number of cantatas, collected in three volumes, plus several 

which were published separately.  

48Francis Muller, "Bourgeois, Thomas, Louis, Joseph," 
Die Musik in Geschichte und Gesenwart, Vol. II (Cassel and 
Basel, 1952TJol.T64.  

49Frangois-Joseph F6tis, "Bourgeois, Louis-Thomas," 
Biographie Universelle, 2nd ed., II (Paris, 1873), 43.
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Bor1e 

Source: 1N Vi 7 249, CANTATES/ FRANQOISES/ DEDIEES/ 

A/ MONSEIGNEUR./ composes par MT BOURGEOIS.! cy devant 

Maitre de Musique/ Des Eglises cathedrales/ De TOUL et de 

STRASBOURG/ Partition in folio. LIVRE PREMIER/ SE VEND A 

PARIS./ Ches { Foucaut Marchand Re S Honors A la Regle d'or.  

L'Auteur Rue du petit Lyon Ch6s un Cardeur Proche la Ru S 

Denis. Le prix est de 5.*lOf brocho. Et relic 7.6 Grav 

par Marin.  

Instrumentation: Solo voice (c'-a") and figured bass.  

Text: Mr 

Themes: 

Recitative: 

Dans les cia-mat- la- ces o i AIshe qu( nosais 

40..  Ais E-'-t aso aseE iaP eV-po5 

Recitatives 
S QuavkA 130oviA. iJI - 9" i V6v es Ia -v a -9 

VAi]:o- a -3 e a4--e Dv tl -,CU



Recitative:
LFL 

6d&

1, A C'est ainsi 'ue boyee eecoCi sa -u -,-e5

I I 
~ ~ r ' VT F 

- I I F

Ou couoc av ax I'au - ro-%e. Tout ves- 5ent

3 

LBerger Fidele 

Source: BN Vm7 249 (see Bourgeois, Book I, page 348), 

Instrumentation: Solo voice (d'-a") and figured bass.  

Text: Auvray le Fils.  

Themes:

A kL- L hw L

LRecitative]:
L- I M PM 

Tl F% IJ M & k A I V 
I AO A- M I F lr - --A -- - Vr 
it ir" 

Ak 
ir 

OT we'.  
Le N teynps coufrolmvle et ve-,r - v - v-e,

Le. ;6ui ev.-O ge- e. Qut-te. bios avmQ.ax

LIZ A II m w m I T

A L
Recitative:

p.
t 'p pp I '' -AL-

evw ces U M-vvah5 V"y10Se U i 1I- o'*U-0r e

349

Air:

LAirI :

k A k i i L . r. -ft- R .
1 3 1 m .0. Ak I I r% I l I I Ift -- n I I 

40" i Ir F IF F dF I I A4& ZI 1 
lfiiii u - log I;= w

I

A -
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rANi J~r
- v10U' -v~(jeun 13eig9i

I >1I 1aAd 
-v------~-~r & w 

if 4$

Recitative: 

A Ik

I l,

I fF1 :0 j. ' I
1ai je ve qattete vaL i soh coeu% est Cnle-xt-&Il,

n m,'I

vi A - va sous s es- pe - v-ainc P e pye e.

[Air]:
~~IAJWl

I I L' I. AF.LI

Le Davi s la B i- rc)t

Hippom6ne 

Source: BN Vmi? 249 (see Bourgeois, Book I,page 348).  

Instrumentation: Solo voice (d'-a") and fi ured bass.  

Text: Auvray le Fils.

Air:

w I as 7v "

Www -

i IAL

Air: .
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Themes 

[Recitative"]:
L fo, 
I Awl lam 700 3z 

too 

W.0000", 

lqux bovjdv"eovi Je -fv tive

fiAir];O 01 
V I T m No,1

Recitative: 

[Air]:

L iL L 

00 A' T:t dd 

04 i air

W7 x 

a m e v- e Jes a - Yno Wv.S pr o + e- - e I es a-wavits

w +1 
Couvovi-vie tes eux pav" la 9oi -ire-

'I

I I W ~1 id

[Recitative]t
A Aw M I A AD 11 - Lie 

ii . j A#M
if " 

g lk 7 of Of foe I 
T V, A vi HiPPOT I.--? la voix m"ov vne pav. tell e,

lox

I js i 
0 JkF I I M 

9 11 Lj 
Aid 

e la 6a. r-ir "eve V le -s' )an ce.  LAirl: e 
joe I I I I M ft M Ir 

-- mow



Recitative:

Hppowne -v I ass e~ J 1eCovseo ;ntx- -t-e

-AL A
- '' I 1i''FF

LAir: QuavJ ['A -wiouv ious est fa- va - . ble.  
Ia a- ik. .$

I IA, F 

~ ~n pr

Ariane 

Source. 'BN Vm? 249 (see Bourgeois, Book I, page 348).  

Instrumentation: Violin, solo voice (dl'-a") and fig

ured bass (bass viol and clavecin).  

Text : Author unknown.  

Themes:

Recitative:

Suv u"i ocAiv ~e ux ~ou V1oy) e

- IM, IL

UF - LAW Alb I Imw IVA I L I I I I

[Air ]: z

Recitative:

ou vwnila- ai - 30 In "A e_ rat 
A 'a A d 

I T- F, 
I ----T 1 1 EZ how I-

k L

C eArnt i spl us %-vce5l-

352

LJO



353

Axriette:

Recitative:

Ariette:

rm~n mrrn rm

N -1 T AS~I~1T F r T4
Davs teQ 'e ar olse Sc, - V - 3. ces4acia sqe pa-vu*

1 11 AT I a I Am 

I P 
i ArLo AF u 9F w + ort 1 qk I I 

Cru-el le pp V jt:-e E-st 6t evi -5ou - ve V& 

AL

3 1*

Les Sirenes 

Source: :BN Vm? 249 (see Bourgeois, Book I, page 348).  

Instrumentation: Flute or violin, solo voice (d..ab") 

and figured bass.  

Text: Author unknown.  

Themes:

Prelude:

7

[Recitative]:
m , NL * * u An 

A r-5;vov vat'vcu. kIe-ples 4de kP4:-f
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LAirj: 2
'id

f - - sIx --IMouv- pay, vos voix vusa - pel- .
I I ~ I r~

Recitative:
lk A w - Am Akk 

As. . A 1'% -1- 1 x 

1013- Ift r I Ak, rw -ANIF

I v RP-11 +1 s i a 9--.- -- -

9w w 4r 

I a U *sse av me'- pav s e. r-

AL . I

~II~iI~IL. -I1 J k Ik~ ' 
-A i

[Air]: ~ Fvy - s foyes e'lotg9e's vovs j'" perd da-~ e"-

Recitativet

Pa rces sa-3es co -sesls a sa jIolte se -do i -te

a

~rTPT = rir I I 
i :

[Air]: K Belles Jatis vos yeux L'A-moo. mvntes av- s

Cephale et L'Aurore 

Source: BN Vm7 249 (see Bourgeois, Book I, page 348).  

Instrumentation: Voices (e'-g", F#-el) and figured bass, 

Text: Athor unknown.

F A --

eoA a I id

I

-t-l-
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Themes:

[Recitativel:

A A'-~ ~ ~ ~ N V I Y N V~[~/.~ ~ U~ g LAs az -~---~ - I I ILJAL

I fWL. I 
'Le. Icii~e av~iov ui vious ev- chat, 

~~9~K ~ Va A 0 A - -it - t a

[Recitative1:

L

Je ressevis cove vous ceie. peinvmvi -1-le.  

AftL
lign i., ML 
r Arr.upg, 

Am *A a-- IAF 

a.- L- I oi 
PE! -qwA if

I klik M lk w I U- P4 h 

PL V I w 4 3w Ad Ad 

I v I 
T 

j4 e vovs Nre -vois T a -vo - v- a6le, im mov - le,

[Air]: 2 Des peCvies St chieyt s Doi-vevt

14

* IL

Recitative i
"- lI [ l AI IAFA 0 1 

AhsJ tehU 9got vwe- si~t at -arie. -w e--

L 1L L I1 J ' III

Que0iL Ira r 0 - - ne eIc Zi u euv-

[Duo):

[Air]
A6gA 

Q veiI g vigueuPr ex - -e 

6A

I ) - I & 
1 fE

I 4L i

I k

Lk At P04 1 '1
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Psich6 

Source: Cons. LD.1544(l), CANTATES FRANQOISES/ ou 

MUSIQUE/ DE CHAMBRE,/ De la Composition de/ M Bourgeois/ 

Cy-devant Maitre de Musique des Esglises/ Cathedrales 
de 

Toul et de Strasbourg./ Partition in Folio./ Livre II/ 

Gravez par C. 'Roussel./ Prix. 2, / a Paris/ Chez P. Ribou 

Marchand Libraire/ sur le Quai des Grands Augustins a l'Image 

S. LoOis/ AVEC PRIVILEGE DU ROY. 1718.  

Instrumentation: Viol or flute, solo voice (dc'-a") and 

figured bass (clavecin).  

Text: Author unknown.  

Themes: 

[Recitativel: 
Das ce PaIais e'-I- C - - eux go Vuicaii e -Ia - -va 

AA - $our se .00- -ne vos ca -

Air: 

[Recitative]: __ IIc____ 

Mas keas - elbo,,6mv est Ju -v Le ei ae- a& 5ic h e'C 

Air: CovWioissez " eux les *oi s Je ?Ii*o u -



Recitative:

#& k IL

O04Psic6Q' pav ct ve - fuss .od ti obttsa pL-O

A rr'f - M EL so, I 
1' I . I-7

JI,.> lbJ

Recitative:
-uf Asf W, Jtmw. OW fl IJ liI 

Davis ses wa-UMe. 3 PsCCtie covisevrve 'es pe' - aw- cQ-

LF.
fAirn: Av"-,s so - e? a Vous di.f- fe-e

Phedre et Holitte 

Source: Cons, LD.1544(l) (see Bourgeois, Book II, page 

356).  

Instrumentation: Flutes, violins, viol, solo voice

(d'-a") and figured bass.  

Text: Author unknown.

357

[Air:
Yv r I

-- mw I w

I I

I 

ir e. v v% 4z z--rT

JAM --- -. j
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Themes:

Prelude:
I 

Recitative:

I v AJ 

iv Y ~

t~~~~~~~F [1~111 I ~ 
6 0r T

S>uv les boird J e- la v iev evi pioye- aw' vgveuvs

7- --1 1 4

LAirJ: I"

Recitative:

Spi a -freux venvgpa ce yalve

WIb 10W1 [A;ft T ' ru I'LC
Ti'Is gve poout va,"get 5a Hayne.ve~bu - te-e,

- ~' W~ I

EAir]: 11 A I %.F F P P

A L

Ipevi Je el 9!P &n~

------ --

Recitative: q I AarLI f .
Mlais evi vai v-* 7 ' v r Ivy faZd:

0s e

- - . OjAk

%k

-A 140

AJ, 80 L. 6L

rw ""I
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I.
~ - I i ~

[Air: Ao -hete- de os vmodel-Ies pe>-n es

I F

L'Amour et Psich4 

Source: Cons. D.1544(l) (see Bourgeois, Book II, page 

356).  

Instrumentation: Viol, voices (d'-a", ?f-b') and fig

ured bass (clavecin alone).  

Text: Author unknown.  

Themes:

Pava tveI evic a~e-" e le-e Zp~ii-e v z- pi -J

474-- -
Air J avt- s ei -gne aux coeuvs g9 u v-Veit .5 u s n

b 6 b 6%

[Recitative]:
C xtvo>US qu'e]Ie. est w aA f-eis e,

R iL. A4
FM I -~h~ , n I ~

LAirJ: M~ mIle- a-Ma~4s j'ay fo--m~e" 
a --

19 ~ ~ '

[Reoitative]i

W I.M- --1--------------

ga ilp

IL I

N --

-0-

t- Oft 1
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I I 3 1 I ii I I

LDuoJ: -K1 -0 -I- c 1%es &eWa 
e'- 0"s. ;a vos -- rs A

-

oy -- 
1-

07 6

[Recitative]:
aLO ka L~~ Oil Aft A Alu

EAir] LI I' v O ~ - w I -ft w 0 -4 - x * 4 S"t ~uv owiis 'a votvft ewn- i - e-e

A& L4 

IFI A Til JE lid Ed , K, qw 
f, r F ri

Vere Iafsrs ar-r Vs 7' '- a Venz- laiiv5aZ %a- bles jp(uA zui*+ez le~s \-Z-ve~sEDuo I
I AV Alb 

6 -1 Ir 
6A 

La Lyre d'Anacreon 

Source: BN Vm7 250, Cantates Frang.oises/ Anacriontiques/ 

Ou Musique de Chambre avec/ Symphonie de Violons, Flute-/ 

Allemande et Violle,/ De la composition de Mr Bourgeois/ cy

devant Maitre de Musique/ de Toul, de Strasbourg, et de 

S. A. S. Mgr. le Due./ Les paroles sont de/ Mr Delagrange./

ti 

p 
01 -

1614 
qb

t

1
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Partition in Folio./ A Paris/ Prix 3 / Chez [La Veuve Boivin, 

rue S2 Honorg a la Regle d'Or,/ Le ST Le Claire, rue du Roule 

"" la Croix d'Or,/ Le S rDuval MI papetier , ru S onor press 

L'Opera./ Avec Privilege du Roy.50 

Instrumentation; Musettes I and II, oboes I and II, 

trumpet, violins I and II, viol or violoncello, voice 

(e'-g") and figured bass (bassoon).  

Text: M Delagrange.  

Themes.

Prelude

A I - 104A 
I m TV i 

AO 

Moog" 
04 1 u -,W jpw- m i I 

i 11 i 

-17% iP.AW' 

A --t. Alki, 

AT

[Air I *.f-

A k I- iI A 

u ewI IIL

V~a V% -q u e e us, Je su;s las de povlevr

4 ~ I m N L~ 

~ 6 1

1) 3 ofW *R * rI

Qv-ov'--- - - -- tLAin:

'.11 ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ......... .... 1. ---1- .  

50For other Cantates Anacr6ontiques which have been 

lost, see page 851.

Iq
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A L k 
li Ix 

101 -Y 
=3LE 

0

A

LRecitativel:

k. I

It~
S' 1 Je V"a-Iu- se, 6L WA-I - y

waft Ir
[Air]1 #

-* 644 1 kAm 60w 1 

Lesfruves p -dies kes fvoe- des, Ma -'(a -des

Recitative:
'1

Tu t: -o-

LA: t L I.L

A -Al I I I

i I k- es Ie f-y 
ka.~s~5 ax I.-ts .a

il d I2II KU I 1

LAiri: f tlanas l

AN

r rr I

-17

it AF 

&IT amp Id 

r77 i

AO 
1% L - I - A A 

go bk -1, yz 4 V I+-+
L

r 
9)u vk b vLAt eclatavt+ 40- tro" ppl-+e 

L I

Pe.

LAir.J 3
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L'Amour Medecin 

Source: Ars. M.301, L'AMOUR/ MEDECIN/ CANTATE FRANOISE/ 

A VOIX SEULE/ Sans Symphonie./ DEDIEE/ A MONSIEUR MAAULT/ 

Docteur Regent de la Faculti de Medicine de/ Paris, ey devant 

Medicin des Armies DU ROY./ PAR/ MONSIEUR BOURGEOIS/ Cy devant 

Maitre de Musique des Eglises Cathedrales de Toul, de 

Strabour,/ Et sur-intendant de la Musique de Feu S. A. S, 

MonseigI Le Due de Bourbon Conde,/ Prix 3. / Grave par Le.  

Sr Hue,./ A PARIS/ CHEZ IMadame Boivin Marchande rue S 

Honors a la Regle dcOr,/ MonsT Le Clerc Marchand rue du 

Rould a la Croix d'Or./ Mile Hue Mqe Lingere rug S Honore 

chez MT Canelle M, Bonnetier/ attenant Le Palais Royal 

vis-a-vis le Caff de MT Dupuis./ 1742, AVEC PRIVILEGE DU 

ROY.  

Instrumentation: Solo voice (e'-a" ) and figured bass.  

Text: Author unknown.  

Themes: 

LRecitativeW 
Aux bordS dn e oi - - - 4'pure,0o-dS a s le -%-1 

q I I 

[Air]: Bv vq'm fVJV0PouVy'f A- mu 

1 Z___A

Recitative: I I 

-l J -. -Vwou , a- pas a



WYA -0

[Air] Povv.-gu~oi, c. ey auIAtevmr, Jet Wes

A
& l I : -z M

LAir ],, II Rep~rev~1s, t~ - wiotP~, ~rep~re)1ds tes

Li - -

Recitative:
Z ,

A

L !3atl'-Ie. 9 u~,--A_-____

3athi-le,qve les Veins paossetew pow- tv, 

As K k ok. ,

[Air]: 7 j sascavoatr5 *Saris - - I& - e L ov - cvAI

60( 6 69 

L'Amour Musicien 

Source: Cons. D.1543(1, L'AMOUR/ MUSICIEN/ CANTATE 

FRANQOISES/ A VOIX SEULE/ AVEC SIMPHONIE/ DEDIEZ/ A/ MADAME 

D'AUBONNE,/ PAR/ MONSIEUR BOURGEOIS,/ Cy devant Maitre de 

Musique des Eglises Cathedrales de Toul,/ de Strabour, Et 

Sur-Intendant de la Musique de Feu S. A. S.1 Monseigneur Le 

Due de Bourbon CondA. / Prix 3.'/ Grave par Le St' Hue./ A 

PARIS/ Ches Madame Boivin Marchande ruA $ Honors a' la

*

364

Pi-vies ,

An

IFA m Flo if FL- if.W

I I

r- W

I I-
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Regle d'Or./ Mions? Le Clero Marchand rug du Roule a ila Croix 

d'Or,/ Madpe Hue Mde Lingere rut S Honor4 chez Mr Canelle 

Bonnetier/ attenant Le Palais Royal vis a vis Le Cafff de 

Mr Dupuis./ Avec Privilege Du Roy. 1744.  

Instrumentation: Flute or violin, viol, solo voice 

(f#11 NO") and figured bass.  

Text: Author unknown.  

Themes:

Uvi jouv Javis la SaZso~vYot- ve - le~, LU- cZ -as

A-l Il 1r

LAir]:- 7 K J

1 1

I t-P Z

Recitative:
De5 i ciI eut c s -s de divt- *v., Ckatu" Iu;do""a.

n -Ivi' A T AL I IL 

=MIT, II .:r r
FAin: ~ Bewr-qev, -Les coy-, - cets que yad- -- ve

I Lor 
z 6, 6

Recitative:

Le~s cj& -is

A ik I

Au towc ju bev. - 9 ev
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F i r
LAin: ~ So- vevAit UIvn&I 114 - e vv-+e

I -

LLL

Recitative; LAr r 1 1 - - I 

loj~ irS, a-vec evwFrssewveiw, L1cC-as, sk le1ov, aim p~t-'i-c

~E~i e
FAi -rI

LLxJ 9

A - o / o vv. Je. vois

59 6 6

ik I

Recitative:
I k Ah J, y 

I' 'a i te.5isde Yvwtwi ailte a 5ori tou%-,

A"k

[A ir 1: *ou 3  9u 1sA dn IVo- +K -I i 1, A 

L'Amour Peintre 

Source: Ars. M.302, L'AMOUR/ PEINTRE./ CANTATE FRAN

9;OISE/ A VOIX SEULE/ Avec un Aceompagnement de Viole, ou 

Flute Seule.! DEDIEE/ A MADAME LA PRESIDENTE/ DE MESLAY./ 

PAR/ MONSIEUR BOURGEOIS,/ Cy devant Maitre de Musique des

IMAIP .- a

& i Lo &

/0 . I 7t --%
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Eglises Cathedrales de Toul, de/ Strabourg, Et Surintendant 

de la Musique de Feu Monsigr Le Due de Bourbon Cond./ Prix 

3,t/ Grav4 Par Le Sr Hu8/ A PARIS,/ CHEZ Madame Boivin 

Marchande ru8 St Honor4 al la Rgle D'or/ Monsr Le Clero 

Marchand ru du Roule A la Croix D'or./ Le S Hu Graveur 

ru8 St Honors chez MT Canelle MN Bonnetier attenant Le/ 

Palais Royal vis-a-vis le CaffT de Mr. Dupuis./ AVEC PRIVI

LEGE DU ROY, 1742.  

Instrumentation: Flute or viol, solo voice (d-a") 

and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

L'h-vev a -voild Passe Po- o-ie apr.s Ce-Yes, 

lab 

[Air]: _TA b-Serce 6u -ve A 6-d ,;a-~ 

Recitativei 
a7 q a se W aa 

TaJiihs ive 5a o lv%- se pIazt a Ax 6a -lev
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A 

Recitative:F1A L 

49r rr 

A rF4 y a - -E j, H ' e E 

L'Amour Prisonnier de la Beaut 

Source: BN vm7 251, L'AMOUR PRISONNIER/ DE LA BEAUTE./ 

SECONDE CANTATE ANACREONTIQUE/ ou Musique de Chambre./ Avec 

Simphonie/ PAR/ M# BOURGEOIS/ Cy-devant Maitre de Musique des 

Eglises/ Cathfdrales de Toul, et de Strasbourg./ Partition in 

folio. Prix..........3*/ A PARIS/ Chez jLa veuve Boivin rue 

St Honors a la Re"gle d'Or./ Le S Le Clerc ru du Roule a' la 

Croix d*Or./ Le ST Duval M4 paptier rue St Honor6 pres 

l'Opera./ Avec Privilege du Roy./ 

Instrumentation: [Violin], solo voice (eb'-ab") and 

figured bass.  

Text: Author unknown.  

Themes: 

Prelude: I'r 

_1#1014 j I a -L 1 11
df J~ 5 
2. ~*-

6



LRecitative]l
A I +'4v 

OwlsOa lyl -sejo" .co4,I' 5 fa vevs StZe ki-v-

FA4~JIV. VM ePlqs 9a egloz -ire, Quecde btiov"-pliev 

616

[Recitative]: 

[Air]:

Taiqdls 9ue. le3 

Vange.3l i h vevs va 
&-V" mftw; 

u ~ad 
6 WDTj ' 

my#5

O -sei Kit - topet Ieuvs davt5, 

VIOUs vavtges VOUS

[Recitative]: I t 

Cpvldavit, Capv4s

A A
X IMF 73L t 

r 

.A D, 04 
Am 

39W Se 
VAIL I I

Qu Vovdv-a. 3ou-la-gerv a pai -vie,

369

t

rAl.8 I- ..r.71-

Joe.



370 

0 v v at r 
IIa ante e, _s - set Ne C-e c Fas [Air) i 

7 

Recitative:ftd L.I

CAir]: Is't14r_ - e 

Lp. X Impdent 

Source: Manuscript Cons. [L.2604, L'Epoux Imprudent, 

Cantate de Monsieur Bourgeois.  

Instrumentation: Solo voice (B-eb') and figured bass.  

Text: Author unknown.  

Themes: 

Recitative:51 

Tai- dis 9ve I'heureux Mars, Fif oi tous les de - -iV.  

51Nanuscript Cons. [X.641u0) has the following intro
duction to the first [Recitative]: 

a 1,tjv



Airs I Pouvquoy VneicI d

Recitative:

Air s

Recitative:
All I Ii IpI

t as ta ds qe Ve-nLs

a a * +-- _g
ir- A& 

Act 

WF AO f iole 
LEi - L# IL v

Air:
pou;JcjoA Iepciuse, diaivie- ckaviez aus-sy

371

I

F-r T

LL - - bel-

k L -A- L I At a- V IF-- T, w 

[via pow--- U a - V w b i -L; 14 b 1 1 kc PF I I r r 

te jieu JU out fut Itai", ava-A -ta - cje,

11% f m IF -l If 
Ab 1 -ar W 

=PLVL-4 li 
r v I q 

I I 

Vo - le z --

-prou-vavit ville Al- --lav--vNe~s,
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Bousset, Jean-Baptiste Drouart de 

(1662-1725) 

Born in Anieres, a village near Dijon, Jean-Baptiste 

Drouart later added to his family name that of de Bousset.  

After several years of study at the College of the Jesuits 

in Dijon, he became Master of Music at the Louvre in Paris 

and remained in that position for many years. Bousset mar

ried the printer Ballard's daughter, who bore him two sons, 

one of whom, Ren, also became a composer. Bousset is 

especially well-known for his thirty-four books of Airs.52 

Le Prunier 

Source: BN Vm7 239, CANTATAS FRAN90ISES/ COMPOSEES PAR 

MT DE BOUSSET./ Maitre de Musique de Roy, pour ses Accademies 

Frangoises/ des Inscriptions, et des Sciences./ A PARIS/ 

CHEZ [L'Auteur rue Christine pris le rle Dauphine/ Foucaut 

rUe St honore a la regle d'or. / prix 3.t AUEC PRIVILEGE DU 

ROY/ Grav6es par M. Barlion.  

Instrumentation: Solo voice (d'-ab") and figured bass, 

Text: Author unknown.  

Themes: 

Recitative: 

Jeune dS evtI-c.e ftbvns se'& LIespe . Yno Ver -wei, 

52Frangois-Joseph Fetis, "Bousset, Jean-Baptiste Drouart 
de," Biographie Universelle, 2nd ed., II (Paris, 1873), 45.
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SIm'-s Ia sage AQ- monc

Recitative:
h A 

Adid A 
'm t 

lw 
so- P-i I Aw ) Ya +,u - ra. Voiv% fee-pavi -cJ%-e-

A 4 zoo
lz 

J 

I Loge 

rAir Les jeuX Jo" Ju pjr' I u e yl s a. co 
It c -- %A 

L- -7x (Alf AM 

IV AM I 

L 0

[Ariette]:

Oh vo- la 

1 -

Air s

IW ir Ah TI a 
I mP , i --109 W 

r, 61 e- s a I 
L 4 

T-Ye f4femoivi de a. 9 )oZ-Ye. Na e le fat lxm havv 

Llg I A& I IF 
FOE so [logo I I,

Air&

I A 
1-12,09 
-K ow

L- -
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La Rose 

Source: 3N Vm? 239 (see Bousset, Le Prunier, page 372).  

Instrumentation: Solo voice (e'-g") and figured bass.  

Text: Author unknown.  

Themes:

dil g t 

r 7 ' : : r 1 i* jRecitative:
I I U- ne Rose ve noit dp - - CIO - ve , Pa pi -Io

L h 
f I AL 

R i I w 

1 19 _q 

ILD a 

F 

5 vous V) - c o Voo It'- ces du Pirivi -4ems Air: Do- .- I i 
-

"'m 
-------------------- --,Nb F I vW IIF 

6

Recitative: 

-A Ak
IJF(~JFI I~ JAW

Air: 2 Sa% e sans aa-mes L'Ayo"u-
~i:'i-~ rrI MW

A 140 AlL 

601 TRecitative:

-\e '

Dams la sai-son ouv - - - le Que %o i dio plat'd-t.  
it--Lv

I Idw j P16 1 -- I 
-W 

TJl& I - i

Ld IMF I 
obt i -1 1 

- F 

6ombo'gp-

N Am

L A&-- 9 o -L ft ON W IF, 
L W I- r- If 

-W 11" 

A h V00.5 pavoisses eyl cov%-oux r),eyt+e-"Jre viommeir

AD a I

L L- f*juw o.

Air:
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Ixion 

Source: BN Vm 7 239 (see Bousset, LePrunier, page 372).  

Instrumentation: [Violin], solo voice (d'-g") and fig

ured bass.  

Text: Author unknown.  

Themes: 
Arelud 

Prelude:

Recitative:
-X-A Al vex.+-Par Ju-jo-twx

sx : 26 3 H a "i -O i-

Air: IIT
Afi Ir zi f 1

t A

Recitative: I F2 i o- 0 p Rr rr r r 2 
f r ,'la 14 be ogr od

77~
La su-pe.-be Juov) a-ve--t-+ 5ov7 E -eoux

I I1
LOF I LOUP 

Olmql 

w QZ =3d= tic 14%boor

Air: Sovi coeur est lat - '

i Vl- - - Im I$6

Q es bta t -~~

Par IAI hux s C -o-

& I,& iu

0 10 w1w A* W
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I

Recitative: 

Des: o"bo uru JpiJ-W i-v -te', our prig 

:1I IL__ 
QRecitativeu:e1k4 eS-t 

Qu ans vos cd - vlev- -yes s n---be

Air:

Bousset, Rent Drouart de 

(1703-1760) 

The son of the well-known composer Jean-Baptiste D. de 

Bousset (.v.), Ren6 de Bousset studied organ with Calviere 

(1700-1755) and composition with Bernier (a.!.). In 1739, he 

became parish organist at the church of Saint-Andr4-des-arcs, 

and in 1757, he replaced Forqueray (1703-1761) as organist 

at Saint-Merry. Bousset was, at the same time, organist for 

Notre-Dame and for the Chapel of the King. Unlike his father, 

Bousset wrote only Cantates spirituelles, modeled on the Cana

tates frangises sur des sujets de l'Ecriture Sainte, pub

lished by Elizabeth Jacquet de la Guerre (Q.!.) in 1708.53 

53Flix Raugel, "Bousset, Ren4 Drouart de," Die Musik in 
Geschichte und Gegenwart, Vol. II (Cassel and Basief1952T, 

col, 169.

Ida 
I" 

I it IL A "I 

16 1 4 lot 

cla A vn Gar a's v VOV5 c 

ow 
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Tire d~u Pseaume 82 

Source: BN Vm7 240, CANTATES/ SPIRITUELLES/ TIRES/ 

Des Pseaumes, des Histoires les plus/ interessantes de 

1 Ecriture Sainte,/ et autres sujets pieux/ A Voix seule, 

avec Symphonie/ t Sans SMphonie./ COMPOSBES/ PAR 0 DE 

BOUSSET/ Maitre de Musique du Roy pour ses Aca/demies des 

Inscriptions et des Sciences/ Grave par ,. Baillieul le 

Jeune/ Prix en Blanc 7.'K0l/ Chez (Se Vendent a Paris chez 

l'Auteur rue du Platre S' Avoye./ La Veuve Boivin Mtde Rue 

S- Honors la Regle d'or/ Le ST Le Clerc MT Rue du Roule 

a la Croix d'Or 

Instrumentation: Viol, solo voice (c-g") and figured 

bass.  

Texts Author unknown.  

Themes: 

LRecitative tI o 

ovi t) DIeu vi- vavt, Ta-bexr- viaxles at' - ma - bles: 

4

Laeitativei:T [ 
Tu VJiS, Sevneur, ma a.- creA+4e pe vi e- e..
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y~f. I-f-

[Airi: 2L4 Cgs .o{ ce Csst cestim ou - vr a-ge. ea~vne.

93 1I 1 1n w I I

6 I

Le Triomphe de ,a Vertu 

Source: BN Vm? 240 (see Bousset, Cantates, page 377).  

Instrumentation: Violins, solo voice (b-g") and fig

ured bass.

Text: Author unknown.  

Themes:

AA6J
F JAW]I

Air1: 2; C a s: C -iovis, cele rons

dft

Recitative:
A k I L

I LfI 

eview fausse-s vetU Je .5a mae"u - -e -* s.

T 11 1 1OF

Ctotssez JeuI-S" ~es- Flo - ri c

I I I I

I Ld

FA -1 MM

A p 4

I L

Air: I 1 4-
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Judith 

Source: BN Vm? 240 (see Bousset, Cantates, page 377).  

Instrtuentationt Violins, solo voice (dI-ab") and fig-a 

ured bass.  

Text: Author unknown, 

Themes:

* A

Recitative:

AA

Air:

Fl i L 's An 
9u. e. 9 ~kehw veIA e Xv 'a- t, Ct1JF

om - 4Tra IF r
O D eu des Ne-ebux Slaviiovis

L..~22

I k L I

Recitative:

Aypres cl q ours a Nt u 1 - bov1t04

i I I

~i r ' I rr ~' 'jad

I I e.II t

- 6,w&

Reittie )%'WJ;JII;jId 
le par t. C e ~d aiss o 1 -e e"~ei

Air: 7

A , I

I IL h i

recitative:
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: r ~ ~
Ky% 
13ru 4~fo iet- - -& 

A Sw~vpi
I I T41I IL

7 6

Le Naufra e du Pharoan 

Source: BN vM7 240 (see Bousset, Cantates, page 377).  

Instrumentation: Violins, viol, solo voice (Feb') 

and figured bass.

Text: Author unknown.  

Themes:

Prelude:

3 P j

0- a a &-- * j

[Recitativel

Air:

Q e-ef-frvoy a -- Me viu it I qe le kifreuv. jam, s Jes 

Pu 5 LeQLuJy

Recitative:

dihat ns Ia os- jus - ce.

7 W v, 7, 1 4 

Damssa QNtuvV a -veuE)) e elmeuyrlvie-'ce-

Air:q

PA F

I T71 I 

Aft- 
F 

rm--Ifb IF

=: tP i L 
4 4: 

a ok -4.  M 0-.m r AF-f M 
IF, I m v t wr Elm t - -1--F Ar L I& El M I M IN I I 4w 

ilk, dc v W.  

di 0 lp W w w W W IF w ar w W 
4bow.- c 4'04- 19 li 2", Ir

Y*7
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. A, . e -- P-

Thoot ,5ert Ia Co-le - Ye D - vL-)e

Recitative: F",.zivwI',' & P I f 1 (91T Fiww. P ,lei 

Les frtanis vie sov~d? plus, etbLo) peu pfe ire --s pC--

*

F FIIF

Airi
ONO

Tire di Pseaume 121 

Source: BN Vm7 240 (see Bousset, Cantates, page 377), 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes:

Mesure:
--V 1w me 7 1 r r

IoIs rve rvons dovic ce Sai itLeu1I14
AL1 

6 Jr

11

Air:p 

.1 L I A a Ia .1

Air:
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VI

m . Ab zt_- AI

Ce Ye -po 5 fu 5y ou -- V Va - 3 e.; r~

^ h.. I



Recitative:
A'

Air: t - I

~u ~ 5or Je ta -- ve

ii L L

QV toUt ire-4e~i -t53 e Aole ~-i -y- 3

1JiiiiiIIIi-so'~IFI

1

Tirgeedu Pseaume 14 

Source: BN Vm? 240 (see Bousset, Cantates, page 377).  

Instrumentation: Flute or violin I, violin II, solo 

voice (e-a") and figured bass.  

Text: Author unknown.  

Themes:

Prelude:

009=% 
4f 

M 

Ado m a -7im AM AmL__ 

IF 
Ar It 11 I IOC 

It M -_ ____ i " 0 
-wr.  

AR 

Lk 
*Art MAO iA I IF 

'44 
F ____

46-Mw

Air: -a
I I
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Ai r:____0 ~n.5 ~a'(4i-C V e 

Recitative: 0 
cest a, aou-iytveoW lb AiDr:ButVie Apa - - out e o - be'-it, 

Abraham 

Source: BN Vm? 241, IIme RECEtIL/ DE/ CANTATES/ 

SPIRITUELLES/ tires des Histoires les plus interessantes/ 

de L'ancien Testament/ A Voix seule, et 9 deux Voix/ Avec 

Simphonie et sans Simphonie/ Compos~es/ PAR MT DE BOUSSET/ 

Maitre de Musique du Roy pour ses Accademies des Inscriptions 

et/ des Sgiences. Organiste de l'Eglise Paroissiale de 

S. Andr6 des Arcs. et des Chanoines reguliers de Ste Croix 

de la Bretonnerie,/ Gravees par Bailleul le jeune/ Prix 

en blanc 4/ SE VENDENT A PARIS./ Chez L'auteur ru du 

Platre S. Avoye/ La Veuve Boivin rile S Honor6 la regle 

d'or./ Le S Le Clero rtie du Roule a la Croix d'Or./ Le
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ST de la Guette I Libraire rute St Jacques d/ St Antoine, 

et au Bon Pasteur.! Avec Privilege du Roy 1740.  

Instrumentation: Violin, solo voice (e'-g") and fig

ured bass.  

Text: Author unknown.  

Themes: 

Recitative; $eus I'afle du e'gneur,

Air:
Oi em ui o- -ave Souve- vat.

Recitative; :.aac toi Ch-v., Abeav am -awetos {evrel.  

Air:1 A I boo 
Airt 
.Savs de- man1-dex queI esL *tov ecre. - - - -vne,

Recitative: Le, coup aIlod pati.



Air: i6 1 t

En Forme de Dialogue 

Source: :BN Vm7 241 (see Bousset, IIrne ReceXil, page 

383).  

Instrumentation: Violins I and II, voices (f'-ma", 

e'-g") and figured bass (bass viol).  

Text: Author unknown.  

Themes:

W F I'17 w ~ V IW 'rn- T

I f ISp~A I %9~

le-votis

I I I

Duo: Qu - Mom - ai i ma-&m- -ge

a~~~ ~ ti~~ ~II I 

*1 1~A4

Que 1'6w1i. fa4 .i a o v i- a- 3

385

LDuoJ:
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Recitative: Davs I'i1mese cowLoor- des teux

Air:

Musette:

[Air]:

It I IKII~

T F F yrAf

Que de 6eautes 1a terve oIt a' e a vue!

.At W&-

DJU0

-mow--&-------ME[--I~Ih

Ces c6teaaux

386

Ces c-ieauA 3' ri - a4s ces 5u-perbes mo"+a9iesCesvalquis

A.0 . - I Jor-Lb
AW-L--U-4-k- f-'l 

4n 

d= 
I 

-"WSJ 
So %;_S 95;a WlaZvj Cov"v"e +00f slat - - - Ir ayl -3e
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Tobie 

Source: BN Vm7 241 (see Bousset, IIeme Receuil, page 

383), 

Instrumentation; Viol, solo voice (f'-a") and figured 

bass.  

Text: Author unknown.  

Themes:

Recitative: pecvie les 4abs de. Jdca

Air:
r% i . - - ---- LOE - hd k i m 

I -td I IE i L -C;ZL

I RM&I, 'It vo r.  F i i " b; i I i r 

Aox I o;.s J u Ciel A - tevi- -U-ve

Recitative: La. dove et pevbe. Assirie. Ve-ge.. Oe -t 

A 4

Air:

Recitative: Pauvve, Se, ' V s bI T , ISlt - - -

Dieu i - - delie a tes pyo - me.s -se

a
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Air: H r A I I 
.Se-pa-re' des me-cais S"vio - ceyn- te. vki- ti-we 

Bouvard, Frangois 

(ca.1683-1760)54 

Originally from Lyon, Bouvard sang soprano roles at 

the Paris Opera until the age of sixteen. After his voice 

changed, he dedicated himself to the study of composition, 

presenting his first opera, Medus, in 1702, and his second, 

Cassandre, in 1706. Little is known of Bouvard's activi

ties during the years 1707 to 1723, when some sonatas for 

violin and figured bass appeared.55 A prolific composer of 

vocal music, Bouvard wrote many dramatic works in the forms 

of divertissements, cantatas and idylles for private 

54Felix Raugel, "Bouvard, Frangois," Die Musik in 
Geschichte und Gegenwart, Vol. II (Cassel and Basel, 1952), 
col, 169.  

5 5 Alfred Loewenberg, "Bouvard, Franqois," Grove's 
Dictionau of Music and Musicians, 5th ed., I (London, 1954), 
85 ttLoewenberg suggests that Bouvard spent this time study
ing and traveling abroad,
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performances at court and possibly for public performances 

at the Concert spirituel.56 

Source: BN Vm7 268(bis), ENIGME,/ CANTATE/ A VOIX 

SEULE,/ avec Accompagnement de Violon, Flute, et la Basse 

continue.! Dedige/ A MADAME DE POMPADOUR.! PAR MT BOUVARD,/ 

Chevalier Romain, et Professeur de Musique,/ Grav6 par Le 

Sr Hue.! Prix 2. 8 ols/ A PARIS/ CHEZ MT Bayard, Marchand 

Rug St Honor6 a la Regle D'or,/ MT Le Clerc, Marchand Rue 

du Roule a la Croix D'or./ Mademle Castagnery, MP- Rug des 

Prouvairs a la Musique Royalle,/ Mr Hue Graveur, Rua S 

Honor attenant Le Palais Royal vis a vis le caff6 MT 

Dupuis./ La Cantate De L'Amour Aveugl4 Par la Folie tout 

nouvellement Grav6./57 AVEC PRIVILEGE DU ROY58 

Instrumentation: Flute, violin, solo voice (e'-a") 

and figured bass.  

Text: Author unknown.  

56Bouvard, Frangois, L'Epoux indifferent, Paris, 
Ballard, nd,, This cantata carries a dedication to Mademoi

selle Lftienne, a consistent performer at the Concert spirit
uel, which mentions the fact that it had been recently per

formed by her, "Elle a brill par vos accents." (It has 
shone through your singing.) 

57L'Amour Aveug3A Par la Folie was published in 1728, 

which places the publication date for this cantata around 
the same time, 

58For additional cantatas by Bouvard, which have been 
lost, see page 851.



Themes: 

AIN

[Air]: q

I. A

i i ii I ye y I i~ L~ 
I I

Ce iest poCvt iVe-vics que e c a-te..

(Al t

Recitative.
A A 4 

1 11111 F F 1 1 E~I

'4

A

Pav tout ow voei 5u sohpas--.sa--ic,

k I

Air: T r r Fou *o - - ow ilks coevsa l v ev% 6c .les a Y" awS.0 
ft If .:a-*- a* 11

0 Mv 71 t I 

:Wq 6

'A T '+U
Airt S- II 

De e e u- - - eetIao

; 7, I I

- V? 1

L'Amant Heureux 

Source: BN Vm7 263, LES AMANTS/ HEUREUX/ ET/ MAL

HEUREUX,/59 NOUVELLES CANTATES/ a Voix seules avec Symphon-w 

ies:/ Suite de celle de l'Amour-Aveugl4 par la Folie, qui a 

par des le mois/ de Janvier./ DE L'IMPRIMERIE/ De Jean" 

5 9 L'Amant Malheureux is by Buttier le mis (a._v).

390
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Baptiste-Christophe Ballard, Seul Imprimeur du Roy/ pour 

la Musique, & Noteur de la Chapelle de Sa Majesti. Au 

Mont-Parnasse,/ ' Paris, rue Saint-Jean-de-Beauvais./ 

M.DCCXXVIII,/ AVEC PRIVILEGE DU ROY.  

Instrumentation: Solo voice (g-a') and figured bass.  

Text: Author unknown.  

Themes

Recitative:
. ; I L I .  

IL4.Y A Ile-l

~y iob~~phe.dtS Vj-ig~uvS deSgj - Vi -

I A-w "r,~

Air:

Recitative:

ay vu - S+es . - srs,

I u

I I Fr% 16- 1% I'l lblk 

Ali m I I ML
-* 

40.  
pre's t&'4t Ve. T la &aul 'qu; vw'e-A -cj a -

Air:
(fl-.e evw oirt 

t 
1~l #1 5 /E11 Vjt ! 1 _____ 

W" w 
4oIe
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L'Amour Aveugl parle Folie 

Source: BN Vm7 262, L'AMOUR/ AVEUGLE PAR LA FOLIE,/ 

CANTATE/ A Voix seule, avec Accompagnement de Violons,/ & 

la Basse-Continue./ Par. M.BOUVARD, Maitre de Musique./ DE 

L'IMPRIMERIE/ De Jean-Baptiste-Christophe Ballard, Seul 

Imprimeur du Roy/ pour la Musique, & Noteur de la Chapelle 

de Sa Majest6, Au Mont-Parnasse,/ a Paris, rue Saint-Jean

de-Beauvais./ M.DCCXXVIII./ AVEC PRIVILEGE DU ROY, 

Instrumentation: Violins, solo voice (f' -g") and fiig

ured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

Apes a-von So4,Pte Its .supoi-bes 1? -ka's, 

Air: 
"De - es-.se Ck ar-mvt at e., R 4-g ne?. sur mas coeurs 

Recitative: %XE 

~aw Jis que *owt ras-.sewk 1'e4et de sa POIs-ia"Ce,

Air:

M 

6 let, Diew et worte Is, Ti.,4.pv% Lie
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Recitative: Irj44 1 1 

iaisi u e Ve -- fls, ei le W, cle CY-te-"6 , 

Air3 
AV-mavrs, ad la Peme esk ex 

Leandre et Hro 

Source: BN Vm? 264, LEANDRE/ ET/ HERO,/ NOUVELLE 

CANTATE/ A VOIX SEULE,/ Violoncello, Et Basse-Continue,/ 

PAR MONSIEUR BOUVARD,/ DE L'IMPRIMERIE/ De Jean--Baptiste

Christophe Ballard, Seule Imprimeur du Roy/ pour la Musique, 

& Noteur de la Chapelle de Sa MajestE. Au Mont-Parnasse./ 

& Paris, rue Saint-Jean-de-Beauvais./ M.DCCXXIX./ AVEC 

PRIVILEGE DU ROY.  

Instrumentation: Violoncello, solo voice (d'-g") and 

figured bass, 

Text: Author unknown.  

Themes: 

Recitative: 

RPs de c.este, slet-Ive une su -- ped e Tour;
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Les vew* - - - eenoieoit ershale; es 

Tempeste: 

Recitative: 

Mas i eFa-"al 3e -- tet, 

Air: 0 NItts voles teUvev 

61 

Recitative: 

Air: otuIAsSav c eeVe-e-

--- g a - - 5 e,
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L'Epoux IndiffErent 

Source: BN VM? 268, L' EPOUX/ INDIFFERENT/ CANTATE/ A 

VOIX SEULE,/ Avec Accompagnement de Violon, oi' Flcte,/ 

et la Basse Continue,/ DEDIEE/ A MADEMOISELLE/ LETIENNE./ 

PAR/ MONSIEUR BOUVARD,/ Professeur de Musique Cher Romain./ 

Prix 1.168/ Gravge par Malle Hue./ A PARIS/ CHEZ [ Madame 

Boivin, Marchand de Rue St Honor4 & la Regle D'or./ Le 

Sieur Le Clere, Marchand Rue du Roule & la Croix D'or./ 

Madame Hue, Marchande Lingere Rug St Honror/ attenant le 

Palais Royal vis-a-vis le Caff6 du ST Dupuis./ Mademoiselle 

Castagnery, Rug des Prouvairs a la Musique Royalle/ Avec 

Privilege du Roy, 

Instrumentation: Violin or flute, solo voice (d'-a") 

and f igured bass.  

Text: Author unknown.  

Themes: 

Prelude: veoIoc1 ouFl4te.  

Recitative: 

L assie' 0 vvtt stuI Ii-IC-feed TC - . -ma . -te,
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Air.-Le WIes jewi, e 'i e~'s-e 

Recitative: 

C'ed a ces wiots quee La. Bee cIC - -

Air: Les Dieux v v9evevnt pour place, 

Le Retour de Tendresse 6 O 

Source: BN Vm? 265, LE RETOUR/ DE TENDRESSE,/ CANTATE/ 

A Voix seule, avec Accompagnement de Violons,/ & Basse-.  

Continug;/ De Mr BOUVARD./ Les Paroles sont de M. L'AFFICHARD./ 

DE L'IMPRIMERIE/ De Jean-Baptiste-Christophe Ballard, Seul 

Imprimeur/ du Roy pour la Musique, & Noteur de la Chapelle 

de Sa Majest4,/ A Paris , au Mont-Parnasse, rug Saint-Jean

de-Beauvais./ M.DCC.XXX./ AVEC PRIVILEGE DU ROY.  

Instrumentation: Violins, solo voice (A-e ) and figured 

bass, 

60A "Nouvelle edition, revu, corrigte et augmente" was 
published by the author in 1742 (see Cons. L.3141( 6 )). The 
alterations consist of the addition of a prelude and directions 
for performance.
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Text: M rLAffichard.  

Themes: 

Recitative: 3 F C9 0 a 

Pou un rergrevo -- la-ge

[ir]:4\E tos aL- - mne: 6AW de a. jeLLa--,e A-ina.-ea te 

t 7L- is

Air: 
Tt avil i e :Em dife - ce- vien vegmv. am vubic oeov-,

Recitative:
- A -low -o- # 

J= 39 LC AM
3w g w 

31 

51--se su%- horte Pow -vce

Air: Qua*uAMoer pus t it s SoAaO - - - - - - -

9

(Air]:

Arqt a 4L 

W24 I -A 6 
r. - - lk

AL
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Le Temple de Bacchus 

Source: Cons, L.3141( 4 ), LE/ TEMPLE/ DE/ BACCHUS/ 

CANTATE/ A VOIX SEULE/ POUR UNE BASSE TAILLE/ Avec Accompagne

ment de Flute, Violon, Et la Basse,/ COMPOSE/ PAR MOSIEUR 

BOUVARD/ Prix l 16W/ Grave par Le Sr Hue/ A Paris,! Chez 

I Madame Boivin, Marchande rue St Honor, a la Regle d'Or./ 

Monsieur LeClerco, Marchand rue du Roule, a la Croix d'Or,/ 

Madame Hue, Marchande Lingere rue S Honorg chez Mr Canelle./ 
Marchand Bonnetier attenant Le Palais Royal vis a vis le 
Caff6 De Mr Dupuis,/ Avec Privilege du Roy.  

Instrumentation: Flute, violin, solo voice (G-f') and 

figured bass.  

Text: Author unknown, 

Themes: 

Prelude: 

V~s .. ;~ 6 Slow 

Recitative, 

Csctde Bacduvs le temple miova.-Ile., 

Air:i 
Air: tau-le s
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Recitative: 

Quwles D.evn cvnertwt Ie wiovAhez, 

Air:cFe'r 

Brassac, Ren6 de Bearn, Marquis de 

( 7 -1770) 

An amateur musician, the Marquis de Brassac was a 

professional soldier who advanced from the rank of "Officier 

de Carabiniers" to "Brigadier de l'Armees du Hoi" and finally 

to "Mar6chal de Camp." 61 Besides the single book of cantates, 

de Brassac composed two operas, LIEmpire de l'Amour and 

Lgandre et H6ro, which had a certain success.62 

L'Amour fugitif 

Source: BN Vm? 276, CANTATES/ FRAtQOISES,/ A voix seule/ 

Avec Simphonie./ COMPOSELS/ PAR/ i4 L.C.D.B. [BrassaC]
6 3/ 

61Frangois-Joseph F6tis, "Brassac, iRen de Bearn, Mar
quis de," Biographie Universelle, 2nd ed., II (Paris, 1873), 
58.  

Jean-Benjamin de Laborde, Essai sur la musique, III 
(Paris, 1780), 397, 

63Added in ink.



LIVRE PREMIER,./ Grave par Labasse./ Prix en blanco 10,/ 

A PA1$/ Chez jiie Boivin Me rue S' HonorA la R'gle d'Or./ 

Le 3T Le Clerc - rue du Roule l Ia Croix d'Or./ Avec approba

tion et Permission 1741.  

Instrumentation: Violins, solo voice (d'-ab") and fig-.  

ured bass.  

Text: Author unknown.  

Themes,

LRecitative7:

ptau~roi ei- - cot k ck J-pavrtJ'4o~

ra=#4l au-t aut-

4 6 6

de w fa d etr a -I V

6 I*

Ariette: ; 

Recitative:

F 
J.rL I 
ft --- F

NOY) ce vyiest pas Sais )'a mou re~kV"- C-' 
I dim.ha I

AL 

54 A d, 1-3 
!6=W tz = I j! T- f -F-fl if - lod 

ce p evi avil J'U" e ai IV_ le ol

A.lI

I I Art- 
fit.

Ic

old 
-A6 F

A 4-

Ve -

Air:
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. A .}jJOl

Ariette: 2L A/ovY savis i'A - wou v et sa-o5 ses c ares

I~I*1~_ I 46

La Victoire imparfaite 

Source: Bk Vm? 276 (see Brassac, Book I, page 399).  

Instrumentation: Violins I and II, solo voice (e'-wa") 

and figured bass, 

Text: Author unknown.  

Themes:

41A 1*4

Recitativei:
ff's A" f A 

JW'JW - - - 1 11 - 1 0

FJ6- -1, r i AS 110, 1 1.-. 1 
A F I IrF 4 1---r- T- f I 

Da"5 a Wit boc-- c-a - -ge a z i-le e- J a. pa ix

Ariette: 

Recitative:

chavvMav4e Tu Lais Sovi boYVYeU'r
-I -A + I 

low 

dMk An 

Lf JAr dlk wr t 
ri fL AV 

VA If n -1 

Wt 

Ce PP_-A8a-4 Je5 (3ey3ey*s Je_ ces c6avma"s hoc-'

As Ar

's-savat A- ~1O(Ar da5tOw em-pt -V.. Fut-it ja - flI&L5Air:

I T G7

I I ff I A I 
-AM- Aotk- I I A I

LI -Ie -
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Recitative; 

A1Msi pat-a Dapli &s et le. Oieu de Cy- Lte

Ariette:

Le Triomp.he de l'Esprit sur l~a Beaut6 

Source.* BN Vm? 276 (see Brassac, Book I, page 399), 
Instrumentation: Violins, solo voice (d'-a") and fig

ured bass.  

Text: Author unknown.  

Themes: 

LRecitative I 
QueI dhanemed a4Ifeux!.guel prodigE ee i i - - ant

Air: Les R's et es Gc-aces i1b-t a-ba>-do- "i.+ 

Recitative: 

A ivsi l& Reine. d'A - via -+Vio Ie. ivv-e des -et

Al ____ - k I a kw iv I _r 
AIL 

I IV j Alk 
7r" 

I vivo 4 1 X-A 

aim Wow Je. Pa p6os cAle ve ta VIE -to, i
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I A I r I -I."

Ariette: La. gra - ce. .- -ve Pa- -re Ses at -fraZI s.
-G-1 SAW I

~1 5 -'-dl

110 a-

Recitative: [~2I~7 7 ' ' F C F uI

;r

Ariette:

Ve-nus Vod taut J ap - -pas, et* e- u ure. Mex- cM -te.:

+
-1 - 'FALi L

3e~ate's wa1gr vos at-hai-ts, C'es - p t &

-%al LAwWI

LIHiver 

Source: BN Vm7 276 (see Brassac, Book I, page 399).  

Instrumentation: Violins, solo voice (G-of') and fig

ured bass, 

Text: Mr Rousseau.  

Themes:

LRecitativel.
Vous, dovt le pinceau e- ue - - -e,

Air: Plus 4ovt que le f;Is JAIle-1'- , W met es 4eu- - yes

I I F' I
* w W

I k I i

I

--'INP-

F E-1 w OE AML

"-401hr-AP-



Recitative: 

Mais, s Sa ovrc es+ Irec ou - - 4a Sa jo-ye 

Ariette: Le-s Dieux du CieI e e I'Ov -de, Le So-)eil 

S6 

L'heure du Be 

Source: BN Vm? 276 (see Brassac, Book I, page 399).  

Instrumentation: Flutes, violins, solo voice (d'-a") 

and figured bass, 

Text: Author unknown.  

Themes: 

(Recitative]j: 

A pes kle v e j ds F- rn vats) [UV.t-Vv~s

Ariette: La 1 euvit Fa-vet - t re. - s - - s

Recitative: 

l jEulE. NC- las Yve'cou-tod ul'avec pec- >

a I A. rj

6 7 -ir



Ariette;

Recitative: 

~ d~501 ~14 - - as. vae

Ariette:

L'Amour Vain.uer des Parques 

Source: BN V? 276 (see Brassac, Book I, page 399).  
Instrumentation: Violins, solo voice (f-bb') and fig-

ured bass, 

Text: Author unknown.  

Themes; 

LAir]: 
-rveo jei- izfe~ Pa 7ve i- -i +0i bas 

-- 1|rill 

Recitative: 

C txi les ac - -Cev Ile v"a u Pk

VA tdoll tOuf c hav e 

6wA

Mavis -e - u



0"cev%1 s g; j 'uw x

Recitative:

L'oKten F t' - - l evie dt -Yougit& co - ve-

--- I

SoI ;IabeaUtle . 3qu '

IM I jj ' 1
Air 14 chasse La +

F777P ~ ~ ____________

Recitative:

C'evi esi faaJ, et de'-ja e hdJe Cy he - -e

Vous qu vevs lavmoureux L - - va -

Air
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Briou, Nicolas Antoine Bergiron de 

(1690-1768)64 

The name B. . . de Briou refers to Bergiron de Briou, 

the "seigneur du Fort-Michon et de Brioux" from May 2, 1731, 

the date of his father's death. As Vallas points out, the 

rarely used ancestral name "de Briou" becomes almost a pseu

donym.65 De Briou contributed greatly to the establishment 

of the Adademy of Fine Arts of Lyon and conducted the per

formances there for a six-year period. A wealthy landowner, 

he did not become a professional musician, but used his time 

and energy in support of the art through composition and by 

copying music for the library of the Academy of Lyon, Many 

volumes of musical scores in the library are in de Briou's 

hand, showing this dedication.66 

Les Sirenes 

Sources BN Vm7 261, CANTATES/ FRANQOISES/ A Voix Seule/ 

AVEC SYMPHONIE/ ET SANS SYMPHONIE/ Mises en Musique/ PAR MR 

B*** DE BRIOU/ Prix Sept livres dix-Sols en blanco ! Gravees 

par J. L'hoste./ SE VENDENT A LION/ Chez { Le S Thomas 

Marchand Epicier d la/ grand rue Merciere pres de St Antoine/ 

"Bergiron de Briou, Nicolas Antoine," Enjyclofdie de 
Ia Musigue, Vol. I (Paris, 1958).  

6hfon Vallas, Un sicle de musiqgue et de th4&tre a Lyon 
1688-1789 (Lyon, 193W7, p. 109.  

661bid
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ET A PARIS/ Le S Boivin Mi rue S Honorg la regle dI'Or/ 

AVEC PRIVILEGE DU poy,67 

Instrumentation: Violin, solo voice (d'-g#") and fig

ured bass.  

Text: Author unknown.  

Themes:

PNes des horls vewown - ne z. CUe Ia se C -e

4of :A ILI 'I -m A i 0 F 
i 

X, I __ 0 - 0 1 Jew-"es quevvievsa-vaytt que ja 
01% ikil + - :t: a -T sa in -pur -Z

Recitative:
rm Jmr 

L I A 

of MINA 
w F 

AL'nsy pa, les v-evsves pelp -f-Z - Je5

t L. 40. 0 i

AL~

Les yie-nes au 4 ce Iu soies 1u- se

67 The "rivile e" bears th~e date, 12. Aoust 1729.

PI JPF - L IL 
Lit -jort jr 

14C = a- .1 1.1 - 1 j 0 f

d 
!:Jo ow ip Ir

I oe

Pilo L T-- -----bf IV -- a I TP 1 1 
59 i Ff joc 1-0 LA 
V, r r yr

& ak A- k

Air: r r T r I v V
N-yovis ;vya%,-s u" r-tugif t-e-Aov -ta-bkeILA

L ji

recitative,

f[Recitative]
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flkrr .Lf fTtzrF]' IL
Air: ' 0 v it & peut trop it l- c - - "e 4-44-k Cl-a - -~-

~" I
i1 mdm a - m

I7 bi

Le Suplice de Cupidon 

Source: BN Vm7 261 (see de Briou, Cantates, page 407).  

Instrumentation: Flutes, violins I and II, solo voice 

(f-c') and figured bass, 

Text: Author unknown.  

Themes:

Rlecitativelf

Les NdInphes dePat 15as a. Dieu. J'A t out .e - 6eI - LVs

Air

Recitative:

rML IL
m Lni

qw w 
F w Ir-w -*-41 --+ 

POON- vtej~I~c~eases 't #',

Air

av itovi-

r A 't . a k. L- IL 
K IL 

F%6 

AIL m I #31 
-J... MF a

If A 
,%I li t 
v I As

br f r 
No 1 1 - = I a.- I I I ; L- -1 " - L r 1 10

AV I -Z As I 

EP off 

p1me z

44



Recitative:

La plus ieovic 5s'#a-p to - c.%e. t I is av I:amis es yeux

Af ALA

r ,rT a m I

Ainr I PO uCp a - Ye %
I Aft -- 10 1 1 W -y- I

V - 'I 6

Recitative:

Air

6h 19 iIIF t 7?
'p4

E -c e - v 3 vit ces nots,v i trai1so -Ye 3a vrnai

I I . I- - i 
ljw I ri f- & & i I rL L 

I-AbL w7 Ki 1'% 
:11 

M 

lww 

e7- e- 61avmp_ 5e- Auc-tewr au D t, 00" a -J o -ve
Sri I- I- ML 

LC ga m 
LZ IV IQ

6 

Le Son e d'Anacreon 

Source: BN Vm7 261 (see de Briou, Cantates, page 407), 

Instrumentation: Solo voice (E-e') and figured bass.  

Text: Possibly by Mr Delagrange; see L. T. Bourgeois, 

Cantates Frnises Anacrgontiues . . , page 360.  

Themes:

410

I

cJhez )e Dieu Jdes 4e s u 6w - - avN- e v-ov -e

P

L i

w 

Ivy 4 Uq Sol P- ve -vf-%)x 9 - " OAL- 4:

LRec itativel:



Air: ve--sez f-vis vey-sezt vevrse7z Voujourv
m AM
1 lV

Recitative.
i a - cevad+ ces chalts epvApol- lovnnemea- -Vii' -re

Air. / oo v- vJ d oy le oux vneVsoi-e.,

Narcisse 

Source: BN Vm7 261 (see de Briou, Cantates, page 407).  

Instrumentation: Flute, violin, solo voice (dii -g") 

and figured bass.  

Text: Author unknown.  

Themes:

iL I

LRecitativel:
A WA6 - I yak dL I IL 

'N i lid '"10 'An I --- --- &----jw 
i I rj , 'FJ6, On 
1% 1 1 rs) *TV 31L w AL Ad A 

%Zif- -Z A -W w 

04 F 
or a "i 

Au 6ovrA itu "e cl at've ;o-^+

4

Air: q1 i ue clest uvr i a

411

lot- -r- a - - N, v Am 
+ 111104 a w m Ul- m a 

i I I jr a 

f7 
i 

io,

ir Puri 
I 

I loe LC 
r

ku lk .0- Z-I% 
Aq jolu L. Ir 

6Z 11 l4wm ̂L do 
"Kw 6oks' Ir 19 oe 

LOW' 4Z-

-. + AL LL

I

wl a I



Recitative. A 140 11m A 

4Ncis-se a "ou -ce x de IWty v v t e

M doU I L & M A

I I hr I I

Air: 1.V Que nouveau. s u -rplI - ce, L'A iou-veu, Na cIS-.s,
Ask 'mJ 7 d1 U

LI

L . a . I 
La - low Ilk 

r --19ft 
I Nil O'Ni 

Egg lie 13 1; 104

NalrcIsse e" ce v'ovoed ;u -"es -te,

L 
AL 

I -v
f loe I M , 

RAF IF A-

Air; SOV -tez AympYej sov -tez, so

M 4If A I 

La Lire D'Orphee en 

Source: BN VM 7 261 (see de Br 

Instrumentation: Flutes I and 

solo voice (d-a") and figured basU 

Text: HT D, L. F, de St. Yennf 

Themes:

Le cie. vos

Astre 

ou, Cantates, page 407).  

II, violins I and II,

LRecitativel:
I A..Irt i U I L 

W, l1~~3tn aUs 6~ e 1 -u~ I-m

412

Wv 1w

Recitative.
-F7

Au bwc 6v Ta - "a - 'is evi ces as- f revs Cl- mats



Ues t

Id. F) 1

Recitative: 

Air:

F i I F N F~V . I 

AQ- iew eo - ymv, ws u- 0 -i 

94

Aux a c - ceil~s Je5a p -a Zi -t i

Q .uV)e

I N AQ L 
A I A

Recitative:

Vais 3e -coors

Ariettel

Air: 0 Vu

Quvteisje!

We" He peut. Console

0 Ce.1 Ef quelsou Jai v

9u~Se~s Lt- aiC mi~ ls ca~00^V1 
Al F -67I7ATF' 4w 

vp-1 7 1 b F, m T Im f 0. iF i --- I 5

Air:

413

I h I

I t

,,Vale A

3-=

-
ve 

, 
0

e are piatee aa e. c V1alr "s,
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Brossard, S6bastien de 

(1655-1730) 

Brossard, a priest and self-taught musician, studied 

philosophy and theology at Caen in Normandy. While there 

(1670-1676), he composed Pieces de luth which are his earli

est known works.68 He appears to have been in Paris from 

1678 until 1687, but nothing is known of his activities.  

Pereyra, in Grove's Dictionary, lists him as having a post 

at Notre-Dame in 1683-1684.69 In 1687, Brossard was named 

Vicar and in 1689, Chapel Master of the Cathedral in Stras

bourg. It was here that Brossard started the famous library 

which he later gave to Louis XIV (1638-1715) in return for 

pensions for himself and his niece. He made his final move 

to Meaux as Grand Chaplain and Music Director in 1698. Al

though the composer of a fairly large body of works, Brossard 

is more famous for his Dictionnaire de Musique (Paris, 

1703),70 

Abraham 

Source: Manuscript BN Vm7 164, Abraham/ ou/ Le Sacrifice 

d'Isaac, gen, chp. 22.1 Cantate & voix seulle et une basse 

continUe 

68Marie Louise Pereyra, "Brossard, S3bastien de," Grove's 
Dictionary of Music and Musicians, I (London, 1954), 963.  

69Ibid.  

70Elisabeth Lebeau, "Brossard, Sebastien de," Die Musik 
in Geschichte und Gejenwart, Vol. II (Cassel and Basel,7VT), 
col. 336r
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Instrumentation: Solo voice (e'-&") and figured bass.  

Text: Andre de Mezange.  

Themes.  

+ 
Recitative: -fw~

Lo pr~~e J15s--a.-

Recitative:

a que le Roydes Roys

9entk de~ c~e~ tni f ifs, c'est saac

iiII v UPL 
AM low~ --

Air:

Recitative:

lows 3s he Deu. dolt wossv5 vows e5s Icix

e-.ja su '5 e 

& ij v% b

Le t edye.a3 eau.  
bI nor

Air:

Air:

a k k. h g 9 
Rik 

cou )a. voix ?vi a-pel I 
As 

Adg=

*K
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Recitative: 
?Abta -6a va frappee de'ja so bra55savace 

Air: 2 Le cieI par ne gpyeuve te- v e

Sampson Trah pA Dalila 

Source: Manuscript BN Vm7 164, Seconde Cantate a 

voix seulle et une Basse Continu/ dont le sujet est tire 

des Chap. 13. 14. 15, et 16. du livre/ des Juges, 

Instrumentation' Solo voice (d#'00g") and figured bass.  

Text: Andr4 de MIezenge.  

Themes: 

Recitatives 
Lhivi o5 J'I's ya -I v" uerie~r v- a -6e 

Air: De a pa pus )uo Ie 

Recitative: 

Pour .iU PoOrsvis Sawso e ciel
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Airs ~ + vat i-mW1JUV' a-mOLw per-Me~s 
Air: 

Recitative: 
Plts Saiso c'est e' vaiqu9o 5oppos aa saea 

Air: i * i*ot)" oui r A2-P-res L J -yss 

La cheutte de Salomon 

Source: Manuscript BN Vm7 164, Troisieme Cantate./ La 

cheutte de Salomon.! a Voix seulle avec un violon ou une 

flute et/ une basse continue/ dont le sujet est tir du 30 

Livre des Roys. Chap. XI.  

Instrumentation Violin or flute, solo voice (f#-g") 

and figured bass.  

Tezts Andre de ezenge.  

Themes: 

Mesres Is-r E o s sit XomeP V0 Pa' 

Air: 2 as Cru e S e-COU' s a-e
Alk
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Recitative: 

Ai:awo6ueusbne - J-v aws Ic paias des Rors 
~I H 

Recitative: 
reta esw fa Ce . o-na uutahCido1,eu sO5i aie.  

Air: 

C 4*16 nu e.l o seIA 5om- t e ais e palis es R o. 

Ju a ort d oferne 

Source: IManuscript BN Vm7 164+, Judith.! Judith ou La 

!ort d'oloerne/ Cantate a voix seule avec un violon ou une 

flute et une basse continue.  

Instrumentation: Violin or flute, solo voice (e'-g") 

and figured bass.  

Text: Mu de la lMotte.  

Themes:

Prelude: -k 6 
Peulvde,si ro% ve .



Rec itative*
I- & Lr i '~I

1
.  

2 'Al qive. Ia Tai m ou La Guay v cL a. Ltvwr e,

Air

OIL + 4 ON + 
An 10 y I a if 

v W, AV I IA Jowl 
-I v I I id I.Of 

la see, v I ic vt - o t- e, vne vcm4oit Ouvt x

Recitativ4 

Sommeil:

L & k 

E~~oriezLt rait qr; blesse- JuJ~a

3e IP -21 - e.I-I i s

Recitative:

S JvJ t t po r ev cot. La ce -Ies-e. puissavicae,

0 Oru I .u '

C-0 oup c 0 -de..Air

419

n. ky I F1 

6 L- 
Vq
v

gel T- T, 

quelle- gioi-vc 
119L 0, Am & i 

T-1 i T i

-Z t 
F-I- /W.  

I ril ILL 

OT

e
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Recitative: e - -es's par des 

74 c ,&at-ovis Aj% s' La glove d elmt
Air: 

Les Trois Enfans de _la 
~durnalsede Babylone 

Source: Manuscript BN Vm
7 164, Les trots Enfans de la 

fournaise de Babylone./ Cantate, dont le sujet est tir6 du 

3e Chap, de Daniel./ Pour une hautte-contre seulle avec un 

accompagnement de/ deux violons ou deux flutes avec une Basse 

continue ou/ moins a quoy/ l'on pourra jointre di l'on veut 

des trompettes,/ des hautbois, des harpes etc.  

Instrumentation: Violins or flutes I and II, trumpets, 

oboes, harps, drums, solo voice (g-b') and figured bass 

(bassoon).  

Text: Andre de Mezenge.  

Themes:

Prelude
Topettpp, haiLtbOisf lui~,e iln 

h.ess u5 .v ptied atbe 4ie el t6 vtio * 

Tuale s, Bassov, S. Ccnt. 1



Recitative:
f

i U L L& & L E 
VersAtm auk uIL h-M-- Oak.-..* IL

16 1 doodmop" A &
I& ML w -.. Ndpp--Adpmq I 1 1-1 

I t 
dd :J1 Jmp All 

J'em ie"45 IGS ttOV14ftt+eS 6YUYaVI tes 

w -low M 2dg- I - ir

Recitative:
-u1' U - - -- - ~ -1- 

Ptais 'apaycos ce DieL, ceMlae. asse. tst-si-be..

loll

Les ces Dieuxioafait vo+ as
(i Pi' II - -[

fI. 1

Recitative:

Que 14 W po Cwtce, sage. o -1 upy, e.

z~1 f 7~ El Ti
Air: 4~j~!;~t~F -' -

421

Air:

64 0V & __ IF 

fnb

is- A L A, 
1-3 W ;lk" Ila I rmk .  

Ia 11 11 ?V i i I AL -J, - I K 1 1:3 As 
AV-- W- M w I m 

449 - wr - -

f n i

A

040

m

b a y b



422 

Recitative: 

Baltas sarl 

Source: manuscript BN Vm'? 164, Baltassar Sixieme Can

tate,! ddont le sujet est tire dui 50 Chap. do a Prophti 

d Daniel./ Pour une asse taille avec deux dessus d violons,! 

ou do flute ou do hautbois, et une Basso continu$ et si l'on 

veut! un basson ou mine basso due violon.  

Instrumentation: Violins I and II, bassoon or violoncello, 

solo voice (e-e) and figured bass.  

_Text: Andre de Nezenge.  

Themes:

Prelude;
Site QMPret uJ asi L'Oi veut -Lo 

Af L 

Y rt

7 1 This cantata is incomplete.
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Fugue:

-~41

I I 1U5I I

Recitative
Fr rl~ I I 1~ ' 

Ba Us j -v oc- ,.u pi+ Lethrl'A. e o- p r*

LAir]:

"It " V w I 1W~fi 'I Lr
Leb;IS de Dieu. sr'-~.d~. f~ OLA7- <
- E- 4I

Brulart, .  

Brulart is known only through his cantata, Les Jardins 

de St. Cloud.  

Les Jardins de St. Cloud 

Source: Ars. M.285, LES/ JARDINS/ DE/ ST CLOUD/ CANTATE/ 

A VOIX SEULE/ Et Symphonie./ PAR/ M ,BRULART./ Prix 2. H/ 

Grave par Le ST Hue/ A PARIS/ CHEtZ L'Auteur dans le preau de 

la Foire Saint Germain. Madame Boivin Marchande rue St 

Honor a la Regle d'Or./ Monsieur Le Clere Marchand rue du 

Roule a la Croix d'Or./ Mme. Hue Mde Lingere chez Mr Canelle 

M4 Bonnetier rue St HonorS/ attenant Le Palais Royal vis-a

vis le CaffS du Sr Dupuis au Second.! AVEC PRIVILEGE DU ROY
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Instrumentation: Flute, violin, oboe, violoncello or 

bassoon, solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes:

AA~+ 11 1i

Air:

- - 7

I. L

Recitative; u t dVAN7i' IW-d 

flCv" j at- Jiam Zc-e.

do ~ I a a .1-0

nIVLAmi I F 1 r "L. r- th
Re ijes vous

""'U ~i r~ t

Recitative:
14T

e -g e e a o I- a - - V - - e s

-r I

a

6

i' ~ r ~ ~ w i ii r' r iAV

p K se 1 Ir W v o-, 
9u'apevois-jQ 91irayi Dieux.?e Ie oumqomevtvL-vroinin

All

F TII I mkI4L 2 

1 - , 5ans ces B - - tes, 3.- & ovX

Air:

Musette:

: I - -T-

Mesi Vo V. -wa - go

ik K i

I I
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Brunet de Moland 

Nothing is known of the life of this composer.  

Allon _et Daphne 

Sources BE Vm7 160, CANTADES/ ET/ ARIETTES FRA40ISES&./ 

Composees/ PAR M.... / L[Brunet de Moland]7 2 / Gravez par 

Roussel.! Prix broch6 . . 6!4/ et Relig en veau 7.'55/ 

A PARIS/ Chez tPierre Ribou, sur le Quai des/ Augustins a 

la d.cente du Pont Neuf/ a 1'Image St Louis/ Roussel 

Graveur, rug de la Par/ cheminerie du cot6 de la rug/ de 

la Harpe, cIhez un/ Epicier./ AVEC PRIVILEGE DU ROI. 1708 

Instrumentation: Solo voice (d.'-g") and figured bass, 

Text; Author unknown.  

Themes; 

L11RrctaUvA 
Recitative: __________, E

Air.

Recitative; _1_____________a 

Le Dieu qui pves ide a Par - aS -se.

72The name Brunet de Moland and the date 1708 are added 
by hand.,

Ak L L m 
AV I- - . m 

AU a 

TI i 

ir 

e a ce-



Air: 2 1 ;
6 

- a a~ii
La D;e4u Ve eiqoc .- a - -e. peut 'e Jr e :ous l s coes -s coe vis

~i~rj 1 I p

Recitative:

Dap6 e Casso i %Ans le bO iS d s )es pla i e s

I Vol 

A IW 
it-I F, 6) A!bz4--

OF I Fl 

T A Air Av - es V. e at- av% be.&LL -te' 

ml M:11

Recitativet

Dapa J-ses Ae a ces ee1ies 3,-~-~s

Air: ia's-s p t t,- - e.- - -

Recitative,
Lou a e sa ue-e-kt-eer Je a -o e er-%- e

426
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Air: In. t uQen)ation - oe l e1 I ( "u-lered ass 

RecitativeW 

k LL 

Air: 'M --- p , oP6a , i ~.Jv-e e

Tet:Athr nnon 

Themes: 

Recitative: 1)R090e 

A ra ,maI o je# C ft ' -d l vo% 

p I A I I M .1 I
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A
-r m BE 7

Recitative. Iy T' vf AL-1~I~ 

X I LA 

W mmI -
Air: 

Recitative:

f 7 lw " -Ir w

Tin Is te, v 0d, 0sp -ta - -cleh ovA-eu.we

Al-

Air: .*

-#0

I ii F f I F 17 AM
I~p I

Vous teyl-ches cocis& 'Ii de V&'s Fet-14re. cac vas eu%.s

Le Jueementde Paris 

Source: BN Vm? 160 (see Brunet de Moland, Cantades, 

page 425).  

Instrumentation: Solo voice (c#'0-g") and figured bass.  

Text: Author unknown, 

Themes

Ak - L L~

Recitative: L-3 JUI 

AL i k 

Is oe 

it ic 1A r. I =: =* 
av) vi vs jj put oiievt pour e F>,r; x

-L a

A . I i I

i r"

a
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Airt

A.A k L I L L 

If 

SoovoA In;., i 'e" -tire tirop 5ivl - ce re, d Lost 

ow Ul m 
3 0 i ::A - --

Recitative.

Air:

i IL

I~~ ~ F lk I i N IfI Le a r .  
It r-ou .% - I Ad

r r c f La dosccorJe cy-ue I -- le

Alk! r 
~I WARM r

W 11 L d 
I I MOW

Recitative:
44 ri be It K A~ I. L F K IiLf [I I J

I + -- F V 
% V- ces Je'as, Ju?1' -trP- eh de

Air:

Le Destin de iarcisse 

Source: BN VM1? 60 (see Brunet de Moland, Cantades, 

page 425).  

Instrumentation: Voices (E-c#', d'-a") and figured bass.

jetu i ia powime ov

jolv 4 l -a-l-

4 '1.r

ml wl LWAM 
-An- &Tit r.j i 
IA3_1 K. 0 1 

t 

av - -

, L ffi -

-AD-
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Text: Author unknown.  

Themes:

LPreludel: 

ERecitative']

Air: 1~~E

L!Mr * I m 

Qvo i oujaurs Javu L s-li -t tie? - cis

V -I

Tt-op heu-v&#Ax qui V"ai- %Aacu 

m a9

6-

Recitative:
A14C k L k IL -L 1w - AN AV t I 

14 2a-WW R 
rq 

owl LA A 

de VoVjrojS j- Vni7tejr Ala.-V - LiS -s e... deussat'je subiv-sov, .5u-pli-ce

Les 6 eau-ti s les plus Io,-ctlaxi-tes,Air:
'

we

6 41 i 4 -r- 45 

%K nit 
AS U 

-M I I I I

iE

m I Apr 

qp 

if 9A JE

+---"% 
As
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jue )e plvihs les bel - -lesr
I-AAA Ifi 

1a-9 Ab gim 
Fs 11 11 1T1 ?' r

4' .1 
a,

6 # r

Recitative:

?aune setra tort -jours plaisait et Sa- t --

cuy de )otts a 3a. h--is- ; t asou-. -et

I Lf W I fI k 

117 T!

Recitative.

le plus chair-ma it esL de pav-- Ie-

6-

IAFLL

1 4 N -cis-se c sassoit Jas rn 6oislors que larisfe ecko,

Air s ?

IF~rI LA I E1k

Daige avre"- ley Les pas jeui et c 2rwat chasseuc
L 1 W f i t ---

[Duo]
I LI, "1

I
Air: i

K

1 1 

-V 4-4--

Ana MOW 
plao u

,L lb L 
fl 

or

lip,

I Ak do -

J'a - -voil- lf J a r - e UI,

dolk

c I

IL 1 4

I -dw- v

Io aI I e

a

Air. I



Recitative 1~~1 r I -' 

Narcts-se pavt W~ev SI-be a cesta"iSpods avciuvetu.1#

Air:

Recitat:

Air:

ive: 

L'amo u ee- esvoeux ce ces Myrpkes cvuel - -les; 

Q>m IawYaun cat - -,se des que - el - - les 

IJ.  

Sb 6 6 16

Recitative;
A16 

m A Aft 
Apr J ww 

lift 

s -jet plek Je c It aw m e s

eco:AJoy - ble 4-set, elui 

6-A

w e1-cA'v -te;

432
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A Ik - L k I F V -LOA la I - I I I 
' WU 8V 

E 6 ow A 

le

Echo



Recitative. 14 Le I I 
I Lr r r Narctsse co"iui 6of5 ecYeu o 0 Diet, 1

AIkk

Air:

I IK- A&, 11% -__m t a M.  
irlorlw_ EL 13 M t n 11 

jo 

F1 9 
ii=17

JL W - I IF t F toga

I11,1 t
1- A 'A-W- ve 4a, vtjeavice

1 II I I -

Recitative.
7 4

g3 V

Pour tex *,ner ces

I~~~~ 7' 7 1. e . N FIlt T 
~r r r I f f 

pi aiNte s ultov- vo uses ,WA& v- ci's -s e

AiAL: 

q7":i I( %o, ft 

if fe I 

- 4.- 6 
P%#p.AU I I IIL F

el les Iav- - - wies

AWOt k k I I I I I a I rk m m I I 
I i I 

a yj 0" Pev 5 e Aint ve JaVIS UVI lemdre a"ouir 
-Z it r 11 w 13 I I P il VF )f pw I 

AL F F tvl- I A I i m I 
A:7 I a -u 

I V-A m I r I 

oot 
46 

i it f b F lob., 
1, _ III + 

[Duo],** M aL S+a)nc. CA Mas 4; OU Wi e-)A 
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Burette, Bernard 

The little that is known of this composer is found on 

the frontispieces of his published music, A music teacher, 

he was the "Maitre de Clavecin" of Mademoiselle de Charolois,73 

to whom he dedicated the cantatas Le Printemps and L'EtS.  

Bachus 

Source: Cons. LD.1617(l), BACHUS/ Et/ Lt ISLE DE DELOS./ 

CANTATES FRANQOISES/ d voix seule et Simphonie./ mises en 

Musique, PAR M# BURETTE./ Gravees par Melle Louise Roussel,/ 

Prix en blanc 5P / SE VEND A PARIS,/ Chez L'Auteur, Rue de 

Richelieu A la Croisee/ de la Ru Neuve des Petits Champs./ 

Le S' Boivin, Rue St Honor6 ila Regle D''r./ Le SP Le Clerc, 

Ru6 du Houle 4 la Croix D'or.  

Instrumentation: Violins I and II, solo voice (G-e' ) 

and figured bass.  

Text: Jean-Baptiste Rousseau, 

Themes: 

LRecitative]: 
C'esf toy, d-vii 3a-ctws,dod je awte. )a 9gloLre; 

Air: Des co s les plus aves T co" Ues les Ceux 

73Probably Louise-Anne (1695-1758), the sister of Louis
Henri, Prince de Condg and Duc de Bourbon (1692-1740).
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Recitative:
L 

.a sk ft, 
w IF. 71 

LA IA 11:0 61 60 TI I ir i tj V r M r 
Ilais, quelsTra"spoirf5 :NvOlOlm 'ta. -Ves 5aL5i5-,5e"t t0ut a coup

Air :
* -94 '9ft

t~r ~ ~ J I I I I fi lr l ] '1 EL-F1-4F:4
Des cevr-4ei Desce-

Recitative - -- -,1.  

P1fa0 yez de Ces lietux, Je Ce~le allK rOUVe~VneNJS

Air: tBamwissoms L' resedBe--lo -vie. De iio - ceic e.

Recitative:
Sr s Ve uton I'we j e. Ta .5Ie

.MtL --- - t 

9Ure) 5 vivQz. They ves a - mfis

Air: T ow-pe, -Vic -i-, Novi-neu a' a -dhs 

-- i L

IdL 6

--Iqftftbmmwj I
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L'Isle de Delos 

Source: Cons. LD.1617(l) (see Burette, Bachus, page 

434).  

Instrumentation: Flutes, oboes, violins, solo voice

(d'-g") and figured bass, 

Text: Mr Danchet.  

Themes:

A I I I I
Recitative:

I ~ I 1L I I a

9re - a -tble se' - jovr lJ davis le. seti) ce. I'Ocde.

A~ L 4
I AIL

Air: ( rQtqie 6 wnt, Flo
1V L~~~ ~ I ~d 2 J II II

Recitative:

De zes chav s omtu -Ylez. tisl esse est ba-v - e.

Air: I 1 z i r I F I V N 1  L 
1- 162 MFI u IP

coule. davis u-ve pax pro- 4oy..

Recitative: I ,I , & 

No ss kv4s 5ot cyn~eZ sous oze nais~ a~it v;!6-,a3e

I

I

&

? ol
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ri I r El /0%FF El
Du-vz tou-jouvs atr <v i- - les JeP F4 prevez.

r -I aTT 'I
6 ~

DaphnS 

Source: Cons* LA.34.959; the frontispiece is missing 

and the composer's name has been added in ink.  

Instrumentation: Solo voice (e'-g") and figured bass, 

Text: M Ferrand.  

Themes:

Recitative.

D''n iorisive don4 Ia oytl aoit codIe' le 9lo,-e, 

R w

Air:. '

IL I L a I
L Sjrdes vno*%-tels e-A T- i - -l

6 j

Recitative:
1 rl OR Aft 

on lkTl 

W, EPEE 01 Ld 

9uv" AV"OUV- vt at ssa-"t .3 e A wr WK.$ De'j' a- vnesvn e, Ja vi s al a -rm e 5

tDe ce Dieu., tlfiavte etele ge -- Ee. le- 1 les voeux

Air:

L~z rO 1 d 04 

ib W M

L I AWA 

E

IN I L Is A a A, I 
11% T, 'am f . I - F% 

F IF 11 
W-T

A ir s. I
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Recitative4 Y t 

En va6 pal k re- I et te $a p s - -s Sa - ce-, 

o1LIF 
Air: 'A- movt r 'e-cla* des .gira eur5, We s-Ovt poin 

IL U 

Le,Printeaps 
A/ 

Source: Ars. M. 2862, LE/ PRINTEMPS/ ET/ L'ETE,/ Can

tates Frangoises,/ a voix seule, et avec Simphonie,/ ComposSes 

par MI BURETTE,/ Xaistre de Clavecin/ De S.A.S. Mademoiselle/ 

De CHAROLOIS,/ Se vendent a Paris Prix 5 / Chez L'Auteur a 

I'Hostel de Soissons./ Et NT Boivin Marchand, rue S' Honors 

a la regle d.'or./ Avec Privilege du Roy./ 1722/74 

Instrumentation: Solo voice (e'-g") and figured bass 

(clavecin and viol).  

Text: Mr Ferrand.  

Themes: 

Recitative: 

5uv ui t k a -to%, sewni e viI le ;6rs 

74For the title of an additional cantata by Burette 

which has been lost, see page 851.
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-~ ~ 1 w i -

SaI

se pa - ve
lI1P11ff Iff I I .F-- wt FI

I Lo

Recitative: I 1 I '1. i - -IF F.. I 7 f

Coyn pagtp )u P itemps FNote par tovt pte-sente

Air: La jve. et vi-v Na-ya - des, S0 t j.L VaS 

5

Recitative. tic) WIWI 1- 7 1%~o-h 1e ~a W

Air s* *t

6o& 

Air A vl-.5y Ve- v S sewve- Aa.- 9 e, D a ys . s dOVx 

+ -

Air:
I i Lf %dr

04



A 

Source: Ars. M.2862 (see Burette, Le PrintMps, page 

438).  

Instrumentation: Flutes, violins, solo voice (e'-a") 

and figured bass.  

Text: Ferrand.  

Themes: 

LRecitativel: 
Lt W, T

AL 

Air: vewt sub-Sov0 3et1 1 -

Tempest:
v v 7 lfLT~

T

Recitative:

Mai5quel v i - - a -ge e -p a (s s'e - - I -- ve.

AW- -, N L 
14 w /I - Ir 

ida 11 0.  w 1 bt F, i 

Air: FT Treux Ju To vi -vi e te, S tAc-ce Jot am fm des K-C-1 aivs.  m MOMMUMMUMEM" I I 
'AL. I I- J- AdOMMINNINAMEW I 

lw L I 1 -7 1 1 1 A m a AN 

i i 0 - - - 4 An 0 t Ir -T - F-- T- 1 4 
w

Ar A 

AL mk

cje -a oeiie -Le Pv4rvtewjp5 est pas-5e

-- T r
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Recitat ive:
Quels dou covi-ceAs se feo - - tin- - hre.,

+
A AI tf -I I 1.11 aW I 

n iW- AL-i:-k 0

Air:s ' Au fonci dess q-o tes pvo-fowies, Le Deu- des e VJ.is;~ ef.r-
0~ Ao r tZZ lI7T 1 * 

I Ii

6 6I 

Le Bal 

Source: Ars. M.2861 , LE BAL/ CANTATE/ A VOIX SEULE/ 

AVEC SYMPHONIE/ Compos6e/ Par Mr BURETTE Maistre de Clavecin 

de S.A.S./ Mademoiselle de CIA OLOIS./ A PARIS/ Chez [L auteur 

a 1 Hostel de Soissons/ le Sr Boivin Md rue St Honore a la 

Regle d'Or/ Avec Privilege du Roy 1723 

Instrumentation: LViolin], solo voice (d'-g") and 

figured bass.  

Text: M Danchet.  

Themes:

Contre-dance:
- #L I [vI m 1 bocr J

Aecitative:

*1~ 0

A Z -.-- J 
I WF--Ai f 

1,fih " & - - - a I 

! Maur w Ly

i4o AL 

An AL VL A 
log 

oil, j A 

r 
r r 

po - vmo -vie jreaovto t u- -f a - t a - a vK wle,

A I -

7

1 04

lQ*j f
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Air:

Recitative:
Am 

A m 

if IF
Ver tumie~ fut aZt -.sy le plus iieuwauX A- manit;

Ain., La. plvs fie ve laplus au- A t- e

If a#

I T.OIL I A 
L d- IJ 1 i If IEIJ Ed d iI I __A 

frlcwus p a%- iyfCes5 jeuX t'rouva. )V le a q '4- -VVI-t5

Lk

L e. B) r. - ou evi- seuv- e tUVi plais4r -emve,

4

Recitative:
Swr Ptais 'Epoux d e Vervws ert ccvcut des a I a- - "s

-T-

Recitative, 

Air:

OiW- Ak -- i A

Aff %I I t ---- I I -1- 77 

od A 

mr 

5 o v ve vit 

AL

i
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Bury, Bernard de 

(1720-1785) 

Son of a musician for the King, dc Bury was instructed 

by his father and later by his uncle, Colin dc B3lamont (a.v.).  

His early works showed the influence of Couperin (l668-1l735) 

and at nineteen, he became an accompanist for the King's 

Chamber, In 1744, he became Mlaster of the ng's lusio, 

and in 1751, Superintendant of the hoyal Chapel.75 Dc 'ury's 

r1ks were iell received and include a number of stage 

orks, such as the cantata, a cantatille and several diver

tissements which are very similar to the cantata in their 

organization.  

Prise dc Brp-F-zoom 

Source: VmW 471, PRISE! DE/ BE1G-OI-ZOOI/ CANTATE/ 

Chant~e devant te oy. / C0OMPOS E/ PAR 4T DE~ BUEIY/ Naitre 

dec Ia lusique dec Ia Chambre! DE SA MAJESTE, / DNDIlE/ A 

11ON$IEURJ LE Co TEl DEz L0WENDAL/ Plarechal dc IFrance./ Prix 

75Frangois-Joseph F6tis, " Bury, Bernard de," Biorahic 
Universelle, 2nd ed.r, II (axis, 1873), 123,



444 

3, en Blanc./ Grave par Melle Hue./ A PARIS Chez tL'Auteur 

chez yme Hue 4Me Lingere rue S Honorg chez M Canelle 

Bontier/ Attenant le Palais vis-a-vis le Caff6 de Mr Dupuis 

au Second. Madame Bivin Marchande rue $ HonorA a la Regle 

D'or./ Monsieur Le Clerc Parchand rue du Roule a la Croix 

D'or./ Avec Approbation Et Privilege du Roy.! 

Instrumentation: Oboe, trumpet, bassoons, violins I 

and II, timpani, solo voice (d'-g") and unfigured bass, 

Text: M TBesson, Director of the King's revenue at 

soissons.  

Themes:

Overture%

+ 

Liiecitativel: 
Q4*I b6ut am-~.c hwuJams sA ;,s

LAin:I 1 j Pe.t-pie ciedr I6va -yes g rie I

ApI14 u-I IIAI

A 

A AL 

r= -I-

F 
AP a - 4 

AM a 

F9 t 
w 9



Recitative: b&It zz - .z .+ d 4w 
2A I a 

4 Misquels toup~s vehou - - W~es quel h1i-rC-bi. W Cta. '- vi&-a-e..,

EAirl:CIo KCe~oi
. r ~k 

oIIc mm r %d-
EN %W ww - ftfp WIJ gC3 ar - - YA 

-z WWZI M ot all 
w 

AM 

04 --l F 

I

LAinl:

Butter le fils 

Buttier is mentioned by Eitner?6 as one of the contri-, 

butors to a .collection of music published by Ballard in 1727.  
The single cantata which follows Bouvard's l'Amant heureux 

was published in the next year, 

l'Amant malheureux 

Source: Bn Vm? 263 (see Bouvard, L'amant heureux, 

page 390).  

76Robert Eitner, "Buttier, . . . . , " QuellenLexikon, 
II (Leipzig, 1898), 253.

445
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Instrumentation: Flutes, violins, solo voice (e'-g") 

and f igured bass.  

Text: Author unknown.  

Themes: 

LAir]i 
q 

-Te .. . V" ewasNS - res ev - v us,

76

LAir]:

Recitative: 

LAir]:

A . . A i 
IV I 

tAV'L An EV 
" ff"%V a 

OT I 

Da pavt a v" on Nre. - p bs *u Ae 9L-e,

RAvW! si cdl-te 

60

Recitative*
c'esi fo puwssait 1 D'iA [ CPU

Or

4T To a pa-yj vna Ber-qe.- re-, ve su%- va s C.  
t -'% NdW i 

:30 11 * zf- i 

Jr- 
imlfta-

640
Aff 'JOr 

r L-01 71% 

Cr

iLw -h i-e
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Airs Va -- le, Sev 5 ets V & e -~J~e 

Camera, Andr6 

(1660-1744) 

A native of Aix-en-Provence, Campra received his early 

training under Guillaume Poitevin (ca. 1630-1706), 
priest and 

beneficiary of the church of Saint-Sauveur. In 1679, at the 

age of nineteen, Campra was made Master of Music at the 

Cathedral of Toulon and in 1681, he became Chapel Master at 

Arles. He went, in 1683, in the same capacity to Toulouse 

and in 1694, he moved to Paris where he followed Charpentier 

(2.v.) as Maitre de Musique at the Church of the College 
of 

the Jesuits. A short time later he became Maitre de Musique 

at Notre-Dame.77 Because of his position, he published his 

first operas in his brother's name.
78  He asked to be re

leased from his religious functions in 1700, launching 

himself on a secular career. He then presented several 

77Renee Girardon, "Campra, Andr6," Die Musik in Geschichte 

und Gegenwart, Vol. II (Cassel and Basel, 1952), ccol. 731.  

78Joseph, who was a bass violinist at the opera from 

1699.
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operas in his own name, the popularity of which caused him 

to be named Chapel Master for the King in 1722. Considered 

one of the better composers between Lully (1632-1687) and 

Rameau (j.v.), Campra published three books of cantatas plus 

three which were used as entrees in Les Fetes Venetiennes, 

and one d a cao aria, called a cantata in Des Amours de 

Venus. 79 

Heb68 0 

Source: BN Vm7 203, CANTATES/ FRANQOISES,/ MELEES DE 

SYMPHONIES;/ Par Monsieur CAMPRA,/ LIVRE PREMIER./ A PARIS,/ 

Chez Christophe Ballard, seul Imprimeur du Roy pour la 

Musique,/ rue Saint Jean de Beauvais, au Mont-Parnasse,, 

M. DCCVIII./ Avec Privilege du Roy./ 81 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: M Danchet.  

Themes: 

LRecitative 71: 
DahsI65 Jaa iis d'He - be, gye1 weu 9&ce wits pas? 

7 Maurice Barthelemy, Andr Campr (Paris, 1951), p. 1?.  

A modern version of a recitative and air from this 
cantata, reduced and realized by Julien Tiersot, was pub
lished in Paris by Rouart, Lerolle and Company in 1910.  

81 Reprints of this set of cantatas were issued by 
Ballard in 1713, and 1724.
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v 1I 
-Optv i

5e - e - e sa -c3es -Seo
-0- J.'s-

Recitative: I A - ikAMI A 

Mla s, c'es* hvop JqV-;- ev, e~fvovisdJavs ce-s boc- c a - 3 es,

-m-a-- .  

Air: Doeviez. le pri t4ewips A VOS 'o5'rs, Aux jeox, 
,w IR ~ I

-Ai I

A 'lkr i(

Recitative: ri ri m -A6,L.U 

11 :6 3 R) I'll

C'est a5visC ge o- lieu le pIos heureux dtt

Ariette: I.'A v, ca-vseuia a - 61e oo e

LI *Heureux Jaloux 

Source: BN Vm? 203 (see Campra, Book I, page 448).  

Instrumentation: Solo voice (d'-ab") and figured bass, 

Text: M Roy.

Air.
Milo 6 
w w

Ida 
-L-

v" o " d V,,t

4 1 si
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Themes: 

El ecitative]
A 

- I 
I 
it " -I kc Jow x I tog ILI I 

] -l OC I 

La av"v. svv ses 6ov45 voA de v -r-Vies co^ --teaux,

L'A -m6ou y r e paAw miile at -t-as,Air:
~1l -

Recitative: 

Air: 

Ariette:

L IL IL ALizz 

/-p% ' -e hop lonte abs- -se vce, Li-C -'Jas 

-o ---
|||||@ | |En ill | M lil |||| ||| I Me

So - IeiI.,

iT

Pe-b5 Oy-seaux e' veil-le-z -vous, e> veil - leL-vous

... ......

recitative:
lb r r 

fete- op otu- vie". l'0led "~e Ieo Aav

A 
APF b, wx

av" e -vie eyk -4 ntv
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Air: X ra - gte, vi a-bok A ouett.  

Recitative: S4 

QUW pric de vna coy, -A ay, -ce Re'po~j 

Ariette: L'Abse ce rov"Pt sovei+le pius -erme t-e h

Didon 

Source: BN Vi? 203 (see Campra, Book I, page 448), 

Instrumentation: Flute, violins, solo voice (d-g"I) 

and figured bass.  

Text: M De Navarre.  

Themes: 

Recitative:0 

QueI tuymUIe ! quel bru t si-1e-ve jUetXaIa ciev! 

Air: SA-it- Id'Ue aaL a-me, Pouev>y(y i 

6



Re itative,

Mais, j ape 9oy D - cov q ui sicet Incoi - stavit-P

11 - L.i I 

Air: Ceu- ei, t croyo me t-o 

a -q

L
Recitative:

I - Li 1 rip 1 A J IIdi

ITh~ du

LAiri 

Recitative.  

Ariette:

nOZVInSt Vnes p e.us Ye peuvett emouvoir,

m s- - - ---e

e'e ' ce Ieivare d SCOU5, sei-ratl-ves-

vce w~o- wme i
I - ~ ~ & W I -MOO"

Recitative,

oi-jovi, a -vec v avi-5P04, le suit s95'ao IE -va-ge,

0 6ff P ddi w rp I 
oi 

Air Ha P-Z-Vous14atez-vous e vne ve-"-ger., Halez-vo 
A I 

ir I 

APW

L -Ad

F 

Que les

I

-

1 4
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N at oz Ve, -te- da &ot- Ieu C Qan iepws ri *eSex

Source* BN Vm? 203 (see Campra, Book I, page 448).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: M Roy.  

Themes: 

Recitative: 
vaiquetA% awotbe af-freuq, i a-va9eoi Ia Gre ce, 

Ariette: l' "4ad ce Cy - exe VeU4- po-ter

Recitative: 
A-vec v %is Moc-qeu , 2A mou as ie fve- ere, 

Air ov VA out- povte la cgue-vve, Son vi Lo iphie 

- -. .
I -,"I 

8 2 A modern version of an air from this cantata, reduced 

and realized by Julien Tiersot, was published in Paris 
by 

Rouart, Lerolle and Co., in 1910,

Rec itativet
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Recitative.

D've e che pe 'ja~te A poI- 10" es* t -- p-s

A- I d 
V-- Ift, I ANIF- F lot 090- -- - --- I -t7 i i "ffp - i 

f- 1 F;Z;:; mp 
-4 Z ---- m T- - I 1 1 Ariette,: 0 vi voit aut, J) ou el-le Vio 

-4L t i-I

Recitative,

Ap - l ov t r o b ~ h n t U r

Ariettel:

Recitative: 

A -po o" Pat c - 5 mot5 Ce't I a t%*av4 -tr

AWRL 

F-~z I - 99.

Ari ett e:

r r

L k

Uvi A Ynatt a +ovt 8e evoite,Que le. Fue V L - IrQ e)
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Arion 

Source: BN Vm? 203 (see Campra, Book I, page 448).  

Instrumentation, :Flute, Lviolin], solo voice (e' -g"1) 

and figured bass.  

Text: MRoy.  

Themes: 
-- -.4 K

-,off IM' AL A

LAirn:
p 

~nj j j ~r

R ecitative:
ft l~r- -- Sk
V _ A "M L I if gn 1109 w '10'9 

Jbr:oiq~avl 5 1'a AtJE5s so"is, 5'lc~lfae~tu aqIoree -te,,

k k L
IL 

AFL- Pi I _-v - 4' 1 
Iru juZJL-o A+L 4--- Ad a

Ariette: 

Recitative,

A

/ (Jltzi ov13 Vtew1 imeet pai - -3L- ble, Que de coequgs

F' W : ~ rrr
U"i moAstfr kvjvlu t e esqouW~es6evevgw;

Iq I LA At m -m 
r ,-ow

L'Oin4c et les Ze - i irs, sev - voialot 5'es si%-5.  
iL 41-8 

F 94- 9 1 -11 1 -- je In 

I OJL 'It i A 1 0-1 L f 1 64 W 1 9 -1 = = T Z I F -- loc M. 104 1 1 
v v 44'116M& PISA 1 --

A 9a a- --geEn de--re s -5e

AM

LAir

wr --mw a -ir



A , ItLL &

Recitative.
F I LIN nim 1 OL I 

ndn B IMI a Ilk 
pi W LoorlK i WS r i w m w m . 1 

It v I dQ -l' ik a I ON & 
9 1 &Q6 1 61 W 

Dv--ja lots 9ve IA-va-v ce LVN - 5 p

Air: 
I- i-L

Les Fats sen-L tla Vi5savl-ce
- 4 1 1 Ida i I I

Recitative, 

'ascs Vo" ets t e I - o - - - a -Iesis, eietgee lap-{ -e 

Les Femmes 

Source: TBN Vm? 203 (see Campra, Book I, page 448), 

Instrumentation: Violins I and II, solo voice (F#-e') 

and figured bass, 

Text: . Roy.  

Themes:

LRecitativel:

Air: I

.iI iL

f-i- ~ rr~ t'
r r 

Davis Lvi e - iet. i1- ac-ces-si- be

As~4
I-#~lIr -' J 1r m 

1116a4 i* r '

Pav- Ies vevits et pav-'o -va-sv, 
A& a A

J'IL 'II F I II 1 I N Ni

456

Je cjeirdcie

AM 

r- od

AL a
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Symphonie:

[Airi: A coer st wal e- reux

La Coiuette

Umesurj]o

Pious 
ia-tL La-P 'ucre

LAir I
Aw RP 

0 OF 
y An 

lob., av 

- I 

Vhw 

3F

Ari ette:

iL 

441; A= I Ole 

lJe bolme me3 Yesve - - %-Z 
i A La I- bug

Recitative, 

Que les Av amt ctais Ieuts ca vies Soteitb'skes om 5a4 s- fads,

ef Jul 5 -Ile"-ce

III E &bond

Ito

I I - Ir - V

F

:t- --f- -*- go11

I
Fils Je %
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L'Heureux Epoux 

Source: BN Vm? 204, CANTATES/ FRANOISES,/ MELEES DE 

SYMPHONIES,/ Et pour differentes Voix, avec un Duo;/ Par 

Iionsieur CAiPRA./ LIVRE SECO'ND./ A PARIS,/ Chez Christophe 

Ballard, seul Imprimeur du Roy pour la Musique,/ rue Saint 

Jean de Beauvais, au Mont-Parnasse./ N.DCCXIV./ Avec 

Privilege de Sa Majest6.  

Instrumentation.: Solo voice (e'-g") and figured bass.  

Text: M Danchet.  

Themes: 

Recitative M 

tA-wam& du Oieu. I a , a-bandov-e Cy - -

Air: 

1 ~1 11 4 10C 

Recitative: 

Air: 2u14 
yie- e.Re.0-q-gue A wour-



Rec i tative:
ALi~ I~~L k

9 2 In t pm 016 IL I Ik I-w mft t's 

rw IN , ) I 

177 ;F I j INS w 4h" F 4; 7 
h] A 11 - 1 13

Man f-;, aj oA-te -+- eile e l Ivy tev-JaVA les byas ,

I~~~~~ ML tg. ~~ ~ I I 1 
I7I IL.'i q

Ariette: Les QY.seauy. -p~rws bcUYI t ze-e,
1110 tr - I

-W 1 6 6 q -- w3

Silence 

Source: BN Vm? 204 (see Campra, Book II, page 458).  

Instrumentation: Violin, solo voice (A-c' ) and fig

ured bass, 

Text: M Danchet.  

Themes.

Mesur6:

Ariette:

Sousuv-eldvlla- 3 e. e-pais je Vos le Vieux si - le -ie,

r
JUT r- 1 r 1 '7

Recitative:
AL 4 a maA# 

ST -. 2 r = -e --it 

M a s, V-~590au SOW"IteA Si-Ie-%ie sl&-baii - - clovivie
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At , 'n-

. N*- AL

Am%

r- I m -7 an A r 

zi -Y i AIM 

6mJ

I . -

1 1-1 11-16

I



R s pee- -tez Ia. thanqua-t - -t

J F Aft

Sec itative:
. ,a 4+

r-7 T n12 LA73 F.9 1 WI d I

Je les av-te-te e" vaLi-: v r 
ex cz-te. pav. leufr bruit,

, L A-0-N

LAir : Aov -voy pro. c'L -xe a voi x se l i te vi -

Achille Qisif 

Source: BN v? 204 (see Campra, Book II, page 458).  

Instrumentation: LVioln], solo voice (el-g") and 

figured bass.  

Text: M Danchet.  

Themest

Symphonie:
His Ldir- ARK 

-JAP, 
a-

E:i r= i 
e CL L-

460

Ark, A 

4w i LAI, 

FIT 1 0 1 -- 7 
'T----7- --rV I 
pz: -. z w 

F

I - - - ---

A ;4 k I --m m I m 
lid F, 101 Fl R, E* i 11 1 Flo F.  OCL r- be w i i

I

r

L I

Ain:



Recitative; Oyn - -r r"%r 

The' t'5t vem layrt e p 0 LwA -- a't eR ot ous

L.
I> . UN -.I 7 . F

Qve 'e Ye - po s est Aavi-ge--
I eL. W 1 I I WI

Recitative.
Quel spe ta c4-ov-Ut vePs! Fce AcklIe,

Ariette:
ifo

T Dans vvi 'Coeut guL vievit se V, 4 Ire 
4L a.  

F, PE w w 
'14it _,c C

Recitative0
Lie AJ w C r

C'sf a is r ri t -Ir eAY r ,

4 k i L it - & ldr - Al, ft . I I I 
X a A -jr 1 0- VF 

Air Su vex les pas 4e- la vl toc -ve-, Do"viezlvy vos p%-e-vntets Je:-5iv-s Ito 
I L do I 

Fl% a IW LF r-T 
0

461

A Ir '- LU

I

k I

1 04

Air



Recitative:
tali I m I 

I 
Ts 

14 
r I w LAO

7 04 A-cilie Ia.-Ors you- -Lt de 5oVe'-tat fu-- .es-$b-

Ariette:

La Di p e de lAmour et de l'H men 

Source: BN Vm7 204 (see Campra, Book II, page 458).  

Instrumentation: Violin, flute, solo voice (g-b*) and 

figured bass.  

Text Mr Danchet.  

Themes:

Recitative:
f A&I IL L

A Iom-bre Xon bois so-h5-ta -re,

I .nA

I~ a. MexP- --

AbAK 'W F

k

NesurW Irl /la, ~ewe'a sj

462

Airs

ipw I MW 

Ace- 13 1 1 

Uyl c-oeut- opvvne . pouv- a. I-c -toL - t-e-

v

IL A

*out ir-e5-5e

AV 110

Me sur6 s (aIs, qevA en ,s - ie 0
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4W I F-j1hj OPT ML I -W 
M. to IF4 xg =1 I I I L r79k-4.4 f L -PW I A& Ad 

W + 

Ve--"os evi Sig,-veil I art, voit llgpem A I'A- wouir,

-I- ib

Air: I
if -L,~

Je a - ae - +- 5 g 4+ . o few-W--
19L.LJ I I I

Pour<juoy tegoeiP H y - Weroy taint vous va 

I Il II I H.11 L I

Cette jev-,ws bTav-te Sue

Recitative: -- U 1 
~I-

Ve -%Iv us f-ces e- baL sV -Pt cou%.  

A- AwI m~

F ",FIt A 43 %L I

Air: des Jdsputes vln 5, +vs,-50-A
1 rw i WF 0 I - i 

"WREII a I Z!M6 96"MEn z3b-a 11 1 1 --J.mopr S P- agt4 ---

da 

LAO

L.

Recitative:

Recitative.

Air:



,e A *

Ariette: -Y 

I -~
Fm oo- wle1, A - 9 40 - par-

b 6 

La Danse de Flore 

Source: BN Vm? 204 (see Campra, Book II, page 458).  

Instrumentationi: Flute, viol, solo voice (f# -g") and 

figured bass, 

Text: M Fuselier, 

Themes: 

mesur49 

Al - L -

ue5tts vo-Ie~t sot3 os-tracesp
L~~LnL11JT I ~I~FL~lFJ

Recitative: 

-A "

IL L ts 
I 

N 31E= 

La IVY aJe A 4ev%- i ve p poc e 8u Y V"& g4e

Ross - oV% vo4 --

A I I All I 'S 

Li -- V 

Elva

s- . AIL 
L , m & I 

Is r TZ JF 0

Lddr 

i AN T 'LdIF 
AFL- &A , I T-- i l4ww-- 1 ji a 1! i Je- - .  IMEEME -

IL

L

A6 l

Air:

Air: 0



ecitative :
A L k

~: . : : "
C'est acisi 9u'aux Ibc4 e. Ia-

Arietteo* j eu-vle13au-+e", pre - eez Ies a~-m~,

Erg i AS 7

Enee e_-t Didon 

Source: BN Vm? 204 (see Campra, Book II, page 458).  

Instrumentation; Voices (e'-g" and c-eb') and figured 

bass.  

Text: i Fuselier.  

Themes

Prelude:

Duo:

AVO& 

AFL- VI IV 

I - A-- 
I a i I 

L 1w 
T IF

DieuxI 9e IF oI reQr1 
11- AO

465

IL~

,See- e

Ne! L 9 Uel It f. 1Po 
A atu Ft - U4. k' I

loft 

31: 0 It i- T::: J-1 
lie

I A A up MP--F I As Air 
I I N.--Aw

-M I LH 
too', 

Id 

& %wo ------- 6J:O



LRecitative]*

Air:

F I . m --.--m IV 

, VpVpr4v V A 

Bel le Ii Q i i e p-I so%-t vious presevev i a-z.- l

A-- v oI

Recitative:
m 

r iv 
AV-'I- r -T Af Ak AIL 

IL F. E E14 14 ic r- 13 99 go -W At lAf F f f 10 w w

c lsI de a RecieJA' a - toite, Quvous ave.

m , L I .M K A, 6. %Xlii - m A& m -
n I * w NOW 

6d A 

y Ar i e t'"t el Me"egez la *vZ 61P..s5e- ex UUv) coeor Pout- VOU s 
7% ix 

f

Air: P 3 u "yn Voeua 6wsav 

I A l

Recitative, IT A lot loe J jL -i 

ir F 
.5 u - cov4m avlae? , c tv a A age.

466

7 *4
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Duo: Vo-et, VV-4- - - - -z 

L' Heureux oment 

Source BN Vrn7 207, CANTATES/ FA1NIOISES/ Avec Sim

phonie & sans Simphonie,/ Par 1. CAEPRA, Maitre de Musique/ 

de la Chapelle du Roy / LIVRE TROISIZE.1 Partition grave 

in folio se vend/ A PARIS, Chez tL'AUTEUR, rug Bertin-Poiree,/ 

ET/ BOIVIN, a la Regle d'or,/ rue S. Honors.} 10. liv. en 

blanc,/M. DCC. XXIII./ Avec Privilege de Sa Majest./ 

on trouve chez l'Auteur son cinquieme Livre de Motets, 

gravez in folio.  

Instrumentation: Solo voice (e'-g") and figured bass.  

Text: Author unknown.  

Themes: 

Recitative.  

-pv#es Se -pus ;blg tems des att'aith 

Air: hi p q



R ecitative: &Irliei' -' F FAl ~ ~i1r~r1~ vAL
r a" r 

M4ais5, qui peut de I'A - v~ovur 6i-avefi Ies tbraA5 Vad4 ig9 g-ut-..

Ariette: 

Recitative.

yl cviei9Outvwt f 

as is 6

A k I iv - - 7k- m I -- i-

w A 
I V 

J i*s ve a ee-v. - cje-%-f- a sa av - 6euv-,

Ariette,

Les Carices de L'Amour 

Source: BN Vm? 207 (see Campra, Book III, page 467).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

[Recitativel:

sewn-3Ie aux Sov- pitrs le i'aitabe A - - i 'e-

468

f li r- F,7 -1 ft 

I- PR i r- -I IF
al I I

r-I a I Ll ow 1"I -F 

3 k A 1 OR 4 
IF VF IM jo "I

EnvaZ vk - "e be u e'e rvu- elt - le.

1 P4
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F1~W~x P, * '~' ' L TYIP 1
Airs 't 5 owP 

4L 4L Ew%-p -

I7 ~ ~ ~ ~ ~ 4 1 1I d 

66 67

A .

[Recitative].: I I1A I- I *kV11L hL L 
If t L -i CTaApeI R o-R m - -doXf k ILA i-I i

A -I-

Airs K vv e1 I - ( Ya. "ueut5 coc- alS

I I I I I F IL MI-i.

Recitative.

a-mais de a. iaz -sov tuia e covits - VO,

A t

AKF I II
I &mowr, Lcs plus vi - Vs

La Colere d'Achille 

Sources BN Vm? 207 (see Campra, Book III, page 467).  

Instrumentation: Flutes, oboe, trumpet, violins, solo 

voice ('o-g") and figured bass.  

Text: Author unknown.

L

ti

N I

Air:s



Themes: 

Bruit de Guerre: 

LRe c itativ e]:#

'I TA '11 

I L 
toi F 4

AL~~ 
Aft ~ 

'ow

Air de Triomphe:

Recitative:
A- K k kk K

A-chide e.,t o q - - .

iv igeavce ,

F 1 Ff f

xlaisi- des IQeux

6-

A 4 & I A y OfV m AfIL;.. - - m. & - . % U AI I ff -A lp
fl I dk T'

w I a" -- - 1 fid I od 60 
r ie F v 

A quel.5 affireug &av,5potts I' I s e I a t',ss e e-witraeviet-

470

Fn r r

vemeace

6

i t

AM I IdO I AVL 21 Ez qp+ H-L 3w 
% 3wod fog ot I F-

10i

-4 A

m awdk-

A 1,

Air: s 4

Recitative:



LAirJ' 1
71y6 1 5 3 o

qkue s ac-co as+oucda1s

11*1 I I I d V

recitative.

A I I

AreteN~ H.-v(os 9 i n'A4ut e- .61 

sm I 

f-Kg 1|F 1 j1|-F I El -A 

toA

Recitative;
L. I IT& a, iL d66 

: T r _- 1 -1 IlL 11 ML NIL
AOL. r 04 W- v i e R 

AM

a.- "e &

L

Ari ette:

4,

FV ml 
AL v 1wri jo ,o!-.&- -1 -Ir L dd! 

4L OIC5 Um He-vos se sou ym ef, 
I w

b 6 j 17

Les Plaisirs de la Campae 

Source: BN Vm7 207 (see Campra, Book III, page 467).  

Instrumentation: Flutes, violins, violoncello, solo 

voice (d'-,g") and figured bass.  

Text: Author unknown.

471

Ma~t S,

Arle tt e

& dL & . tL I

1 #4 It a- lors e - I>Yv-vtA Ilk" I - Ve 1w p Je 4 ovi

i iL i
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Themes:

A.. i

Queo~~1'ofveatvat a gve - a - es 
0 * -- id

moAriette: I 

Recitative.

Air:

A it' I J I I 

o l, Olt .

C oux RossLiO1s hAiavtez,

M.~'JII A ~ r

recitative:
AL L A 

-cy, Cer ir e - pa"J ses t1"esov-s e-~

Air de Musette: Doux Ec-cos, Doux c- AOS.,
'.1I L - L L

OC*k

Airi 7

Oil 
ld'hrA MR A& 

I AL 

i 7-. 0 
of L'i 

IF r

vo - 79-$

Ces bo s

I&I otio 

AMMf

Toot eviclia teeiqce~s I ze u g
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Le Papillon 

Source: BN Vm? 207 (see Campra, Book III, page 467), 

Instrumentation* Lviolini, solo voice (d'-g") and fig

ured bass, 

Text: Author unknown.  

Themes 

Prelude:

Recitative: 

Oavis ce Ja Is cVarVam 0s, ou a - - - - te Flo-ve 

Ariette: Aussi e v - g v 9 les Ze

Recitative: 

F"Vlemwi delV --- em -c J-Je-viepuis 

Ariette: Heu-v#-x qui pav -. a-ge . ses soti eti sesf eux 

rw I ism
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Recitative: 

Aisi cP t"dre Avnou igeiova It- les al- Ia es

Ariette: vo-le, vo-le.,VO-Ie

Le Jaloux 

Source: BNi m7 207 (see Campra, Book III, page 467).  
Instrumentation: Violins, solo voice (A-e') and fig

ured bass, 

Text: Author unknown, 

Themes:

Symphonie!

LRecitative a 

Ta$sez vous, ta sse vous . Je me katois eni vavi

Air,

II r r t . u i rzz

Est ce Ia le pelx ,

I4-

--TV & 
-V I do 

v At moll 1 3

APF

A

vo-t.,

b 6J4

Que Jevo t at-1evv~I
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Recitative:
C Soo- pi vs: 0 toravspovisedwe tous otsovi - J5!

L iLo -Am- A& -#- -*- - -- A - --

1-1 t H lk* 

Airs CO + 9 ou+ov% S I& vevi-gqavlce A 
im a -- - &R -r- -o- 0 

im Moe r- m Ir m rl my 
Tw [-if I 
T -7 14 1 F =LA f 

Al id LZ=Mb ft-- 40who---Y-- M

Recitative:
a a =F= AL -- 0- a Ah, A 

L E-A w LL- 52 A 14, 
f 4 fk 

V, V-4 

MOVI., ve-vige-'s wo cjtavils Dieux! que je pu 5 Se

Air:T"ea -pit , o-b1e se - ov-s, 

- 1 b VAIO 9- -_3

Recitative: 

LAir]:

Poov. wQ~v'oii coeAJr 50vi m o1 v-i 

1 92 I 1 Ole 

So- A- vei, P
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Le Lis et Ia Rose 

Source: BN Vm? 207, Le LIS ET LA ROSE/ CANTATE/ 

Present A. S. A. S. Madame/ La Duchesse d'Orleans/ Par 

M[s les Chevaliers de l'Ordre Social./ Mise en Musique par 

MT Campra Maitre de/Musique de la Chapelle du Roy, Aca

demicien/ Et Chevalier du mesme Ordre/ Les Paroles Sont de 

xxx Chevalier de l'Ordre./ On peut transposer cette 

Cantate un ton plus bas, quand/ on voudra la faire chanter 

par un dessus, 

Instrumentation: Flutes and violins, solo voice (a-b') 

and figured bass.  

Text: Author unknown.  

Themes: 

CPrehudej: e* PIcks 

Recitative: N1 

UL i' s d0v~t le s vvdV J e-ga-Io~eivif otes-ss4.

Air: 4 Vavo-ir i -sez. ne_ s voeu'x .. jeu- vie
A 

tm I1 W



Recitative: U' I ~ [~ I~ 1~ 11 1 1 II I~ I l~ I~ 1 I

Je -coOtk avec- pla -r 4lovi T-- Je-ie 5et-ve4

Aix'z '
ri~ I F1 .3 I t AL

5 - -- c wic 4

I .1 d J I J T rot

Arriette: Av a - ou& VA -voM* P05wa - pel e
W T I I I V 

1ZI7Zi~2AiL~L P -~ I I 

6 6$!

Recitative:
Am

h~ I~ 
~ ~ 1 1 ii i

LAir]:

L- N.7 Ii ---- L

Davis c Ie e J et u veu a - - -.. a'-e%.,

A'
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Recitative:

law,

iL 

rk ft 

I All I I we 
Tout A e r C.NA e a- %iy 

a Li I-- F7 n 
A - I 

F2 
L- q

p IL

A I instaNit pitvlov- Ave F , - F .,

L-a. 4'oy
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Ariette~ 

Les Devins 

Source: .-B1 Vm2 214, LES FESTES/ VENITIENNES,/ BALLET 

EN MUSIQUE,/ Par Monsieur CAMPRA, Maitre de Musique/ de' _a 

Chapelle du ioy;/ REPRESENT POUR LA PREMIERE FOIS,/ PAR 

L'ACADEMIE ROYALE DE MUSIQUE,/ Le Mardy dix-septieme Juin 

1710./ Conforme a la Remise au Thea~tre, du Jeudy 14. Juin 

1731,/ DE L'IMPRIMERIE/ De J-B-CHRISTOPHE BALLARD, Seul Im

primeur du Roy, & de l'Academie/ Royale de musique. A 

Paris, rue Saint Jean-de-Beauvais, Au Mont-Parnasse./ 

M.DCCXXXI.! AVEC PRIVILEGE DU ROY. 8 3 

Instrumentation: Violins I and II, flutes I and II, 

solo voice (f#'-ab") and figured bass.  

Text; Author unknown.  

Themes: 

[RecitativeIa 
5wtro.Aevle epos chu eieb~evA EW ii1Ce 

83A modern version of this work, with reduction for 
piano by Alexander Guilmont, was published in Paris by 
Michagles in 1883.
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[rLKf T ' 4- t I

Ariette.

Danse:

A mawt., i vovs etes constant

'I~~Z ~ 1 I Mk

A a 4vI

I'IF 
lo

Th[ -4- -e -l -
r I S j ~ ~ I I *

Recitativet
nil

~ I IFu LC I IdI U 1k , r

VeBee ez au , e'coutez r-io6 cs ascois,

A k L
a W W Vi i - T%

C 9 q vo - - - - - su vos ta-ces

4 LJ V I M I I III sI I 

il 3 Rfr
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1I4
Ariette

Danse:

I

4

AA & Z'&

14-
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L'Amour Saltinbanque 

Source: BN Vm2 214 (see Campra, Les Festes Venitiennes, 

page 478).  

Instrumentation: Flutes, violins, solo voice (e'-g") 

and figured bass, 

Texts Author unknown.  

Themes 

I n I w lit

[Airi:

6

ft AM -- -- -1

Air des Espagnolst

VFWif j

LAir: Mte a - - b6e.

Air des Polichinels:

mow

W"W- -,-i 

LIE

AL I

LL

A .0 A& A& Am 
M--W

bow

Yt"92 ious Vij -ia . ax at

I

-0- 1

At. 41L -0-4 L AM -

r* - "I



[Recitative]:

a

Ariette ?I

lWE~ 1~ P 1 1 I.12. 1 J1 I's 1.. -2 

l.Pr~ix d~ms gq-aQ 6 leytpewt * the, vous - -

MA Ak a a a : ' 1 M a m I I r a 4 f #'
ce West p.sla. YV"oe

L

Des Amwats cn sftats,
I~~~~d T,. I IJ 1

Les Serenades et Les Jouers 

Source: BN Vm2 214 (see Campra, Les Festes Venitiennes, 

page 478).  

Instrumentation: Violins I and II, flutes I and II, 

solo voice (G-e') and figured bass.  

Text: Author unknown.  

Themes:

LRecitative]: 1~~~IUF~~~~ Ad ~ i~L fr

Sueve wioy, Ve ve z :ous et owje Vnoy1 zeie.

I~J I I I"F 

be a Ad

LAir]:
Iu eI A ved e, su Seu r 3u e yeduxe s Cs

6
1 MY

6 7 6

L(ecitativel
tev e- , paois- -3e., Matgte' los voles sowdbes

481
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LAir1 Ra su ' i vothe, Coel ti--wi --e., Dieezvu a exal 

t 
ecitativeJ 

AVe.. , v o e, sQ C-oos iewest pus e-Cessa OV 

Des Amours de Venus8~ 

Source: BN yin2 215, Prologue du ballet Des Ainours cle 

Venus, et La Comedie D~u Trimhe de a Folie; divertissement 

en lusique par Monsieur Campra, Paris Ballard, 1712.  

Instrumentation: Oboe, violins, solo voice (f#'-g"t) 

and figured bass.  

Text: Author unknown.  

The es: 

8 This single _da capo aria is called cantata in the 
table of the printed edition, A manuscript version, 
BN Vm2 240, does not carry this sub-title.
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La Guerre 

Source: BN Vm7 208, LA/ GUERRE,/ Cantate,/ A Voix seule 

et Simphonie./ Par Feu/ Mr Campra./ Gravde par M91le Estien./ 

Prix 1.W 16s/ A PARIS/ Chez tMme Boivin Mde rue Sit Honor6 

a la Regle d'Or./ Le Sr Le Clere M rue du Roule e' Ia Croix 

d'Or./ Mademoiselle Castagnery rue des Prouvaires./ Avec 

Privilege du Roy.  

Instrumentation: Violins, solo voice (e-g") and fig

ured bass., 

Text: Author unknown.  

Themes:

Prelude

' A 00 h .

LAir- *:~' Quel

Mi I~o AL I IV 7F ILJIA WY 

IF --

etit Air:

I*- A

I U JAnJior mr, t - 1 1 AV 
AIL 

AL I I 1 1 loig f I I F
, 

dor 4r? 

0

A t.  

4 91 A f I - I -- A

a -o- -f- *

r- -- ""I
F P, 

Q!ll s

? 1 4 I : Ia" T -T



recitative -- Vd -V'- 0

Ov% vodit es a-voor5 Je.-s, - 's XI's&r ~ -- s %

d g ~ I I f~ I I I I i e '
Cesse e -ca- 4t ti-s fe ovget-tes

.:.h.~ pi d I 1I4L

4'

Ariette.

a

I IIr. r I I J~ 

ik714 4: o

-Vo-Iez --- 4 v 1
ZticevS r5a-wiouys,

Cappus, Jean-Baptiste 

Born in Dijon, Cappus was a teacher in the Academy of 

that city. He published several works, including two volumes 

of Pieces de viole . and two volumes of Airs serieux et 

boire, At least one of his divertissements, Les Plaisirs 

de l'hiver, was performed before the Queen at Versailles, 

on INovember 13, 1730.85 

85Frangois-Joseph Fftis, "Cappus, Jean-Baptiste," Bio
Eraphie Universelle, 2nd ed.., II (Paris, 1873), 180.

Ariette. 2
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Some16 

Source: Cons. 'D.6899( 7 ), SWEZL'/ OU/ La Naissance 

de Bacchus./ Cantate.! A Voix Seule Avec Simphonie.! Se 

Vend a Paris./ [CAPPUSI86 Chez Le ST Boivin Marchand, ru{e 

St Honor. a la regle d'or./ Le Sr le Clerc Marchand.rde 

du roule, a la Croix d'or./ Le ST Cappus a Dijon./ Avec 

Privilege du Roy./ Le Prix Broch6. 2 f/ 1732.  

Instrumentation: Flute, violin, violoncello, viol, solo 

voice (dl-g" ) and figured bass.  

Text: Author unknown.  

Themes 

Prelude:

Recita 

Air:

Ive

lk AMh. -I m T WT TT I TI i -V 7Ii a jp,s * V 

fIF$777 fI7A&77A *11 L - I-I

Added by hand.

Vous e u u mda vvi e Leie apui s s a c-e, 

A m aWo D; tt. des issenpa e -e-
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A AL

Rethas w4s les evevvrs ou la veLye. des cieux

A.jk I L 

Air. La. 910;1-e a e- 5 atraits C6 av a-vts 

4F 
&A s OF 71-

A k L i

JL W Y ovr eL de a la p'e eSse
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Air;~~i AL~-ns~nhci p-ant 

Charpentier, Marc-Antoine 

(ca. 1634-1704)87 

As a young man, Charpentier went to Rome to study paint

ing, but abandoned it in favor of music, which he studied for 

some time with Carissimi (1605-1674). Charpentier occupied 

several posts upon his return to France, including that of 

Chapel Master for the Dauphin. He was chosen by Moliere 

(1622-1673), after his argument with Lully (1632-1687) in 

1672, to write music for Le Malade imainaire, and several 

other plays.88 Because of his Italian study, Charpentier's 

style, compared to the "French" style of Lully, was considered 

very Italian. He was for a time the master of music for Mile 

de Guise (1615-1688), and after giving some lessons in compo

sition to the Duc d'Orlhans (1674-1723) he became the super

intendent of the Duke's music. In 1684, Charpentier assumed 

the position of master of music for the Jesuits of rue St.  

87 Claude Crussard, Marc-Antoine Charpentier (Paris, 1945), 
p. 9, fn. 1634 is generally given as the birthdate for Char
pentier, but Michel Brenet feels that it is too early.  

88 Ibid., p. 10f.
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Antoine, and subsequently, in 1698, the Chapel Master of the 

Saint-Chapelle,8 9  The cantata, h descendant aux Enfers, 

considered to be the first cantate franaise, was composed 

around 1683.90 The manuscript copy of Orphee . 4.. is incom

plete or unfinished91 and may have been meant as an entree 

in an opera.92 CoulSz, couliz charmans ruisseaux is an air 

accompanied by two violins and unfigured bass.  

Coulez, couloz charmans ruisseaux 

Source: BN Vm. micr. 435, microfilmm copy of Manuscript 

MusSe Calvert d'Avignon Acq.10322, RECUEIL/ D'AIRS FANQOIS 

ET/ ITALIENS/ Avec Simphonte, pages 25-32, Cantate Frangoise 

de M. Charpentier 

Instrumentation: Violins I and II, solo voice (f -f') 

and unfigured bass, 

Text: Author unknown.  

Themes: 

LAin: COou ,OttCarMa**AS V,015 -Se&VJA 

89Ibid., pages 21, 46.  

90Henri Quittard, "Orphee descendant aux Enfers," La 
Revue Musicale, IV (Paris, 1904), 495.  

91Ibid.  

92 Lionel de La Laurencie, "La Descent d'Orphee aux Enfers, 
Un Opera inedit de M.-A. Charpentier," Revue de Musicoloaie, 
XIII (August, 1929), 184.
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he descendant aux Enfers93 

Source: BN 'V. micr. 47, (Microfilm copy of BN Rs.  

Vr 7 259), Volbme 6 of the manuscript collection of the works 

of , . rpentier.  

Instrumentation: Violin "d'Orphge," violin II, recorder, 

flute, three voices (g-b', f-f#', G-d') and figured bass (viol).  

ext: Author unknown.

'Prelude:

S

A J& 
A 

A 

A 

t.f - t-oy.- a em - - kvs

TI y ~ ~L ~ F ' g' w 

14 A. QJ. kirwl e a faje~oiorII

9 
modern edition of "Effroyabls enters," a recitative 

and air from Orp6e, was published in the musical supple-w 
ment to La Revue EusicKle, ectober 15, 1904, pp. 136-140. It 
is transposed a ,nole tone hiJhr than the original and is 
accompanied by a piano reduction f the orchestral parts and 
the realized figured bass,

Ak go .1 1 MRS Afft - - ----- Ida 
I 

rw T- i i rp IF F ld t Pf I I 1 9 1 I A I I w 

arm 

Rkr W_

ii 4F

Recitative#

LRecitative]:
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Chauvon, Frangois 

Frangois Chauvon, a pupil of Frangois Couperin (1668

1733), held a position as ordinary musician for the King 

around 1740.94 His compositions include some sonatas for 

violin, some pieces for flute (Les Tibiades, 1717), two 

divertissements, Les charmes de L'harmonie (1723) and Les 

a r ments champetres (1726), and the two French cantatas.  

Le hilosohe amoreux 9 5 

Source: BN Vm7 236, LE PHILOSOPHE/ AOREUX,/ ET/ LE 

TENDRE SOLITAIRE;/ Premiere & seconde Cantates Frangoises! 

a Voix seules & Symphonies;/ Par l'Auteur des TIBIADES, & 

des MILLE--/ ET-UN-AIR,/ DE L'IMPRIMERIE/ De J-B-Christophe 

Ballard, seul Imprimeur du Roy pour la Musique,/ et Paris, 

ru4 Saint Jean de Beauvais, au Mont-Parnasse./ M.DCC.XVII./ 

Avec Privilege de Sa Majest6.  

Instrumentation: Flutes, violins, viol, solo voice 

(d'..g") and figured bass.  

Text: Author unknown.  

94pierre Barthelemy, "Chauvon, Frangois," Die Musik in 
Geschichte und Gegenwart, Vol. II (Cassel and Basel, 195277 
col, 1150.

95The composer of these cantatas is identified from the 
title page of Les Tibiades.
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Themes:

Prelude 

Recitativ

L 
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pa%- 'r u-tl -Ies pe -- 4es,
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-- I
I I b
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1- - U - mj-p -
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Air. A
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-tevic1-es A -mvovrs,

Le Tendre Solitaire 

Source: BN Vm? 236 (see Chauvon, Le Philosophe Amoureux, 

page 491).  

Instrumentation: Flutes I and II, violins I and II, 

solo voice (A-el) and figured bass.  

Text: Author unknown.  

Themes:

T - f f W i, 1 1go

LAir 1 T~-yeuh' V~a lovi, ce rvieie 0 s c vie.

I 1 i: ~i' ii 
K I I

-"p- #p 
5VTTiNTZ T I Id 1 1

Sommeil: dc AC 7-vv ,r6 o-v- 6e yeu,

I J ~ 1 I W'~' I I F I V 40

ec itative: 4 arm. .  

Toy ~vi 's c co'e~-IeI-I. E-p-pe

Fl i :3

Ariette:
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[Air];-t HI ~141  sc~ c c_1eix 

Chavray 

The name Chavray was probably added to this work by 

a former owner.  

LtAttente de l'Himen 

Source: Cons. LD,1990, L'ATTENTE/ DE/ L'HIMEN,/ CANTATE/ 

A DEUX VOIX/ Pour Dessus et Basse-Taille/ DEDIEE LPar 

Chavray196/ A SON ALTESSE SERENISSIME/ MONSEIGNEUR/ LE 

PRINCE DE CONDE! Grave par Le ST Hue,/ A PARIS/ CHEZ [M adame 

Boivin, Mde $Rug S Honor6 a la Regle D'Or./ Monsieur Le 

Clerc, I Rue du Roule a la Croix D'Or./ Mad. Hue MNe Lingere 

Rue $ Honor6 chez Mr Canelle Bonnetier/ attenant Le Palais 

Royalle vis a vis le Caff6 du ST Dupuis./ Mademoile 

Castagnery, Rug des Prouvairs A la Musique Royale,/ AVEC 

PRIVILEGE DU ROY.  

Instrumentation: Two voices (e'-g", A-e') and figured 

bass.  

Text: Author unknown.  

9 7Added by hand.
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Recitative: 
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Air:
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Chupin de la Guitonni're 

The little that is known about this composer is found 

on the frontispiece of one of his cantatilles, Les amants 

malheureux (Paris, n.d.), which identifies him as Intendant 

de l'Accademie de musi e de Moulins. Another cantatille, 

Orithie (Paris, n.d., and a cantata, L'Impromptu du Z6le, 

complete the list of Chupin's extant compositions.
97 

L'Impromptu de Z6le 

Source: Ars, M.288, L'IMPROMPTU DU ZELE/ CANTATE/ A 

Voix Seule avec Simphonie/ Dedi6e/ a Madame la Marquise de 

* * 4 * * / Par/ ii Chupin/ De La Guitonniere/ GravSe par 

P. L Charpentier/ A PARIS/ Chez L'Auteur rue St Etienne 

des Grez chez MV Martin/ M de Tabac it cot6 du College de 

Lizieux./ Et aux Adresses Ordinaires/ AVEC PRIVILEGE DU OI.  

Instrumentation: Flute, oboe, violins, bassoon, solo 

voice (d'-g'") and figured bass (clavecin and basses).  

Text: Author unknown.  

Themes:

LPreludel:

F ~ tev'rolovs Qt: 6aufdoi5 
A vo lonsL 

C laveci i ass es eABasson -%

97Robert Eitner, "Chupin de la Guitonniere," uellen
Lexikon, II (Leipzig, 1898), 437.
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Airl Le so -ledi ov-vve sa C a\- - t ae POU~Iabv 

Recitative: 
1hi modtel 9 "'A - pol-JO s-i -s re 

Ariette: %-rspS Vxs~ 

ClArambault, Louis-Nicolas 

(1676-1749) 

Born into a family whose service to the Kings of France 

began in the reign of Louis XI (1423-1483), Clrambault 

studied organ and counterpoint with Andr6 Raison (-1719), 

organist for the Jacobins of rue St. Jacques, Cl6rambault 

followed his teacher in this position and was, at the same 

time, organist of the Royal House of St. Louis at Saint 
Cir, 

as well as the parish organist at Saint Sulpice. After having 

heard one of his cantatas, Louis XIV (1643-1715) made Clram

bault the Superintendant of the Music of Madame de Haintenon 

(1635-1719) and commissioned many more such works for
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performance in the Royal Chamber.
98 The third book of can

tatas, published the year after the King's death, is the 

result of this commission.
99 Although not the most prolific 

composer of the genre, C16rambault was considered by his 

contemporaries to be one of the finest composers of French 

cantatas.  

His cantatas made the greatest and most merited 

reputation for h, because none has written more 
purely than he.  

L'Amour Piup ar une Abeille101 

Source: BN Vm7 168, CANTATES/ FRANQOISES/ A I. ET II.  

VOIX./ Avec SIMPHONIE, et sans SIMPHONIE./ COMPOSEES/ PAR 

M# CLERAMBAULT/ Organiste de la Maison Royale de SV LoUis 

a St Cir,/ et de l'Eglise Paroissiale de Saint Sulpice./ 

LIVRE PREMIER,. Prix 10.ten blanc./ A PARIS,/ CHES [L'Auteur 

Rile du four proche l'hotel Imperial, fauxbourg St Germain/ 

Le ST Foucault marchand RUe St Honor6 d la regle d'or/ Le 

ST Le Clair Marchand rue du Roule a' la Croix d'or./ AVEC 

98Frangois-Joseph F~tis, "Clgrambault, Louis-Nicolas," 

Biographie Universelle, 2nd ed., II (Paris, 1873), 322,.  

9 9 L. N. Cl6rambault, Cantates Frngoises, Livre III 

(Paris, 1716), Avertissement: "The success of these cantatas 

when performed before the King excited an eagerness by the 

public to have them: I believed it necessary to profit 
from 

these moments of popularity. It is this idea that deter

mined me to present this third work, of which I have com

pleted only four cantatas. I hope that they will be as well 

received as those which preceded them." 

100Jean-Benjamin Laborde, Essai sur _a usique, III (Paris, 

1780), 406.  

101Amodern version of this cantata was published in 

Paris by Rouart, Lerolle & Co. in 1908.
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PRIVILEGE DU ROY, M.DCC.X/ On trouver aux memes adresses 

le deuxime livre de l'Auteur,/ Avec un Livre de Clavecin, 

et un Livre I'Orgue.  

Instrumentation: Solo voice (dJ'-a" ) and figured bass, 

Text: Author unlnown.102 

Themes:

LRecitative1:
"I

Kr'-

oa's lesJairAins encia1tes ceiy - t 6e -

Air4 Sous les Joix ie la jCluvel. Flobe.

Recitative:
21% 
lLdIF a 

Am 

10, 
K be 

le5 n vnov v- 5 J;tv, s ces Jar3ovis eoppairs

h 4. Al 0na -I-.

3d WA F P*I~ '1~ i~u wu -

Air ~V .vave 9 o( - - - - - - - - e tout VZOiS

IFen
01 U0 4.J-@

0Manuscript Cons. LD.14883 contains the music of this 
cantata Twith a sacred text, entitled Le Solitaire.

h jr 
H 14 p d - d

K dL- &
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~8~ 'a-

rA ou' cJavvne ceie au desiv pves-s-at
Recitative:

Air:

3

Le Jaloux 

Source: B1 Vm? 168 (see Clrambault, Book I, page 498).  

Instrumentation: LViolinl, solo voice (f-bb') and

figured bass.  

Text: Author unknown. 1 0 3 

Themes:

Air:
- 1 + 

4PL-W , l 47

h 4-
IL a ;..ALI ALU 

1 bk Ef*F ft "Jim

Je cov - ue a VIL-- - -

* 6

Airq
' I,.

1 0 3Manuscript Cons. D.14883 contains the music of this 
cantata with a sacred text, entitled 2me Cantate.

r g-wo 

C6avmavit vai hiveuv- t u Vlov5 eg -PO -5eS 
a m m 0- 2 
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AqL 

Ab z 1 t4a A
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Recitative:
Lk AI1 M M 1F

He-/as pou ""oeual av -

Airn 1~ Doe" es A va;&ts pirevts adef - evt i--ce~

P9 c- 5 Pf = - :!!t:N 0 FE

Orphae104 

Source: BN Vm? 168 (see Clrambault, Book I, page 498).  

Instrumentation: Flute, violin, solo voice (d'-g") 

and figured bass, 

Text: Author unknown.1 05 

Themes.

Recitative:
f% "

-;j

IL L. -f-

La. fav1eu% Cha1bd dJ Ia- Tvace.

MWF - E*t .. s

Air:

104A modern version of this cantata, realized by Charles 
Bordes, was published in Paris by the Schola Cantorum (n.d.).  

10 5Manuscript Cons. D.14883 contains the music of this 
cantata with a sacred text, entitled Parodie dOrphoe.
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Recitatives 
Fut -i I ja mais a - ma'd plus alhwoeux 

Recitative ® 
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4-

Votjs a-yves eviy a a - -- - -

K.. AV 4-

Recitative:
m AL AL 

IF~ LF -W A 

ff __ low p L; 9; Ic 

Aiz MO f my a a 

04

UT 0 lovi Suirpv" e te" -dire 4es ac-corJs

-4-
4.

-- I -t .~ I a - -- - - {

Pol ipheme

Source: BN Vm7 168 (see Clrambault, Book I, page 498).  

Instrumentation; Flute, violin, solo voice (G-eb') and 

figured bass.  

Text: Author unknovm., 

Themes:

An

LecitativeJ:
f- +

-- - I J U * ' Iva F i 

P - It' pievoi% 9V- ett, &-youx', t j& - ov A,

1 06 ianuscript Cons, LD,14883 contains the music of this 
cantata with a sacred text, entitled Remords Calm6.
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F I-

Air:'ve"d4s "oy votve. prese - c , 
Apo%** 

.40 aA

Rec itative

a a - -- -- I 
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FOB lz P 
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fL- -J, a l 

19 ac I LC w

[Air]: 

RecitativeS 

Air:

Vepnis oy AM fataI vae 

l tefr -l e Is e Nep - -"e

o-Pe,5 V05 tsnes

hedee 107 

Source y BN VM 168 (see Cl1rambault, Book I, page 498).  

A modern version of this cantata, realized and reduced 
for piano and voice after Marguerite Champion, was published 
in Paris by SZnart in 1929,

Aatsja - o
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Instrumentation: Flute, violin, solo voice (d'-a") 

and figured bass (viol).  

Text: Author unknown.1 08 

Themes:

my I I - 1 reJft A -a o 1~w wjh- M L ---A- F- A"I d' A m 1 

L'Ama-te Je. Ja- s au -i-ves eC tCcos

k Ali --r -U0r

*

Airi: FT Wooirie W 7~spu ~i ~u'o% ~

ww

t I 4. -L 46.IL

Ke itative

Air L'Amouv Jais ses fers vme.P?-a-"e-me 
go r% a ~I -

MfI W L A a M 1 "WEI"~r L
4

KNL I L lhk
0 S h La 0 m9k 0 AL IL 
off -IL 

I AVJL -Mk
I-t#V'Llr--30 E - - AMU dd Le 

gin 

e I le QA vnovi avvevv ex - - e" e- I

.9-I

1i'l JT'

106Manuscript Cons. LD.14883 contains the music of this 
cantata with a sacred text, entitled Le Mondaine Penitente.
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I - -Alk & A I -m-M 11 r. r F h h R b is 9 '01 Ago m Md low, -
A 
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An dwL A116 

Ar F- Ipw rw 

S, 
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Recitative. b i F F 1: 'a, Le cha-rme est Les cvueldpes FV - X-C -es 
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fw

L'Amour et Baccus 

Source: B y4Vm? 168 (see Cl1rambault, Book I, page 498), 

Instrumentation: Two voices (e'-d", F -et) and figured 

bass.  

Text; Author unknown. 1 0 9 

1 0 9 Manuscript Cons. D.14883 contains the music of this 
cantata with a sacred text, entitled Dialgue Spirituel.
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Theme s: 
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recitative:
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Duo:
JU-%roYs u - ne Pai'(e-ter-melQ- -

Ju-yo%5 we Paix e- Ielr - Iel 

7414 11(a 
V At

Alph~eet Arethusello 

Source: B Vm? 169, CANTATES FRAN90ISES/ Mellees 

de Simphonies/ Dedides/ A Son Altesse Electoralle/ Mon

seigneur/ LE DUC DE BAVIERE./ Par Mj Clerambault! /Organiste 

de la Maison Royale de S1 Louis a St Cir,/ Et de l1'Eglise 

Paroissiale de Saint Sulpice,/ LIVRE II me/ Prix 10,b en 

blanco! / SE VEND A PARIS,/ Chez l'Autheur, rue du four proche 

l'hotel Imperial fauxbourg Si Germain/ et chez le ST Foucault 

Marchand. ru'e St honors a la regle d'or/ et chez le Sr le 

Clair Marchand rue du Roule aIla Croix dior./ Avec Privilege 

du, Roi/ 1713/ On trouve aux memes addresses le Ior Livre/ 

de Cantates de l'Auteur, avec un Livre de/ Clavecin, et un 

Livre d'Orgue.  

Instrumentation: Flute, solo voice (dl-g") and figured 

bass (viol).  

110A modern version of this cantata, realized by Gabriel 
Grovlez, remains in manuscript in the collection of the Conser
vatory (autograph, 1901), (See Cons. [L.10286).
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Text- Author unknown. 1 1 

Themes: 

LRecitativel: 
-Y 

Pans ces -feti-les champs o, es Fi s c e la Te,-e 

Air: 

Recitative: 
SuCe 

6
e o'rJs s aY -9Ce~ I',aoev-si-blk Ie - - Ilwse.  

AirV i mSS w a r-tc -re.  
k ik + 

Recitative: _jat-.  

Povv avveiev ctte iv - wa i - r

1 1 1 i4anuscript Cons. LD.14 8 83 contains the music of this 

cantata with a sacred text, entitled Triomphe du Saint Amour
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N

Air: I-_ fl-mads, Lu- iqo. cauAe.

A -%+

ve--60-l

Leandre et Hero11 2 

Source: BN Vm7 169 (see Clrambault, Book II, page 508).  

Instrumentation: Flutes, violins, viol, solo voice 

(d.'-.g") and figured bass (contra bass).  

Text: Author unknown,' 13 

Themes
.4--vxLrAL- 0

LAirI L oi- e Ia. jeu 4e -'r k fa- deI-e L -a -ihe 

MOON--." *

-I-

cesf bvop s3oke-viiw- les touirwie'ns

I~ ~ ~ ~~I t~.: rl ~U~II* ~ III~

.-

Recitative:

L &

NJ f- -.  

It w-. *k a -4 9 ~!jI~1r -1P-U. p R p b *e a

I Pi A ces mots;Iu vv-je se-la - -ce. sahs ctaiwkei ,

112A modern version of this cantata was published by 
Rouart in Paris. Cited in RJpertoire Analytique de a MusI 
Fran aise des origines nosJours (Paris, n.d.), p. 216.  

11 31vanuscript Cons. LD.14883 contains the music of this 
cantata with a sacred text, entitled Retour d'un pocheur.

Air - I

Ask 

1% LZ 
!!Ewa

APR[ l I 
i .. I PO 

]WP -97 i - -G a ir

Le 

lw x low-

A- Idl-%. k I Ak .

Abo .1 . As



Dieu Jes Ilers 5u, pevi eL

I ~ 1 U - ~

pq" 

covi- 51a"- e je l'ov - 3

Recitative: 
cepenjawit sty- es sIots cet A mawit g~ew- vevA

Tempeste: -V Tous les vewts dec hei's e cla -- Ia goei - ce

Recitatives
c'ey e4s at pe- v. ceIe affreuse viov-veIle

i' N h

I' ~ f'a~:!~j ~ ~jb
-a-

A' mouv T - es temdlres coeui-s, 

La Musette 

Source: BN Vm? 169 (see Cljrabault, Book II, page 508).

Air: 1~

511

Air:

A I

Ah.  n sit A ML Lie 
®r 4p-L3

r IN v - - A . A 
LF W w I a r% A 12 

ip T-1 a 
-A l P LE dog 1 F- -,-IF 

-asp, IB lir

7

-I-

IhL

-1 cl
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Instrumentation: :usette, solo voice (d.-S") and 

figured bass.  

Text: Author unknown.  

Themes:

K 4-

Ariette: I Cv-ell.et ~ ou-ru - -- ce

Recitative:
C s+ an e M-ftl A-wiant hlJve-f -de e-

V oiis 9u Vatc'(iet uvc ax knut v-9ut -et- e

1 ~U I I -4

Recitative
a Is A4" a _r & -W- .  
LF - A*Y_ Ali. AL 

0 v a FW .1 7q " =1 -%a m m Ir . a a 
atrim--,- w 0 - I a m , do& ff 0 R3 op, 09 
liall w 

0i mais, 51V e 'Ji5 -je pourquot'_ VeJoutev Je la VOIA

I Il T ~ i I r * * ~AOL

c6iay tez Ira( 50VIMP-2 ":a- U - Se

K1: ~ I I K E

Al

I 

7 ~b

Air.*

Air:

1lLr4anuscript Cons. LD.14883 contains the music of this 
cantata with a sacred text, entitled Adieu au Monde.

Ik -4

_uw

L- it-b, L-

1 04I

AL-4-a I



513 

Pirame et Tisb5 

Source: BN Vm7 169 (see C1rambault, Book II, page 508).  

Instrumentation: Flutes, violins, solo voice (fI-b) 

and figured bass., 

Text: Author unknown.  

Themes: 

Recitative:

t -Ira- -Yne poe Ti5- be' des a lus enite efavi-ce.

33 1 1 ~ F A6.

Air: 1 si vohe teydesxseeex -re. - - wie-

Recitative: - -1 10---

srbd pou %- s s -- te a adeuirdees voeux,

49 --- -

Avx pieAs de ces o>beulx S a - cves ,0 2 -"M WJM12 .17 
19** d E~ } i44

ex 4
3 1'ILI 1. .05Recitative:

Nb 04 8iewi; au gv deleov- cipa-ti-ei -- e.

c N1 .

Air:

.9 wzw- J= - -,%

p - C 

3*1 
.T

4L

A
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I F- - I a JO-

Vo -e, vo-le

J4 I I I I - W-I da

r? g

Recitative.

r

Plainte: 7I

+
- 1 

El-le cbevrco4 IIAwati 9uI ateit as 5ev - -

* ~

fl ~ *

a -0* -f)

1 Ldu.IUW V K I I K I~ W I U I U n.j u# * u * p.~ * *

Qi? Tus - be4 tu veS plus? e ma d ou eu ndoel-le
I' 7 

Jbc

pN
- I K - II 

J Ig~"w,,v w ~j' w w

-I- +t

mou douSo -mIS s'empre5-sev
A ia -- %A A% ,

* K * ~ * .~ * ~ * * * ~-, * * * ~ * *

P i &naion 

Source: BN Vm7 169 (see Clrambault, Book II, page 508).  

Instrumentation: Flutes, violins, solo voice (D 1 -e') 

and figured bass, 

Tet: Author unknowno.

Air:

Air: 14

(p

&4"%

a a A



515

Themes:

Recitative:

Pi I__ -ov pay a Iavavia - -3o,

I ~U' ~ ~ U ~ E

Air: A mOu qe e 4 I ^
EM5*S.~F~ I ~ -'L LF1

if (w -W

.Recitataive: rr;7 

Je ve u U 5 hea 

Air: api-vu 

a

recitative: 4 ILK 
Aff LA fe - - A! 5 w I Roe Ma r- -1 IAI' 

Rg 
p av- sa PI aivite 4 ou - C an - e-

Air Ain V~o Us, 900we.vvxitresse 6"seV11le Expose a es maux v9gouve ux, 

0 AW I A

db 4x 4-L 
ag 3P ma 4K I*
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Le Triomphe de la Paix 

Source: BN Vm? 169 (see C1rambault, Book 11, page 508).  

Instrumentation: Three voices (dl-g", dl'-g" and G-eb') 

and figured bass.  

Text: Author unknown.  

Themes: 

- A~+
L 

a-Lm 
L --IVw I A-%

Nais-sez Ia'v,- tes flevts, vais- sez Jamsces bo- ca - 3 e5 

-

3d

L L

Vw Ti-FlA T Lw b ~I-
r FFr 

Mlais veut tvoeveteiva i" Ia Tanse ef a 5e-vie 

4i 

Taissez Veus ta- bots et ovwpe*-tes

i 10i

Reveviez, e-ve- wez voez- -
fa.0 0 a id

M I LiI i --- I Lip ~r~u m wJp -1 1Igm

*6b

Recitative.

LTriol:

Airt K

6

I - I i 4q-omm 09 ed i i . .-- 6.-L

Rc.-covivioisset avoio g Flo-ve.

1.

Duo .

a

Recitative.
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(Reprise of previous air)

4w 1 o

Recitative:

A d,

Duo i

ryr 
Vou5 5a- 9e rt-va-f-cM las f)-verve

I I
n x* N 

I i r , F

a - ie. ta co-I e - M asuspevwdstLes CoOps,

-Me t a. co - le -reMars suspe",cs ies CouPs,

Recitative: 

Evicavitez es cii- -mas 9uoepotacdntoi e.I-Iov-ve, 

+ F.  
1 4-1 IlaII

Air:
r_ FI v.-

VicLoL -re , SuI -Vet ~sf-mours 
ii as

3

Air: 14 p se

tcm :

Trio:

tou crs'tvavqu i-lei vle s Peuv- pes

M6ow

Li 
m 

_JPE__Al 
Twx li I 

L.J. Lie 

Re qViez vm a Pai)K 
w I n 

9 at ma b ie Pa, i A 

%V 
P\eg he z 61c I 

IF v

1:3 
I V a lie Roe 

log I f r I i

4pA6
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Apollon, Cantatte Sur la Paix 

Source: BN Vm? 170, CANTATES/ FRANQ0ISES/ Meldes de 

Simphonies;/ PAR 0 CLERAMBAULT/ Organiste/ De la Maison 

Royale de St LouiIs a/ St Cir: et de I'Eglise paroissiale de 

S Sulpice./ LIVRE 1 1 1 / SE VEND A PARIS/ Chez L Auteur, 

rue du four proche l1'h8tel Imperial fauxbourg St Germain./ 

Le ST Foucault Mq r{e St HonorS a la regle d'or./ AVEC 

PRIVILEGE DU ROY/ M.DCC.XVI.--Prix, 8,. en blanc.  

Instrumentation: Flutes, violin, solo voice (d&-g") 

and figured bass (viol).  

Text: Author unknown.  

Themes: 

LPrelude]: 

Recitative: 
Aai-:oea IA A as5eov" siP 

Air: Du e oS e e i-r -



Recitative:
c 4-

IL 7 a

p de sa res- ve-e -e .

Air: ce est po itpoo Se Iei oa-Ses w- ouVs

r NA +
Recitative: DE m r In' * a E ~ u 

A~rml% 
AItsle DWek5uir V" chat- pepa ie

I1 a A& 'P1 ---1 --

Air e -os des Sitecles pas-seS,

4 - M--- r,4

Zephire et IFlore 

Source: BN Vm? 170 (see Clrambault, Book III, page 

518).  

Instrumentation: Flute, solo voice (e'-g") and figured

bass (viol).

Text: Author unknown.

519

Le 6eN-gev sjen ov -vuot't
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Themes: 

Air: 9Oaw ae5-set uv te vea-mout,

Recitative: AkWy & IsL a iL .9+ 

9WAevisy Jeses Innu;s5e - clre-s,

K.W, A - --- a 
i m -or F ii F. rw 

ILJI- F Ir F 

Air I!Av"oor veqne Jans leurs awes plus av -Jevit jo I I vx ;u+ 
4L Mk A& IshL MW IW rw I 

;mF go

Recitative:

Air.

L'Isle de Dglos 

Source: BN Vm? 170 (see Clgrambault, Book III, page 

518).

it + 

-F- f 
all, I 

R It 

"PP, 

vo

46M rm. *I w 

U-1

Tout Vee A mv%,agea It MON-Ae le,
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Instrumentation: Flutes, violins, solo voice (d'-g") 

and figured bass.  

Text: M Danchet.  

Themes:

Prelude: fI
2 

Y I 

d 40 
.0000of w CA

4-

rLL ~ ~~

LAriette] ' a - - se-jOuv

11 -J LZLIF Lu l1 ~* U N. Up-i _L~m II~~Itt mWW J. - i

hrJ
MAiI ~ i U I I

Pout~- IvLy les fI-Jes Je vne-wnoi -

K +
I I ~ J * r * 1 * I I

Air de Musette: V PA I iie Davis ce{ a-.zi'-le Forv'e- toujouls

3 73. ri3

Air; r

K

qv Jaws le .seivi dee

a

7 33 7 3

I

I
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Iecitative:

IN 2, -- - k - + A 

Mik a ry 0 1 9--ff OW 9 ff I i :a F) P 
in. - 0 1.- M f M3 m m 

ja"s c-es paf 5i-hle.S v ail e, s A %i vi o ce pav. ce s vyat s

h

Air: r'

a 1., 41 .

Rene . % kao-+ e. o -

" ~ 1

4' - L

De ces cha*IpsOIrt -ne's la. -s esse es4 a n 1fe.,

Air : Cou-le zans V - e.

Recitative:
N- /os des-s 1,5sool wiLIes 5ous ce "Ai45av&Y0" -Ir-9

Air:
D v vez t I.- 0 jo *s , , . . a i--les jeow, 

4 7 'r

Recitative,

h ..-

ei

00% ___m-

1000 --

-4

9 

Ampplr- A a 

4=0
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La Mort d'Hercule 

Source: BN VM7 170 (see Clsrambault, Book III, page 

518).  

Instrumentaton Violins, solo voice (G-eb') and 

figured bass.  

Tex t: Author unknown.  

Themes* 

Recitative: 
Av pie du iob - t a le "amlI lat 1; s 

Air Cote uyi A ant q9 s e -g a 

4 

Recitative: 

Voy peI v ce v abLw9 ueu he ceintv n6nsyes si- vevs, 

Air: *-vfviesh A -iouvR WI POuVj9aY 

Recitative: 

Au ewl iom> de J'A -mouv u-me- v- este t-& e-
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Airt C- .ez.------ 7- If Va -9eIa e-r -e 

Recitative; cap igVaCr. A & 

ii ef S se I iv iav ut ptUIIj" Ve 

Air: 9UC ete5 tlaifS sont reou -f a- -bles A 

L'Amour Gueri Par L'Amour 

Source: BNT vm7 176, CANTATES/ FRANOISES/ Mellees de 

Symphonies; DediSes/ a Monseigneur le Marechal/ de VILLEROY./ 

Composees par/ M CLERAMBAULT/ Organiste/ de la Maison 

Royal de St Louis a St Cir, de l'Eglise/ Paroissiale de 

St Sulpice et des R.P.Jacobins de la rue St Jacuees/ LIVRE 

IV/ Prix 6A en blanco ! Se vend a Paris/ Chez iL'Auteur, 

rue du four proche l'hotel Imperial fauxbourg St Germain,/ 

M, Foucault Mqe rue St Honor6 a la regle dior.! AVEC PRIVILEGE 

DU ROY./ M.DCC.XX Grave par Chevillard.  

Instrumentation: Flute, violins, solo voice (d'-g") 

and figured bass.
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Text: Mr Thibault.  

Themes: 

Recitative, 
Pu ou I-- e l'vco is e CV1 -Aie -v-e.C

-~ N 1-
'a EEk IL r L[ F

Air: 11 v3 

so TYz *iv e 

IF9 923 6'-~

Re itative:
-jL IL + I 

I = WE I 
OW - a- At 

3 

8e son touv"evtt Lt Je plaig-vioik, 5als cesse

Air:

Recitative:

A~~~~ po o nCer 

- 1U 

?6 17

ttop f-ce e

r h -. iLL 
J1TF " &M1,IMI I wPC 

et pevin he dhe- do uir wwor -Ide

Af IN

-I IO
w * u u I w F Li 

d, N-dUY-trneG 6u walL'a6- spr -ce iAir:

ax Of d 
A -w-

a
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Apollon et Doris 

Source: BN Vm7 176 (see Clorambault, Book IV, page 

524).  

Instrumentation* Two voices (ff-b', e'--g) and 

figured. bass.  

Text: Author unknown.  

Themes:

Recitatives

ieecitativet

- -+ , .,% -I 

Cal - Yez I'- tov e-4ce ot voire avne Pstasi - .

A- I 4-i _ k

=ml ~a I -- -A P 

L'av~ou- a ,ov, poooie- %e wia. poiWi asse~r - vi-

+

[fjj 1 -~ a~ I X

Oe Ia. h'asv-V lie. in-cYa-fe - .ev, - - e

MONO a

Recitative:

Que je vous plants Do-%-s S VouS braves. 65es

N -

Air

Air :*

AL 

In - ff sk IL 19 h tv 1 
_ddL

all 

beauti t PP 5e- -ve 
It P- 4k,. A, :M;os

k4rbP -m I Of

& I

Coup$ ,

4L
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Rec itative:
I I A' 13W 

34- 9D.F.' 1f m 9 Fs. I
04

5t la-Ynou%-5usvo es dea.rCO-o a --ct

hi -ouir

'I

les itvcovistan.s bIesse t
. . -- a..- -

A - out les iico staws
. .ri. . * .Am Ar L

5. * V

I--V\J

I1 z

No" on ine ctaig"ap'oivit que- je sois 64 -6e-I e,

LRecitative] 

Olecitative]:
h as9 

WEL~~ ~EI

Je Tevoas eni vaivi vresis -tayt-ce.

w4-

-4
Tevve A-vmpuv YouVs

ies cdais . Ps

4.-

N

Duo

WW& 
-

m a Aso 1- - - - . - .1 -- + - - - - -

1011 -% ? , 1, 1 =E i s I 

J

- ..- -*r." - - - -- - - - - - - - w I 

F" 1 Fl F 49 I 
4wmmm 

- I r 

X-- mi, 0 a I a m

4-

A.

t

A

-I-

A

Tetjre A- ouv vious__povtos
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Clitie 

Source: BiT Vm7 183, CANTATES/ FRANOISES,/ Meslees de 

Simphonies.! DEDIhES/ A LA EIE./ Composee,/ PAR MVF CLEiAl

BAULT/ Organiste de la Maison Royale de S& Loiis a S Cir,/ 

Et de l'Eglise Paroissiale de Saint Sulpice./ LIVRE Vere/ 

Prix cinq Livres/ En Blanc./ SE VEND A PARIS./ Chez fL'Autheur, 

rue du four proche I'H tel Imperial faubourg S Germain/ Le 

So Boivin Marchand, rue St Honor6 a la regle d'Or./ Avec 

Privilege du Roy, 1726./ Gravde par L. Ae, 

Instrumentation: Solo voice (e'-g") and figured bass 

(viol).  

Text: Author unknown.  

Themes 

Recitative: 

Poutcommence s a b aawte- ca.-vie re

Air: So0-e4 veit caI-mvev- Ves al -IVr- es 

Recitative:ffl#7MJ4;p40 F 
Quel Spectacle. Wamawt pout la tewre CI --t ie,
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Air: Poru ley Cke1. auteuv k wEns pec - - nes

Recitative:

Ah- ce estd at jQ cede a wa. 'ekut v4o-.i-el-le,

Air:

Les Forges d~e Vulcain 

Source: 7BNvm 183 (see Clrambault, Book V, page 528).  

Instrumentation: Violins I and II, solo voice (G -e t ) 

and figured bass, 

Text: Author unknown.  

Theres:

Bruit de Forgerons:

AlL 

-AMW 777 1 it 

-- Mold 

T I lid-IF!g 4 
-- APP' 

ly 
3

= f OF 
41 a -0 

4, 
LAF a 

vous "U VI -e I- - - e x 

07 

WWI PW I

K I

JNL k 46
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Ru pte du not - . ,

Air:

Recitative: OF 0:1 ff Le X 
A-mw 

ir 
C est P

e c3 i vi sy que Ve-viv5 e ta-lavittous Ses C616%-.mes

-~Lor~h 
ff1 GA P, 6-0

6~ 
S4+

VvI-cain es e- bia se

Recitative:

Vous scaves ie pavd -

-F-4 

0%e-o, sou- Ja-ve 

O R eie d eCyt be .. ye

f%% lm a, 

%fir a dr -1 U- X F MIS IL 

Air Qua Venvs t-ovt o- be es 

wy 
S ro

FI

Air:

AL e',& '-'% 

i F IE a I 

L aj ir 5 ev" he) - Iiij E t .5u t ses 
Ak r m --

m AL m 

Ir

4L 4L 4L + Ah,

Recitative:.
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*p+ p* p L 
Recitative: 

ct3 wvoh Le ey -- clope e u o _mi e feux, 

LAir]%1.: _toA au_ frppe, i{ es 'oup5 eJov -b 

Air: MaL9-e les soupo isia -)ouX 

Abraham 

Source: BN Vm 7 185, ABRAHAM/ CANTATE A VOIX SEULE/ 

DEDIEE/ A MADAMIVE/ DE MAINTENON/ PAR M4 CLERAHBAULT/ Organiste/ 

De la Maison Royale de $t' Louis a Saint Cir,/ Et de 1'Eglise 

paroissiale de St Sulpice./ SE VEND A PARIS./ Chez l'Auteur 

rue des canettes proche 't Sulpice./ Et chez le ST Fou

cault marchand rute St .Honorg a la regle d'or./ Prix 35 en 

blanc./ Avec Privil ge du Roy./ 1715./ Les autres oeuvres 

de l'Auteur, qui se vendent aux emses adresses, sont 2.  

Livres/ de cantates, une autre Cantate detache, un Livre 

de Clavecin, et un Livre d'Orgue.  

Instrumentation: Solo voice (d'-g") and figured bass,
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Text: Author unknown.  

Themes 

-aOF Op F 

Recitative. a I-AM Iu 
Sur c vnow a weU pav e sait ellj- -ce.

Recitative.
a LL A.  

Ces eegr-s 3Ue je. fovv- ~a ce 645 Jc-a- cle

Air: FI! Swpe."As V"V"o-meit tes av -

Irh~ CSF rP-4 

A.. 1 a IK w
Que vois-je ? 0 Ce~ Iiil-vo-cevb{ va p

Air: eal b 601A -eadr.DDetx quinow a i.  

e- -, r- v -

Il A

L + 

IF 2 a 
F 

a ft 

I 
Eip V-Aira*, Nau Je atlx 4L b PouV I"koN"t* ct' - Je

c; ;g mmbw 
6 -ir

Recitative:
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Le Bouclier de Minerve 

Source: BN Vm? 184, LE BOUCLIER DE MINERVE/ CANTATE/ 

DDIEE/ A SON ALTESSE SERENISSIME/ MONSEIGNEUR/ LE COMTE 

D'EU/ GRAND MAITRE D L'AIRTILLERIE/ GOUVERNEUR DE GUIENNE, 

eto./ PAR M# CLERAMBAULT/ Organiste, et Mlaitre de Clavecin./ 

SE VEND A PARIS. Priis, 40 en blanc./ CHEZ L'Auteur, rue 

pave6 proche Saint Andre des Arts./ Le ST Foucault Mlarchand, 

rue S iHonorg, a la regle d'or./ On trouve zux memes adresses 

2. Livres de Cantates du meme Auteur, un livre de Clavecin, 

et un livre d'Orgue./ AVEC PRIVILEGE DU ROI 1 DCC.XIV.  

Instrumentation: Flute, violin, solo voice (d'-g") 

and figured bass (viol).  

Text: Author unknown.  

Themes 

Prelude: 

Recitative: IFpap___PK__a_;I 

Li Dieu du Cel et de Ia . e 

Air: Quel oIjt plus f i-Set-Ie De la a ,ve~i t i 

Ir a i- 4- A
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recitative:
Quoi. ecIa. la Reivie Je c44et-e,

I _ f ls.A I U I 3 
I AM Amp

Air: I Davis 'es Tevnple u'wvlti~ws e - le - ye, 
,& -1 Aa

UJ~~~~ Q I * Ir

t IL + - A.. L 1

Recitative. F w MI Ad 

o4 E*o ;e-cs spsaw s, lta $age 1-1~v

AIRt$uWj
- m --Mp -Ir

Air, mr A Ab -11w, --s -- M WS 11 
--Ihf - -jB 12 F L " R- P F lw I v

Les Francs MasQons 

Source: Cons. D.2387, LES/ FRANCS MASONS/ CANTATE/ 

A VOIX SEULE/ et Simphonies./ COMPOSE/ PAR 4. CLERAYBAULT/ 

Organiste de la Maison Royale de St Lotis a S/Cir, de 

1'Eglise Paroissiale de St .Sulpice, et des R /P. Jacobins 

du grand Couvent./ Prix 4.* 10s/ A PARIS/ Ches L'Auteur 

rue du four, proche L'HOtel Imperial,/ fauxbourg St Germain,/ 

Madame Boivin, rue St .Honor6 a la Regle d'Or./ Le Sieur 

Le Clerc, rug du Houle a la Croix d'Or./ AVEC PRIVILEGE DU 

ROY./ Grave par Le Sr Hu' 1743.

Ab 
s 09 pie mo W 

%FM ir

9- 1 lkillp, a

Are, F F +=6mF + :A-- --lilt MTN Ra -- A-

J- h -Ar

r, r

Ainr 1P
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Instrumentation: LViolin], solo voice (Bb eb') and 

figured bass.  

Text; Author unknown.  

Themes: 

Recitative. w 

Otde 9vio -ve j "pt-0- VV - ire,

Ai: Lkaut du C& e Emp-V. 

lil Q0 Z=Bl II 1 I mU a I I

Recitative,

Air:

Recitative:

IL .. a + 

0e Vos -j e, vv -5 du ired e.5 Vo oWs

. W I t J7OCIU' 
tRav-.sve av-v 0- oafI _e__v erez a. w-ia4

Ah 

F F3 AF-3, 
w lw 

Calovn-in e# ba r- ha - - ve- u - vie.  
MOAN, 

If
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A I ~ 

La Muse de1 Oe6ra 

Source: BN Vm7 186, LA MUSE DE/ L'OPERA/ OU LES 

CARACTERES/ LIRIQUES/ CANTATE/ a voix seule et simphonie/ 

PAR M4 CLERAMBAULT/ Se vend a Paris. Prix 40. L. en blanc./ 

A la porte de l'Academie Royale de Musique;/ Chez l'Auteur, 

rue des canettes proches St Sulpice/ et chez le S Foucault, 

rUe 3j Honorg a la regle dior/ Avec Privilege du Roy 1716./ 

L'Auteur vient de metre au jour un 3 livre de Cantates 
A 

qui se vend aux memes adresses. Prix. 5. en blanc.  

Instrumentation: Trumpets, violins I and II, violoncello, 

timpani, solo voice (e'-a") and figured bass (viol).  

Text: Author unknown.  

Themes: 

+ 

Prelude ' 

Recitativea. Usi iM_ 

Mov ieIs, pour odevi -ter vos de~sits cu - - e Ux
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Ar K A it +A fi I tj I Aw- I 

Air. Au so vi Jes tv-oy PeAleets U L aVI 
A R a a rw M -NMI-I oU, 

IL

Tempest: 

Recitative: 

Air: a 

Sommeilj.  

Recitativei

Ak h & + 
B- KF 

oil SOV n I 
low-

Im 

ma;5 quel i4pttoynpt ces Joux almui e - Vne 5 

lp=::Ilgm I- I- I I 
4-4-41- -d- -41- 40L

ry ha+ -L- esJeuia- -je 

R I J 1- K &&1

Y" rig I men 

y.auvso w o,ceds e a O-seu

s jefs ouveaux ac, -cOVrAs Joet. korrewr est ex - e e.

NO

F I AF"% 4 it 

Uk
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Recitative;__ 

Ne ctai~vio"s v e ".. on clia"jev ie+t uaeuy 

Ar tCe.Ate r e--le z e--,re/ 11. W* IV V 

ROY,! A voix seule et Siraphonie.! Dedise/ A SA 1MAJSTfE./ Corn

posse par! M' CLERAMBAULT! Organiste/ de Ia maison Royale 

de SV Louis a St Cir, de l'Eglise paroissiale. de ti Sulpice 
etc.! Prix 40 en blanc,! Se vend a Paris! chez l'Auteur, 

ruS du l Lour, Fauxbourg St Germain pros i'Htel Irperiale.! 

RY Boivin earchand, ru Si Honnore a ia regle d'or./ Et C 

la porte de l'Opera./ Avec Privilege du Roy. 1721.  

Instrumentation: Flute, oboes, violins, violoncellos, 

solo voice (c'-s") and figured bass (bassoon).  

Text#- N. de Bordes.115 

Themes: 

Symphony: 
1Li I ~ I--4-1r I tq 

I The Brothers Parfaict and d'Abguerbe, Dictionnaire 

des thatres de Paris (Paris, 1756), p. 470.



--7

Recitative:
4-

Uf 1leg p As 0 i PRAP I I 1u~I 

LePevsami a5 5e-NmtIez jav~I eurs VaStes c awi- p a - 9"e s

ta 6v-Ian -e. C a-E- - Q.

Recitative: I RA N o E N e N

'edouta- -btle

Recitative: 

Air:

12 1"
I d N03 voeuX owt eXau - ce 7.

r U I A
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Air: Poqjysvis

Air:
1 1 A v- -s -te JdLs -ti

Prepa-vowis d'eclatavites 4estes,

L

aft 
A 

Ld

9

I a A
jw 13 R.A

0 
01% ? ". i ip 
ffA . r- 1 q E=-A 
-M -ho I%.

I#- h



540

Cl6rambault, Cesar-Frangois-Nicolas (le fils) 

(1700-1760) 

C6sar C16rambault, the son of Louis-Nicolas Cl6rambault 

(.v.), was, like his father, the house organist at St. Cyr 

and the parish organist of St. Sulpice. He became the organ

ist of the church of the Jacobins in rue St. Honor, probably 

upon the death of his father.116 Cl6rambault's first cantata 

bears the date 1731, and several of his works were performed 

before the Queen and in the Concert SPirituel.  

La Coquete 

Source: Cons. [D.2781(5 ), LA COQUETE/ CANTATE/ A VOIX 

SEULE ET SYMPHONIE/ MISE E 1MUSIQUE/ PAR/ M# CLERAIBAULT/ LE 

FILS/ Organiste de la Maison Royal de St Louis/ a Saint Cyr; 

et de L'Eglise Paroissiale de/ Saint Sulpice./ Prix 3. en 

blanc. Grav6 par L. Hue./ A PARIS/ Chez t L'Autheur ruedu 

four fauxbourg S Germain/ a l'Hostel d'Ambourg./ Le Sr 

Boivin rue St Honors a la Regle d'Or./ Le ST Le Clair rue 

du Roule a' la Croix d'Or./ AVEC PRIVILEGE DU ROY. 1731.  

Instrumentation: Flutes and violins, solo voice (d#'-g") 

and figured bass.  

Text: Author unknown, 

ll6Renee Girardon, "Clgrambault, C6sar-Fran ois-Nicolas," 

Die Musik in Geschichte und Geenwart, Vol. II (Cassel and 
Basel, 195TY, col. 1502.



Themes 

Recitative: 

Air 
Ve.

Dans vn vntyoir

-a I

LA .- s

I iJ J f 4 1 I'll I 17

a - - pas, Jevies coeuvs
I 1 fmW6 rIF j I i F ZM6 1 Im - F - 1 -1 '"Norir Law"

ec itative:
AV r r 

D~Davii me, iCe5 ose deVoi -le le coet)

-A "WIJ641 f- A I 
AF-L " I" I IV i ? I L --I rF I AN fit lod L 

L- I Ldf 
LIF 

D 'A - qui c 0- vous ir e Air,; tu FT-vatimr-tv 7 AL ir To 
'W i f9w y? lp 7 0 11 AWYOP--a T 

o I r 

6m 
-o

Recitative:

541

Air: i o Q-9uet-te v>*----- - - - - - - - - -Is 

67 t4f 

r 1 V I

A lk iL k, IL 
w wr am 

WE

v 
L-L F" A

4

ses ad vr es5

46 bf

'- A k-, I - I L I --. dor -;K Lw- - I a V

IF AL.' Ifilr v I Ud rw 
R-U-1 Oll Od 

ga I] SP 
r ir P. v 5ous les Je--Iiov3 Je la Jeql-ca - -+eS -5P.
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Le daner de lanuit 

Source: Cons. LD.2781(6 ), LE DANGER DE LA NUIT/ CAN

TATE/ A Voix seule et Symphonie/ Mise en Musique/ PAR/ 

M4 CLE AHBAULT/ LE FILS/ Organiste de la Maison Royale de 

S4 Louis/ a Saint Cyr, et de I'Eglise Paroissiale/ de Saint

Sulpice./ PRIX 3 . EN BLANC/ Grave par Mlle Michelon./ A 

PARIS/ Chez t L'Autheur rue du Four Faubourg St Germain/ a 

I'H0tel d'Ambourg./ M9 la V. Boivin Mde RUe S. Honor la 

Regle d'Or/ Le 5 le Clerc 4- 1Ue du Roule EZ la Croix d'Or/ 

AVEC PRIVILEGE DU ROY 

Instrumentation: Flutes and violins, solo voice (d'-a" ) 

and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

Recitative:4.i 

De s boaJs c6iavi' ats que le qv a -ro -se, 

Air: 5~Ce . - va - jA ge.. -qa5e
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I.,

11W' A LIL 
72E min

Air: 6 Nu ta. Vo-lop-fe le doi souveit 5s chlavrwe,

Recitative.

Air: 4v; J ck fA -Youv -oi )~ a- 5UV- pr'- Se.  

Courbois, Philippe 

Little is known of this composer except that he was 

master of music for the Duchess du Maine (1676-753). His 

works were chiefly performed at the Concert spirituel. One 

of his cantatas, Dom Quichotte, was extremely popular over a 

long period of time.117 

11 ?Pierre Barthelemy, "Courbois, Philippe," Die Musik in 
Geschichte und Gegenwart, Vol. II (Cassel and BasiT~ 195), 
colt 1746,#

IL 4.

v ir 

AW

I P6, --- I 
I L a 1 41 AJWP-
i -M 

b he v ir e- M Ot- - e" -ga- la .5o" es - poi Ir

i

I

L &



Apollon ett Daphn6 

Source: BN vm? 162, CANTATES/ FRANQOISES./ a I. et II, 

VOIX.! Sans Simphonie et avec Simphonie./ DEDIES/ a son 

ALTESSE S RENISSIME/ I4ADAIAE LA DUCHESSE DU-MAINE/ Composes/ 

par le Sieur Courbois./ les Paroles sont de Monsieur Fuzellier.  

Graves par Claude Roussel/ (Prix broch6 5.l08/ Et Relig 

en Veau ?. / A PARIS/ Se vend/ Chez l'Auteur, rue s 

Antoine, chez Mr De la Jarye Comme/ 3Foucaut, rue S' Honor6, 

a la rigle d 'Or./ AVEC PRIVILEGE DU ROY# 1710./ 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Mr Fuzellier.  

Themes 

Hecitative: 
&scl-v Io-vauAerI'l - moa*A I Iv 

Recitative, 
E1- po5 lo pav ces mo-&s Soi u ipasi - b e oibva -ge.



I ~' I _

I iV " 0 t- te s 'JLL Air:I~ ,__ _ _ _ _ _ _ _ _ _

A

Recitative:
k IL i L

eivaivi A - pot !I~ a v"a HL f4or tu- ier

b II. ~ I

FAir I M al - v ru x Apof -hrnv tes ta -Iet

VYtT 
'7

A do

Air: 1 j'Art J Cetiavnet est ui is-- te ja -.mal

4r. 11 66

ZAphire et Flore 

Source: BN Vm? 162 (see Courbois, CANTATES, page 544).  

Instruimentation: Solo voice (c'-g") and figured bass.  

Text-..Mr Fuzellier.

= 0 I I I A& I I I Aw -1 - -- --- --I- I I I I I I T I t I I I I ff I a I -- I F 

rw-Tv I I i m4 T- 1 : E - 1 P 1 If I I , Al ift -- W

r9l w a go il
IF 

oe 109 109

I &
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Theites: 

[Fvo itat ivej:

SEA Ies bocwJs J'j, uis -eau Flo -ye davs3o Emt-pi - e.

AA 

A irt PL ea . s 5vna pulss ayl-Le vo e' is 

Re ci tat ive: 

Ildtaussl ft lVa - v a -,e les bo s

cLLt d I I N~1 

Ma V -

Air: IK Vo AI Val,
?11,.%

Recitative:
A I k I t% I m I ---- I I 

L APIL 

Flove pav. ce V'E PyOctle eAp%-Zvma 50VI CouV Yovx

AL 

1 14 -it -- FI; 

Air Te m J re. A v"ou ir da"s tov% e" pz-ve v" c oevir 

jk 
GZ a +1

pq a n ML I a i 4w On- A" f4 L L- R - m -- = I 

1 1 i QA A A id MIA 4- -_ I Ti j IF7 4- 1 IF IF
4 '1

-Mmo-9ia J"--vva a
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L'Amant timide 

Source: Bn 7 Vm 162 (see Courbois, CANTATES, page 544).  

Instrumentation: Solo voice (eb-b') and figured bass.  

Text: MrFuzellier.  

Themes:

Recitative:
AL 

A, 
it 

mr 

e a do - ve Pln, a - Vo;t de- .50"

A 
4k F w A 

viewt W- f N 1 94 1 1 - I dd I I A 310A IV -

Air: K - ,- - -- - e-6 av- -w 6 s 
Fi ey,4li vs i- a-- 5 Ssov" -tbreS

0 Al

Recitative:

fM c'e.vi est a uit VOWS is- pa - vros - s.

0 A k kI
rinri j 1 ~ F 1' F Lq U *- .~ ~ &

Air: 

Recitative:

Vous qui ch-{e'-is la p e-sevi-c et ai-maQe oje+ 
_____________________&__A&

I~ TFI I -y

L LI L

ir ~ ~ ~ m B- 10 I I 'I'~

a - V as w *s - -Trai-do's que ~If- ev -gev- Javis uvi boi5 50- li- - -tai -%-e-
to 4

, A lk
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*7 Ar-7 R i --*&- of
Air: DavIs le no-wmevit le.plus tev - re uvi o -jet

_rX L JU .

V 66

Orphe 

Source: BN Vm? 162 (see Courbois, CANTATES, page 544).  

Instrumentation: Violin, solo voice (A-e') and figured 

bass, 

Text: Mr Fuzellier.  

Themes:

f4-LRecitativel:
ciel! de-soL Ozr-- pl:-e, A ..c c

ml w I I

(Neu Ie -do0 - tL' 1e' 9es

Recitative, LL4--- 1 , a Af 74r r:1

pomvv_ W I - - i

ces a meolo -- - x P u-tci e'- p-oove

11'd T I I I~I I 1 I AF

Air:

If N mi II 1' - j 140

548

Air]:I

Peul oy lre-4u -5e' a Vic -foz - - - - - - -e

tEgf I

F I



recitative:

De-ja. Ioin es f o- w s du pai -siLkeE N - -, 5 e-e.

Air: *i! d "a n'"u" 4 "eu *-op t*evj-"re e'- cou-te -

6 6

Ariane 

Sources BN VM? 162 (see Courbois, CANTATES, page 544).  

Instrumentation: Violin, solo voice (d'-a") and fig

ured bass.  

Text: r Fuzellier, 

Themes: 

RecitativeO -- I&
I f I r ~

Sous les a%- bres e'- - Pais Jdr pai-bsiZ b- c c--c.a--

LAir:
Ne vou5 ve-veiI-Ies pas ey- co - -ve 

f iI 

-0- ~loop

beauxY yVA

Recitativet

Mais lamou -ter - rovuI les oviges i gu ia-vi v- se t

549

I -q

= I 7V-

.I-
I FA 1 0 AWm

v I -



LAi:~1 y F rYr ,r pr 
N~eu ses Vnirs Servfes "" o~iCu -'roux

Lp F I 
I Igo ~_ ' - - 'a 1-

A * L L~

Recitative;
QueI Dieuv s itciJA- vi- - avie a- paZ-sevrI o-e-

fik.. I a

Jr F L itI ILE I2~U 1- r JI,
Beau -te's

IWI d JAR*

Jason et Medde 

Source: BN VM? 162 (see Courbois, CANTATES, page 544).  

Instrumentation: Voices (G-e' , c'-a") and figured bass.  

Text: Mr Fuzellier.  

Themes:

p ~F ~W 

1W F I I I U F r [

Que vois - je cest Me'-Je' - e

Recitative;
I. L

rI J 1

C iel! guaiddavi fev ou -veau. SVI a meest posse'-de-e.

550

Air:

Duo.:
I

-Ja

0%w 4 firta- ft es cina -v s

I

I

( #4



A k K
-Al I -0 Vi1-1%ro F X SLZjIF -A IV

Air: a1

Recitative*

Air:4

r r r r

w4e'-Ias gair&'s vous bien Se Co'Xe ce cue votte 4T- eutr 

a -1-

D.ss'-pe's de v-aZ"1zs at - -la'rvvies Af cov1pte'5 plus

,q 2 I I -, i7A

A a k~L

Recitative: 

[Duol.*

Jasoi tu veUv ca -c-aer ta fIatdh

c al- e's vues So - pco's ef mes pei -ves,

Dom Quichote1 8 

Source: B EVm? 162 (see Courbois, CANTATES, page 544).  

118A modern version of this cantata, arranged for voice 
and piano by Fernand Oubradous, was published in Paris by 
Editions musicales transatlantiues in 1958.  

119This cantata was also published separately with its 
own title page (Paris, n.d..).

551

An 

TO lot I I V K

k

9 r
Ti-ov~phei Van -e a vc e. vevia's Ir I te
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Instrumentation: Trumpet, violin, vielle, solo voice 

(c-g') and figured bass.  

Text: M Fuzellier.  

Theries:

Prelude:

A ,I Id I - -

'K T-~ ~

-0 -W -W

Recitative.
Dovn Qv cdo-fe eiiovce das la v o"+agne o-e.

m 44e 4-P rii 

Lct'i des Yeux quv; m'O~tffat c ap- if j e bruht dbve av jeutq-qelsLAir:
ild~

Recitative.

[Airi: Vous q0ut ava is a vwa qWo- - e vevs

WI-r uin Ad IiVi a- t t 1fi3 t1 

5 qvialoms sov ces iowts Waf4I a vve (IV%4*tu - ie_ - e

I

-mom JL

t=
I

up .0
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Recitative: Y 
Le -aweux CkevaI~evr AtIa. rt she 4K -go-Ye.  

David, Frangois 

David was born in Lyon and was for a time a teacher of 

music in that city. He later rent to Paris in the same capac

ity.12 Besides the single French cantata, he has left an 

elementary music method entitled 'lthode nouvelle ou "rin

flij njraux pu apprendre a musigue et PArt du Chant, 

which ras published by the Widow Boivin in 1737.121 In 

dedicating his cantata to Vonsieur Bernier, laltre de Musique 

dela Ch l _du _Ry, David thanks Nicolas Bernier (a.v.) 

an identifies him as his teacher, 

L'tpothose den Gr&soire 

Source: Cons, LD.2?22, L'APOTTHa S/ DE/ GEGoImE,/ 

Cantate,! use en usique oar J DAVID.! Dedi e/ A monsieur 

120Fransois-Joseph etis, "David, ranois," B r21I e 
einivernselle Des ausicoensn, III (Brusselsr, 1836)d, 257 

121fiobert Eitner, "David, ranoiso" suellen-Lexikon, 
III (Leipzie, 1898), 154, titner quotes Fetis in listing 
a second edition, without date,
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BERNIER Maitre/ de Musique de la Chapelle du Roy./ Se Vend/ 

Prix 1 !i10/ A PARIS/ Chez {Le$ SiIBoivin 14 rue S Honor6 

a la regle d'or./ Le ST Le Clerc M rue du Roulle a la 

Croix d'or/ Avec Privilage du Roy./ 1730.  

Instrumentation: Violins or flutes, solo voice (A-e) and 

figured bass.  

Text: Author unknown.  

Themes: 

[Ariosol: 
Gve' - 9 oi te evi som 11 aux 60 -bis 

S5 

2rr 

Recoitat ive-.  

Set o A we e pur e'e- A ha.-ves uvi sov-pi de vni, 

Air Les Cieux ve - t en - tes-.evt de covcertsjoyeus

Air: 
Chevs conp agiioms uda d, Dieu,
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Desfontaines, Jean 

(ca.1658-after 1732) 

This composer is known only from his published works: 

several volumes of airs serieux et _ boire which appeared 

between 1678 and 1731, and a cantata, Le Juement de Tiresie, 

published in 1715, There exist in manuscript some motets, 

another cantata, Narcisse, and a pastorale.122 

Le JuGement de Tiresie 

Source: BN vm? 4890, CANTATE/ LE JUGEMENT DE TIRESIE/ 

mise en Musique par Mr Desfontaines/ Les paroles sont de M 

T , . . / / A Paris ch6 l'Autheur Rte des Mauvais Gargons 

derriere la Comedie a la Ville de Luxembourg/ Le Prix est 

vingt sols.! On donnera une Autre Cantate incessament/ 

Grav6 par Ganiere 1715.  

Instrumentation: Violins, voice (f#-a') and figured 

bass.  

Text. -M T .  

Themes; 

Recitative: 
Ju-pi-te f et Ju-viovi ui-i pa d - - e

12 2"Desfontaines, Jean," Seghers Dictionnaire des 
Musicians Franais (Paris, 1961).
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Poue-quoy iautf que ne -vie' - -e

ISO,- . I-t -e~s~I ie-oitite v.

Air: Le s eNmmes omt tou V& -van- t a -paavsIes plaisIs 

doto 1 I I I S I A

tiecitative: 

Air:

-4% ErIF ro t Ir 

Tais toy morki *ais toy JiL Juviovi e% v-ii 

v owis ja-wiaIs Suv- ,ou~

E n I h iJ -- III 1 7

Narcisse 

Source: Manuscript BN Vm7 4770, Narcisse, CantateJ23 

Desfontaines 

12...  Only the parts for this cantata are extant. The 
title and composers name appear in the copyists hand on the 
vocal part,

Air:
P% war -M 

AL

E2

Rec itative:
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Instrumentation: Violins I and II, solo voice (G-e') 

and figured bass.  

Text: Author unknown.  

Themes:

A-ItuI '

A A I

Recitativet
Davsufphe-uveuse -e - -

a ~ ~ a
han 1 I I ~ 1 1 1 I 1 I

V1us Joi te coeuv est Im - vi" - c - ble

-I--
lb

Damis le Yniv-i c 4e5 eaL'A dowit Nairciss. adioit bo -ve

alz As -- - -- . 'M A& 

a-f:- r2l w 1 9 Ed I AIL r3 I I 1 11 -4c f ru PEI r [==Ie= .Ldd 19 r4 le 14 r-

1 11 I y'iI II 

- 4,104 4-1

Simphonie

" p
3

Air:

00,4

LRec itat ivel]

P .peAt ega - - e vi f -es e n--t-e

Air:4& A. 46.40. 0 1
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Recitativel: 
AyYw sy le beau Nar-cisseeqpvrQboit sa dou - leur 

Ariette: Ne. - - 5s- tons point avx IWI-Ies le Du Da-vnowr 

Destouches, Andr6 Cardinal 

(1672-1749) 

After attending the College des Jesuites in rue St.  

Jacques in Paris, Destouches traveled to Siam with his 

teacher, the missionary Tachard. He returned in 1688, and 

from 1692 to 1696, was a member of the musketeers of the 

King, During this period, he began to compose airs serieux 

et 4a boire, which he sang to the accompaniment of a guitar,1 24 

After he left the army, he studied with Campra (a.v.) and 

contributed three airs to Campra's opera-ballet L'Er0 

Galante. Destouches' operas were very successful and imitated 

by other composers.125 In 1713, he was named Inspector 

12 4Renge Girardon, "Destouches, Andre Cardinal," Die 

Musik in Geschichte und Gegenwart, Vol. III (Cassel and 
Basel,~1954), col. 235.  

1 2 5Nicolas Slonimsky, "Destouches, Andr6 ardinal," 
Baker's Biographical Dictionary of Musicians, 4th ed. (New 
York, 1940).
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General of the Royal Academy. On the death of Lalande (1657

1726), Destouches and Colin de Blamont (a.v.) became alternat

ing superintendents of the King's music at Versailles (six 

months each). Destouches wrote two cantatas, Oenone, to be 

included in a performance of Campra's L'Europe Galante, and 

Sem6l6. There is record of his having composed another bur

lesque cantata written in "MUchenlatein," (kitchen or dog 

latin), the music of which has been lost. He sent the work 

to the Prince of Monaco under the pseudonym of Guimon, coach

man of the Director of the Company of the Indies and relative 

of Madame de Pompadour.126 

Oenonel2 7 

Source: Cons. [D.2945, OENONE,/ CANTATE/ A VOIX SEULE/ 

AVEC SYMPHONIC;/ Par Monsieur DESTOUCHES, Inspecteur/ 

general de l'Academie Royale de Musique;/ Mise au Theatre 

par la mme Academie en Fevrier 1716./ a' la suite de L'EUROPE 

GALANTE./ DE L'IMPRIMERIE/ De J-B-Christophe Ballard, seul 

Ipmrimeur du Boy pour la Musique,/ '" Paris, rue Saint Jean de 

Beauvais, au Mont-Parnasse.! M.DCC XVI./ Avec Privilege de 

Sa Majest6.  

126Girardon, "Destouches," 2p. cit., p. 237.  

127A modern version of Triomphe tendre amour, an air 
from this cantata, with reduction andrealization by Jane 
Arger, was published in Paris by Rouart, Lerolle and Co.  
without date.
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Instrumentation: Flutes I and II, oboes I and II, 

violins I and II, solo voice (d'-a") and figured bass.  

Text: Author unknown, 

Themes:

Ritournelle: 

Recitative:

Futes ei vi~ols Flote s 

A Am ALi~~u~

a
m I I I I rAiri

pres des clabwes -oe- - -taues.

I W I

Air: Les plus a&- ma. -bles covi-ce'ts Dahs ces c avmaNtes

I U - I I

AA 

1~ ~ ~ ~ ~~F 1 .Tf ~~m1
.14 Lalssezr 5ou p 're-r seule uve A - ma rie RZ - et - le,

I I r I

Au pieA du iomt I--a.

A .

Air: Ve-iez, carwant Pa- LeisJo'e5et v'oY vous ap- pel - -

n tL w I 1 I I i I IV w m - Am An 

IF 1 f f) - H F., i 49 T fl 
er-I K 1 -9 9: -- 109 1 1 1 Ic 

w - i I ir I I

biecitativel:

A a - I



A

Recitative:
de si toux

^ I

. I 1ir [ I I I CI I I_ - I

Ai:-VI -- lumuVtuK- FIots fip - A 
t, f* rool 6- A

I A - L -*T -4 
-Gv Of v lk lb, I AL boa

-V 
AN 0

Les5 Dieui-e'coute.- Vovt, kIS D~eu) t'e xau ce- irowk 1 

* *'7ii

Air:.I

w w I IL 
I wo A I t 

ANL w 
if I ;j 

=t f i A 

I Agm

vo IQ.A, 9grav sieu, Vo -le z - ,Vo-ez vavsVeu,, 
a -- - -9- +

1d~I~ I 1 111
iv

Soure: onsI-J kmSUlE 

source: Cons. LD.2944, SEMELE,/ CANTATE/ A VOI TELE/ 

AVEC SYMPHONIE;/ Par Monsieur DESTOUCHESS, ur-Intendant/ de 

la Musique du Roy, & son Inspecteur g6ngral/ en l'Academie 

Royale de Musique./ DE L'IMPHIMERIE/ De J-B-Christophe 

Ballard, seul Imprimeur du Roy pour la Musique,/ a Paris, 

rue Saint Jean de Beauvais, au Hont-Parnasse./ M.DCC XIX./ 

Avec Privilege de Sa Majest6.

561

I ~

amJseVled 5u<Ie-de

FJ M m w IF - 1 0 0 Aft 

:F IF 
woe lot

Recitative,

1 6

Air
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Instrumentation: Oboes, violins, solo voice (d'-g") 

and figured bass (bassoons).  

Text: Author unknown.  

Themes; 

LRecitative}: 

beja pav- u Seme t e - - - Ae,

A ir
mom*d 

c Qs 5e p t"vi 

lwI

k m i -

A a I% o r ki q 

A u.$C.- l^1biruit du tOyv n i el-

AirEd

recitative*

0 A& - I , I 
A I T, - i M i U jo 4

a kc w 

+ Air, 0- - qvie z sam pav,- tag e,,,, Nett jaloux es coe u vs 

mow 
AF --ff AW 

tv 93 
t4 i 9w 

tp (P

mum Wmm

194 1 W-- -

Recitative:

AA I 
IL L 
I Wil-"I" (b i i a I 1 4-4 i i 

W p ad Fog IC Ig- I 

? - r I r r, I 
F- I- le f e 114 est io*Ae ev" b v- ii - s e" - e-
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Dornel, Louis Antoine 

(ca.1685-1765) 

Dornel was regarded by his contemporaries as a master 

of the organ and harpsichord. In 1706, he won a competition 

with Rameau (a.v.) for the post as organist of the church of 

Ste. Madeleine de la Cite, in Paris.128  His first composi

tions, published in 1709, were a set of six trio suites.  

Along with other instrumental works, Dornel produced a number 

of pieces for organ and clavecin, Among his few vocal compo

sitions, there exist some airs serieux et 'd boire, which were 

included in the collections of Ballard in 1704-1731, and the 

three cantatas. oetis states: "He was a mediocre organist 

and a bad composer, but he passed for a good accompanist." 129 

La Fin des Siecles 

Source: Manuscript Cons. LD.3574, _La Fn des Siecles, 

Cantate Spirituelle Lpar Dornel.1 30 

Instrumentation: [Violin], solo voice (G-e') and fig

ured bass, 

Text: Author unknown, 

128Parc Pincherle, "Dornel, Louis Antoine," Grove's 
Dictioar of T usic and sicians, II (London, 19, 7142.  

129Frangois-Joseph F6tis, "Dornel, Louis Antoine," 
Biographie Universelle Des Musiciens, III (Brussels, 1836), 
3310 

1 3 0 The composer's name was added later in another hand, 
but at the end of the manuscript, the following item is 
recorded by the original hand: "Par le SA Dornel, Organiste 
de Se Genevieve."



Themes: 

LRecitativels 

Air]

jour he o - Qu', 

t- I -
~veI VrA

JOut Je Vert- ea - -Ce-

* V 1 4 ~ I I U LXAL

e ris a - evx

LRecitativei]

VRe c itat ive.

F 
Lv.s flo~'-s eJvis e" - ce"- i Ie s ck #o~id Jeuvr Tov"-beaus.

fu~-es-te o-v1ev Die% Parois sut les iu- -s

Air:

564

L AIrI:

-TI

I oil I 

la 

jr

I Ito INS* _

ToYA
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Le Tombeau de Clorinde 

Source: Cons. LY.2541, LE TOMBEAU/ DE CLORINDE./ CAN

TATE/ pour une Basse-Taille, & un Dessus de Violon,/ Par 

Monsieur Dornel./ DE L'IMPRIMERIE/ De J-B-CHhISTOPHS BALLARD, 

Seul Imprimeur du Roy pour la Musique,/ a Paris, rue 'Saint 

Jean de Beauvais, au Mont-Parnasse./ M.DCC XXIII,/ Avec 

Privilege de sa ajest6.  

Instrumentation: Violins, solo voice (G-e') and fig

ured bass.  

Text: M 'dAnchet.  

Themes: 

LRecitativeI: 1_111IX 1u 

Dans I wciew a' VAco" bt, sov les Coups e fTan - - Ae.  

Air: L ladel 8dA jOVVest 'Ca - V e, Jt n e veY8-Y Plus 

Recitative: -1.  

U" seIewvce. pv-o o j succ4~ ses Ir -grf 

Air: 

OV 3E-v OuS, VeY Io I s-vous pa 0e%---o
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[Recitative]:

1 10, + 
07.dir, 

P9 

AL Vy- 0 bo imp 
0 177 

A ce Guerrt'e%- ceAou - a -

Ica ~

Air: I S Tacve e.'- cIpape a mes c.ous

ir I r T1 ~ w I i m i

Les Caracteres de la Musique 

Source: Cons. Rs, [F.1119, Les Caracteres/ De la 

Musique/ Cantate/ De Mr Dornel.  

Instrumentation: Flute, recorder, violins, viole, solo 

voice (e'-a") and figured bass.  

Text: Author unknown.  

Themes:

[Recitative]3

s5- covdeL V6 avdeut e - be[- -me,

- 7' '''; :~rIr2I

Air:I
IaAQI I ieo- I R v -5ai te. 'avr movie

6 $~b ~ I

Recitative: A -Z L 1 1, Irv __a r a r I I I 
rmp% _- I Jik 4 1 did i i k 
$lot - b - 1-1 61 1 i i i 
z pp---A 

C 'le %YWAIS loi %-e 6 v. i I I a A e-

4 a .6--

AI



Air;

Air:

6 5+

~E7
Ce amads hau4i b;

ve, eaBei- e- res, 

Douces Mu-.seL+es 

ILLJ I1 i

fRecitatLve:]
1 

P -SiIs' ie v tre. O av w% p-cIes- e

OMS 
m 
i - F 11 M-

toe Ic 
vf 4 I f I T Bruit s -Ty" vm i to"s 11 vrevir, I e- v ;,%v;ige PA I a.- uelc e

th I 

I-J 1 a 

IF, W -A -A -j -1

Recitative:

Air:

I - I I llMM

567

Ue.6av- eu vive A - p c e.  

" W,

AL tL 
p 

LZ

Vve"Qz Bs s,

C'est - e e



568 

Air.- UVA coetiv sevisi. bea I'hro -vl e 

Dubois 

Nothing is known about the life of MT Dubois. It is 

probable that he was a musician of Her Royal Highness, the 

Princess of Cond.  

L'Heureux Presage 

Source: Cons, LA,9037, L'HEUREUX PRESAGE/ CANTATE/ A 

Voix seule et Simphonie/ Dedioe/ A Son Altesse Serenissime/ 

Madame La Princesse/ DE CONDE./ Par M4 DUBOIS./ Grav6e par 

P. L. Charpentier/ A PARIS/ Chez l'Auteur rug de Grenelle 

au coin de la rug Saints Peres./ Et aux Adresses Ordinaries/ 

AVEC PRIVILEGE DU ROI 

Instrumentation: Violins I and II, solo voice (e'-a") 

Text: Author unknown.  

Themes: 

Prelude:

6 S- 6 1 - T I



Recitative.

Air:

71 1na --I -f s Je C4Ae.re

I rV 

a ILIIi:

Que Ia. De'es-e eIa Jeuvies se attdoux ou s

i m m

I I i,
Recitative; I Fl my. r I too-,

Vous qui cau-sez VIOS d sb ve' - Es Que vow o.u~va

Air: " UvleP ~lesse e~t le- pvsa-gequu~siAs c-6'i Rsy jiieses A yeuK 

I -
I F W

6 5 * 7 b 49r

Dupr6, Madame 

Although the name DuprS is not unknown among 18th-cen

tury composers, Madame Duprg remains unidentified.  

La toilette de Venus 

Source: BN Vm? 277, LA TOILETTE/ DE VENUS/ CANTATE/ 

Pour un Dessus/ Avec Simphonie/ PAR MPE DUPRE/ Grav66 par 

MI Charpentier.! Prix 2. 8s/ A PARIS/ Chez{j'Auteur 

cloitre S Benoit/ M le Clerc M. rue du Roule a la Croix

569

-b
Ar La I I F 

Jr L f I w -.Mi jw---l OF F, F. 41 i 014L w 1w. I I r K I lw r Ir

--A - A,-

I

I
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d'Or/ MME, Boivin Mde rue S' Honor6 a la Regle d'Or/ AVEC 

PRIVILEGE DU ROI/ Les paroles sont de M Roy.  

Instrumentation: LViolin], solo voice (e'-a") and fig

ured bass.  

Text: M Roy.  

Themes: 

IeAiItivI ecit ive: ~ rF
Quel Specacle a tout IL - - vers ue- lisvast oi) le So-lediL

4.~.'ari 1~* ' i'~ r FL

q cis ta pT -de-le. ou 5pecwn-vott

doft

5 66
6

,. K K

Recitatives
r- .~ I LC I I I' 1 W I F 

I Ar r 
Mars parot+, mwas a' pene QIe tu ja.- e~sfLe-

A A

,T-A? or T mF!:& IL.t~T
r orT r  

p e.u Je. cpa -- Nre pou, v% .p lai-v-e..

'AI I 1 1 F I 

Q9 1 1 
66

Recitative:
k I-ft Arf mw Mk 

U A 

rrmFik 40 , 
w i 
r 

0" C Plus evowipt que les 2e - p W'r!;

Air:

Air: J

L

t

K
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Air: C 3u- les e -pouA, A - vma~s co -t a ~~v~~es a 

Dupuits, Jean-Baptiste 

The composer of these cantatas has not been identified.  

Eitner lists a series of instrumental and vocal works by a 

certain Dupuitz, . . , who flourished in Paris around 1740.  

Among the works listed by Eitner are two lost cantatilles, La 

Jeunesse and Pan et syrinx.131 

Le Bouquet 

Source: BN Vm7 275(1), LE BOUQUET/ CANTATE/ A VOIX 

SEULE/ Avec Accompagnement/ DE VIELE/ Ou Autres instruments 

COMPOSE/ PAR MT D * * */ Prix 1. 10s/ AVEC PRIVILEGE DU ROY./ 

MT Boivin rue St Honor6 d la Aigle D'or./ MT Le clerc rue du 

Roule A la Croix D'or/ Mlle Castagnery a 1' 6tel de/ 

Soisson./ invent et grave par j. Robert. GravS par Ile 

Vand.8me 

Instrumentation: Vigle or flute, solo voice (eb'-ab") 

and figured bass, 

131(obert Eitner, "Dupuitz, . . ,"Quellen-Lexikon, 
III (Leipzig, 1898-1904), 282.
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Text: Author unknown.  

Themes:

LAirl - -coo - t e voes t V. s s .50upiv-s, 

Awrp vp- u e. ,a'-ce bev qc - 5e s +y L'5 
m *

Recitative:

4w + 

i ko j 

Air Vo - I e's z e" p6c's vo - I is vo I e, z- ze V-.5 

1 ;6

Recitativet
AA + 01% 

JJqIIL Pr fr 
It rr--N w A"- 1 F 
ch"A 

mai5, gul Puls-if- c ay ciev Au 6ovjvetque-ja-pv-es-la('

Air

~ltIfl~ J I I ~ I

Pav-ies a-aI~ oie-re-

. A Adh y 

rL w - - - t 
LAVIL -r-3 w I if F" -AMA I I IL 
Dt-.L..F JC it - E V 

c"e A oit Javis Jes aayy vi s c 6 av m avi s ow o - *r e,
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Le Retour de Themire 

source: BNw y? 275(2), LE RETOUR./ DE/ THEMIRE/ CANTATE/ 

A Voix Seule/ avec Symphonie/ COMPOSE/ PAR M D * * */ Prix 

1It 10/ AVEC PRIVILEGE DU ROI./ XT Boivin rue S 
Honor a 

la i1gle D'or/ Mr. Le Clerc rue du Roule El la Croix D'or./ 

MIle Castagnery ' a'H8tel de/ Soissons./ inventS et gravS 

par j, Robert, Grave par Mle Vand3Nme 

Instrumentation; Violin, musette, solo voice (f -g") 

bassoons and figured bass.  

Text, Author unknown, 

Themes 

[Air]: 
60j~ a-i o 

Recitative; 

1 p& e.s , iel fois par las temd res ec i os, 

Air:I Dej.ua. es a .ons iassaws ejers et evqa-res, 

Recitativ e 

T he v i- e v i e , d . "&eU e es t b e-I - le ,! 9v eles coeuys



-A1 15 A
I 7X 

H ME 
Log 

Lai r 
& F LAW

Air:

M, t1 'Z 

pg g% - 9

Air. Tou S les cajfts v -eit u-ce -Paces,

6 -~ b S

Recitative:

Themire ap-p)au-Jit Caws so" coeur, a ) hoMa3 e

Ariette:
Afr rA& itrI F

PFa -sis ~que 5a pre-sevi-ce i-spt-ve,
lvi. -~ I I I

Le iRetour de Mars 

Source: BN V m? 2750), LE RETOUR/ DE MARS./ CANTATE/ 

A VOI).X SEULE/ Et grande Simphonie./ COMPOSEE/ Par Mr.B.  

Dupuits/ Prix 2,t 8 / AVEC PRIVILEGE DU ROY/ ET APPROBATION/ 

Mr Boivin rue St Honor6 aNla Rggle D'or./ Mr Le clero rue du 

Roule al Ia Croix D'or./ Mle Castagnery a I'H tel de/ 

Soissons.! invent et grave par J. Robert, Grave par Mlle 

Vandme

574

-MAL

r r 
Gou-ter-, a Ao- -Y a - -6le 13eyge. 

11- 10 ^ dl-- --
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Instrumentation: Violins I and II, flutes, oboes, 

trumpets I and II, timpani, solo voice (c'-a") bassoons 

and figured bass.  

Text: Author unknown.  

Themes:

Prelude:

-L J9 -0-0 0 - 4- A 0 a

4 violov.  

Ute3 Qb Haut bois.  

T ow pett V..  

2q Trovnp e.  

Tivbaie.  

(a3ss Cowdnue e Bas s c#s

Lk k.
I A 

dft 

F Aff FIV Ca -1 - - I, 

Ff R-% -L.A W I Fit li f p 
I log I AL 

0, pyeviAs evi wal" tov, pCvi-ceau,- Plovic)e 1'erreuv Ja vis I a vuit'

A . Oft i i I
I~i!~q~v I II I me m * c As

LAir: GuiaI ot,5uv les a'les des vebits, La ve novn v-.

a

,I1: ro F IFII I I 

I ~ ~ d Ne~i I Fu r 
::4 I I I

eitat iive k
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A L hL 
Recitative: 11-IrPrI 

Ap es a-_voir byave m Alle ,faeux a- zarAs CouroIwV 

~ r -r 

Les Plaisirs dle L'IHimen 

Source: BN Vm? 275(4), LES PLAISIRS/ DE/ L'HIMEN/ 

CANTATE/ a deux Voix/ COMPOSES/ PAR M. J.B. DUPUITS/ Prix 

1. 16./ Avec Privilege du Roy. MT Boivin rue S Honorg a 

la R gle D'or./ M Le Clerc rue du Roule a la Croix D'or./ 

Mlle Castagnery a& I'Hotel de/ Soissons./ invents et grave 

par j, Robert. Grav par M4le Vandolme 

Instrumentation: Voices (e'-a", G-e') and f igured 

bass.  

Text: Author unknown.  

Themes: 

Recitative: W 1 log le 

F I 7 ZIQW U- i 

Eyif cvi oux -vmewi vied Je. to4lemes voeux 

Air: Q l'I est doux c e s'evi - 9 a -ev 

A', 1 I P 

6 ro Z~



Recitative: 

0,--L

Air;

p 9I

Ja ce vis, es.5: virat, le noevu quinous eI-9 -a. - 9e, 

41 - - -

IF 1 f 
Ir IPlod 1--

ioY5 9ve VA - no ir ousoPIi-C

n .-.

V

Recitative:
M6 

1"7 TA i I 1-- +4 i F Cl log U- Af V, 
vos vos -j vs es a air -

des +ei- - - 8'es -fI'a--mes

rxeu. des 1:e-n---ie 
ML

Dutartre, Jean-Baptiste 

(Late 17th-century-1749) 

A singing master, Dutartre published four collections 

of airs serieux et a boire between 1715 and 1719.132 He 

composed a work for the Comedie Italienne, "l'Amour Mutuel," 

132Robert Eitner, "Dutartre, Jean-Baptiste," Quellen
Lexikon, III (Leipzig, 1898.1904), 293.

577

DLeLL

Duo:

FFJ 
Aft

i . i I k L i L

i-- K4L -*- a
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in 1729, and is known also for a Miserere (1717), a Divert

issement sur la Paix (1714), as well as the two cantatas and 

an air for voice, flute and figured bass published in a col

lection of airs by Ballard, in 1710,133 

La Paix 

Source, y BN VM7 259, LA PAL/ CATATE/ A LA GLOIRE 

DU ROY/ AVec accompagnement de Flute et/ de Violon,/ Mis 

en Musique/ PAR MR DU TARTRE/ MAITRE DE MUSIQUE/ Prix li 

l6s/ A PARIS/ Chez L'Auteur, rue Montmoranci.! Madame Boivin, 

rue SP Honors 6 la Regle d.Or./ M le Clerc, M r{e du Roule 

a la Croix d'Or,/ Mlle Castagnerie, rue des Prouvaires, a 

la Musique Roial./ A LIO Mr Debretonne, re mercirre./ 

AVec Privilege Du Roy./ Les Paroles sont/ de Mr Giraudeau/ 

Grave par Mle Vandome 

Instrumentation: Flutes, violins, solo voice (d'-g") 

and figured bass, 

Text: M Giraudeau, 

Themes 

LPreludei:

133Frangois-Joseph F6tis, "Dutartre, Jean-Baptiste," 
Biographie Universelle, 2nd ed., III (Paris, 1873), 97.



Recitativeo 

cAin: ? i
To d iAt os lvel Ao tt ivamnvlt 

-M 

r' r~1 AS

Vaiqueu A -Avic-
Air:

de cav - v) de-so -le

I~I~ r ~

Recitative: - PV 
At i Isy pavtelp_ I a t.a 3 a Voly et

LAir iou - is vie covuct a"Vc- ti 

F45

579

0 
Ak-_ 
NW

5u -u vi -reus, e' - bri5 d'A% Y-es sa5cj3%a" -e - 5-

Maig qel Ee.\at, quhlle. Lu -wfeve! Ciel 6ciel I
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La Volupte 

Source: BN Vm? 260, LA/ VOLUPTE/ CANTATE/ A VOIX 

SEULE/ Avec accompagnement de Violons et Flutes, MISE EN 

muSIQUE/ PAR MR DU TARTRE/ Maitre de Musique/ Prix en 

blanc 3.U/ OEUVRE POSTUE/ A PARIS/ Chez VMr le Clerc rue 

du oule a la Croix d'Or./ Avec approbation et Privilege 

du Roi./ 

Instrumentation Flutes, violins, solo voice (d'-g") 

and, figured bass.  

Text: Author unknown.  

Themes: 

Laecitaivel1.d Recitative] 

Fil-le,4 v t eidye A -wot-, Chariat . Vo I up-t 

PavI e plvs oux Va-V- 5 e -nem q'A jeet d' L'-ona-6e 

LAir ].  

R ecoitat ive: 3k% -V 

s 

ai cuel Q-tet Vwna --que. ou sois-j, t anspo'-*e'? 

1 11F

Air ~J'a.p-pet-Sois 5Up sj pas E Mb1--i- Ia. w a- - -t. - '

Air A 1~ 1' 1. i i
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Recitativer 
De.j&a VA ch6akMee 4Vc.-teur )e se Ia douce vo-ewnce-, 

LAinl: Q9&ue keu- r~u5- - - -Inse I~~u 

F6vrier, Pierre 

(1715-1780)134 

F6vrier is known mostly through the frontispieces of 

his various published works. In 1734, he was a teacher of 

keyboard. instruments and lived in rue St. Honors in Paris, 

and between 1749 and 1762, served as organist for the church 

of the Jacobins in rue St. ionorg. In addition to the can

tata, he wrote at least three cantatilles, two of which are 

extant, a set of keyboard pieces, a fugue in b minor, and two 

motets.135 

Le lossignol 

Source: Cons. CD,3984, LE/ ROSSIGNOL/ CANTATE/ A VOIX 

SEULE/ POUR UN DESSUS/ QUE PEUT SE CHANTER PAR UNE HAUTE

134",Fvrier, Pierre," Seghers Dictionnaire deMusiciens 

Frangais (Paris, 1961), 

135Simone Wallon, "Fevrier, Pierre," Die Musik in 
Geschichte und Gegenwart, Vol. IV (Cassel and Basel, 1955), 

col.148.
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CONTE/ Avec Simphonie,/ DEDIEE/ A MADAME,/ LA CONTESSE 

DE LA MAR(K/ Nis en musique,/ PAR ?FEVRIERH/ Prix en blanc/ 

2O_ 8s/ Grave par Le Sr Hue/ A PARIS/ Chez {l'Autuer ru~e 

de Grenelle St Honore porte cochere proche la Pie./ Madame 

Boivin, Marchande Rue St Honors a la Re'gle d'Or./ Monsieur 

Le Clerc Marchand Rue du Roule a' la Croix d'Or,./ Madame Hue 

Xde Lingere chez m Canelle M Bontier Rue s/ Honor6 

attenant Le Palais Royal vis-a-vis le Caff6 du S Dupuis 

au 29/ AVEC PRIVILEGE DU ROI, 

Instrumentation: Flute, violin or flute, solo voice 

(e'-a") and figured bass.  

Text: Author unknown.  

Themes 

[Prelude]! 

Recitative: 
I e n ais-s - - feud - - -la-e 

A ir: sst-pioI p'tr% IqtiI I I 1-- I&-1 ~ - -9 .  

Ai :O5 i -V01 bb euey' 4ve a -t4 7a 

Recitative: 
1aMisje vo I'i sei- -ble Cl --av- - - -- - -



dII I j
5ei i- M e ei- P

I --- ,' I - 1 1 '1

I
8

Hr. Gxxx 

Aside from the initial letter of his surname, this 

composer remains anonymous.  

LeNymphes cde St Cloud 

Source: Manuscript Cons, LR6s. 1907, Les Nymphes de 

St Cloud,/ Cantate a deux voix Sgales/ Paroles et musique 

de M. G . . * 

Instrumentation: Flutes I and II, oboes I and II, horns 

I and II in A and Bb, violins I and II, violas, voices 

(d'-g", d-g") and unfigured bass.  

Text: Author unknown, 

Themes:

Prelude:

Air .

583

n I I I i I 
-- Not&.  

4,1 Wlfflq , 
11 1 IN 1 

T-n if 
dL 

[oft u 

r v ik-

Ah 
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Recitative 
5 oer a ces belles %e.- aites 

L Ic A Iest poix icla Ju tk o-ne- qu ilu P ,. .a 5p J u 
LAirI: ? e iel 

Recitative: 
Lhrittelel pla au - eeks s-r -pas-se aV 

Ar: che'- cit e vl d Tev-psi - c~o -,ce

LRec itativel] 

Que 5 etvi K A " o i-Yt Ee. u Y)e m o r elU

LAriettel: P " oQ ne 9i-pais5-se e u- Ice-
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M F L 

w i 
i i 0 

Vic g 

Va. vi e Z- Ve - %i e z- vie k a a"n 
i. i #".-- --I IL I 

i - - % fid 
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w 

Ve- - VI a Z. Ve - vi e- -z- ReL'Ye
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Gervais, Charles-Hubert 

(1671-1744) 

Gervais began as an ordinary musician for Philippe, 

Duke of Orloans (1674-1723) who later became regent for 

Louis XV (1710-1774). Gervais advanced in rank, eventually 

becoming master of Philippe's chamber music. He collaborated 

ith the Duke on at least two operas, Hypermnestre (1716), and 

Panthee (1705), which was presented in the apartments of the 

Palais-Royal.13 6 When Louis X .ascended the throne in 1723, 

Gervais became the vice-miusic master for the King's chapel.  

Along ith published works such as the opera Moduse (1697) 

and the ballet les Amours de Protge (1720), Gervais left 

136Fran gois-Joseph F6tis, "Gervias, Charles-Hubert," 
Bioaraphie Universelle, 2nd ed.,, III (Paris, 1873), 466.
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forty-five motets in manuscript. A special cantata, Pomone, 

was written to be added to les Amours de Protge.37 

Tircis 

Source: yBNvm? 210, CANTATES/ FRANQOISES,/ AVEC/ ET 

SANS SYMPHONIES,/ Par monsieur Gervais, Intendant de la 

lusique/ de S.A.R. Monseigneur le Due d'QRLEANS./ LIVRE 

PREMIER / A PARIS,/ Chez Christophe Ballard, seul Imprimeur 

du Roy pour la Musique,/ rue Saint Jean de Beauvais, au 

Mont-Parnasse ./ M.DCCXII,/ AVEC PRIVILEGE DU ROY, 

Instrumentation: Solo voice (d'-a") and figured bass, 

Text: Author unknown, 

Themes; 

Recitative, ' 

Aux o&sA" ela bu sseau, s5ous U"4 1e0la- e e' - pas, 

Air: Z chav oOy-seau.nx e ce bc-. Ca -ge, 

a*ecitative: 1aw

l 3 ?Maurice Barthel6iny, "Gervais, Charles Hubert," Die 
4usik in Geschichte und Gegenvart, Vol. IV (Cassel and Basel, 

.,oi.TI8M4.



587

& 0 ---r L ~i& I --a zz
tgl 

4 r 
Airs C'esl va - "e - we"t 9 ue 

t -A--

-P e' - cla - -+e,,

Recitative:
t O L r 

E I TA pq 1

A pe1eq-.t is pa.-*r3, que le tevurt 3'-ge

i a a A

~1 LI PV Ad p I: ~-n

Air: 7 Dans la. o-je - - -ve, Oi'a-6av-Jo" -vie.  -M - 4 - m A

Li ~1 J d 1

Arethuse 

Source: BN vm7 210 (see Gervais, Book I, page 586).  

Instrumentation: Solo voice (dl--a") and figured bass.  

Text: Author unknown.  

Themes:

Recitative: I ~ ~ -- E dI-A 

Ivi k6 e/Ae tlivse-au tbo~r-dc'-ihe 4
0b1- - ai - v

141

I -- I I Vft I '-%

I



Air t 

Reeltative:

Le jeuie. Sd-vaiw, La vo-yat sLi 

6 66 '

be -I

IIII I 

tais, que o vint cette. 'ymphe. crait: -ve,

Air:a Une -Ti.5en - -si - 6le evi -te Pvt - vain fe irazt 

(L t&

Recitative: ~~ r F # ri'r 

A -Ye -thu-se 6 evi t Ste i ;A*I[ei e y r - - e

AF 

Air: k - iez, quav"J I# A - moovous evi pyas -- e 

rjj I L 16 16~ V

588

Am 

99i
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Celimene 

Source: BN Vm7 210 (see Gervais, Book I, page 586).  

Instrumentation: Flute or violin, solo voice (dh'-.") 

and figured bass.  

Text: Author unknown.  

Themes: 

- t w NqI J R

Air: 

Recitative:

'itournelles

-A --- f Am fla~k~,dit A -viat

OF~ 

e.t i ei un %u '3I

l~IL -qq r F I

rT1 OMFMI i fS j Ii
-.. ~1 f~ 

sf~

I IL'lIALi .1 N V I I I I - I

Air: /' qw t. a-- s vie
TI fm ~ 

II Mr

Recitative.
uo .koo L 

---- r f Al 11 A I 
" es til tF -LL li I IF i i :j '-. io, R T El IF 

of AD-Iog w fog
a K F r'y v H av% 4 s vqe e f lafff-ainiW'trvaties-poor,

6

gli | |||| - - - - 1 I N IIII III W

I i # 
ckst I A - mour
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Air Btu-Ilev Auve a rdeu e'-ter - viel-le, Jevies beavuez,

L'Amour Vng 

Source: BN Vm7 210 (see Gervais, Book I, page 586).  

Instrumentation: Violin, solo voice (d'-a") and fig

ured bass,.  

Text: Author unknown.  

Themes:

Air: Petis 7- eaxdt cs Iocca - - -9es,

7*-Li 
I 1-i

A A
L I- KPiIJ I AFF L r i i 

c tet faivsL que e t-imre-PWi - le -ti v-

Air: Fac o "e. oy , I3ey - ger, et Je-sor-maps
Il~tT1 I SW

Recitative: t 

Aesi pav loi- Sy - las , Lov-sqve Ia. f ietr-e 3: - re - te.,

590

Alk 

L3z 
iL

AL 
Fj- E 

109 lot

Re citative.



K K
UL ~

ir: 't'1 C :,t meit qve lv fait s - - tart- ce

FI- ~ I II

6 6

Le Triomphede Bacchus 

source BN vm7 210 (see Gervais, Book I, page 586).  

Instrumentation: Violin, solo voice (A-e') and figured 

bass.  

Text: Author unknown.  

Themes

Air :

L L 31L WLFq IIL

Pe- 5 Orseaux, he - - - Ia51 que vya4e sovtest douxd

Recitative:

, 0-J

Aft -V- - --- M-- a 
-P 2 

13 -W W 4 1 ib -tg ir 

le - -W ___j I -j Am w

C'est , go'ac-ca-ble' Je ht; -- fes-se, flu pieJ An veux Cypre's,

C%, 4PA9 A. 11 to IW4 v Fq p i I+9F % ---Af I 
0 

oe it r Lyl

Te~~ieA~i~tque itplains ton mat t-.0
r-

ilDI-'I *t I1 [VF& 1 1 t

A
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Air:t I
A - I

Now 

i 

Fb A,

I a

I



Recitative:
is a 0 .-M-- - I n 
11 a tsuvs e 9 br, QU Ylb

-vow

/1 t i-vout- e l-o~ a 

F 1'
vwa I F wa

Telem aue 

Source: BN Vm7 210 (see Gervais, Book I, page 586).  

Instrumentation: Violins I and II, solo voice (cv-g") 

and figured bass.  

Text: Author unknown.  

Themes; 

f-Recitative#

Le 4ils ,J0- lysse mpafi - emt Jap -ptevi-ate Ce qut pouvoid

LAir1 

LAir:

Oce~ni qu~a41~ov A--a 

1&4LWAL L 
40 w qwwu

Ma~is,

Zzuzzzlt~jIL 
POO- k~mi~sQcc~

J 
I'

592

Air.

0

I

Cz

w 771 1 
g dLY

f i ^---% OV

I I



Les Ny,., - p as le - - 9- res Daicevit .ouS

6

i ecitative;
11 lAjr L I rRJIL L i I N I [ 

Asp

Que VOiS je S ciel', Te -le-maqueetev-voir,

I.I

C'est vs e igeyt tau 9 -A v co a - - c-j e 5e ve tI e vn1-t -e

K. L.~. T t L~. I WD W~ 11 

d. b4 I I 6.4 a,

A

6 s
S60

+

Recitative; r r r vr f -% F 

Mediov avu4ils J'U- 115 -5ase i i e a A ces not S,

Air ;L'Oii co Aple ev vaii s 5u% - I - - E - C

Pomone 

Vurce: B v7 155, O %O/ OUVELLE CANTATE/ AjoiatSe 

par Monsieur Gervais, ae Son Ballet des AflOURS DE PROTE, Le 

Mardy trentisme jour de Juillet 1720.

Musette,

A it

Air

AWL 

f% fj f loe

WUI

I

f I

A& a

I I
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Instrumentation: Two piccolos, flute, violins, solo 

voice (d'-a") 

Text* Author unknown.  

Themes: 

Recitative: 

Ha, U-tais de ces i ux, ces Temolts de m a V a-Yne, 

Ariette: Que les plus eauroits de AI'AVoVnw , c- cedenI auxf leu's 

Recitative: 

Pour hno - -rev u- e. fla me si bele, 

Air: Ques doux CoV-cebs! 

IL3



595

Recitative: 

Que de maox jay sovfI4els Javis viow1 eeuv cto - el -le 

Ariette: gusseauxjue V0^ deVAkuir -%- e 

Gervais, Laurent 

A professor of music and teacher of keyboard instruments 

of Lille, Gervais was a member of the Academy of that city.  

He later went to Paris, where he became a music dealer.1 33 

Along with the cantatas and cantatilles, Gervais wrote several 

airs sgrieux et a boire and a 16thode pour l'accompagnement 

du clavecin (1733).  

La House d'Amour 

Source: Cons. LD.4533 t, CANTATES/ FUANCOISES/ Avec 

et Sans Simphonie/ DEDIEES/ A MADAME/ LA PRINCESSE/ D' ISENGHIE/ 

Composees/ PAR M# GERVAIS/ M? de Musique de L'Academie de 

routen./ prix 6 Len blanc/ Gravses par 1 4le Louise Roussel/ 

LIVE PREMIER/ SE VEND A PARIS/ chez Le ST Boivin 1 $ 

Honor ai la 6RgleD' or/ AVEC PRIVILEGE DU ROY. 1727, 

138Frangois-Joseph F6tis, "Gervais, Laurent," Biographie 
Universelle, IV (Paris, 1873), 466,
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Instrumentation: Flute, solo voice (e'-a") and figured 

bass.  

Text: Author unknown.

Themes:

I do k Sh

Llecitative]*
F a * IV- f.m I As I 7 

1{etfu-j d eErlpAe Y

AL<149 - A& i .~J P 

' r I 
-] Iii 0 JAir-

I]. -L. I

recitative: Allr~iI I ::2 '

lip A. [ gm 

In I ]d 1 1 1

Air: WK h F i 9 I. h IA i i i

Amouy ta pavpiast le -- - -
Ori

ecitative
L ~ 4'

- ft ~ ~ r fIt :) ~ ~

QuIe. Ve'sope bc i scye1
r ra I 5ev)pary d la /bet-/le,

. Lip

Aff wrrr1r
Amani f 9 ve z he v o-e a --I)

1i- ct's

Air:
bbW . l I 1

7 - - ,fo or ule ESo e-5

I
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ess.Syrenes 

Source: Cons. D.4533( 2  (see Gervais, Book I, page 595).  

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.  

Themes: 

LRecitative 

Pre~s des bords re-1o m e's lue /a t is e. ce-re s , 

Air: JPUYnes he-ros a-vawt ge Ia vic-totIre.  

Recitative: 

L sy parleurs ac ce - d e IeL) -s9 eoU es pu- Aes, 

Air: ~F oos yovns viEcUei I re dov - -La 

Re citat ive: 

le5 Syyve -vwes a.. SoJ e- deleurs jroles ho-y -de
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r v ~PKPA 1
Air: Des coqia-Lies C4I - k - hia vies

I -uut r~ r I

Le Jour 

Source, Cons, D.4533 2  (see Gervais, Book I, page 595).  

Instrumentation: Viole, flute or violin I and II, solo 

voice (d'-") and figured bass.  

Text: Author unknown.  

Themes.

Recitative:
I t 11 Nif %. x I I& I 1:11 i % I ff a i i li , 

4 r W w 
Le-5 MOytelS eVl-AOV -MeS, J&VIS V-Vle- paeX

F]I I

Air:
I - Doy -v wez. vnov-beIs cv- fort~u -Ve le Seu(

ZY LI;el E1 7

I I I 6
.o.6 1

110 r I 
-Aff' ---- L- P 

R Fl 11 V 

lip lie 
-4-4

0 T 
p F 

M au Iro - ve pa- vie" f 8ovey le-;s Cieux

1 1 I c I a& i 

Air: A lstge s Ve- -vie . vas hoo -I ef-fes,

Riecitatilveo



599

Recitative:
lk A -1 K & -L uWl&l 101-1 * A F A& 

wr d9k 

8,ej aL Ju 50- a, c6lavirfirop alrAe"Ee,

Musette: L-vL-de ~3e -Se-re ui cyVa'e
t .'A J I 1 .,I I

A a +
Liii - V 1T~ : ~ 9 I~I 1lotw

24PT VevwewiLfV boS pleie..s

/"I- A

A iette:

I AM -46 

Ak MA v i 

oyseau- Vol-te - ge- a - pres oy - seaLL A .40- 1T I 
,w L WO95--JE

Les Forges de Lemnos 

Sourcea Cons. [D.4533( 2  (see GervaiS, Book I, page 595).  

Instrumentation: CViolins I and II], solo voice (G-e) 

and figured bass, 

Text: Jean-Baptiste Rousseau.  

Themes:

Prelude:

Alk A 

4 If PR 1 1 1 v Fi 
I I AOL- L dt I 

9 
I F9 1 1 

-aF 

PF

Recitativea

f. ji k I I I I 
if-Adn ut __ T M 

717, 9 1 F 
"NONE

i

A
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Davi~s ces aAM's 4a- vneox ou Vulcavi Ylud de jui 

Ta v a-lov S Ve -vus vbslv o)-Ye

I I I I w

Recitative,
C'eA acisy goe Vu cai pa arn ax Q e -

Mk mV 
Air: HI tez vous de 4 vutp e~nev U 

--Jot 1 1 f

Ak - AWN 
An m 1w I ---- f- 

1 4 m I 61 61 f r N 
--K 

r r 

s'empovie- a Je-s V L - WE S

Air

As 

Id I 

ff w bo 
I 

valmijeors 8e I a Te v -v e-., ce - Aez a- Vo- +,Ve- +.OUV-)

1--El---_____________________________________________________________________________

600

Re 01tat 17e 

Air:
k

Recitative.
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La Roze 

Source: Cons. D.4535, CANTATES/ FRANCOISES,/ DEDIEES/ 

A IONSEIGNEwUR LE DUC/ DE LUXEMBOURG/ Pain de France et 

Gouverneur de/ la Province de Normandie./ Composes/ PAR 

M2* GERVAIS DE xxx/ Gravges Par Mde Le clair./ Prix en blanc 

6. Vi/ LIVYE SECOND/ A PARIS/ Chez Le Sr Boivin, rue St honor 

a I Rgle D'or./ Le Sr Leclerc, rue du Roule e la Croix 

D'or,/ Avec PriviI1ge du Roy, 

Instrumentation: 3olo voice (e'-g") and figured bass.  

Text: Carolet.  

Themes:

Air:

m Recitative, 111 14 IT-TI -1 v F 14 
IL-Id t L 

A 

r- F 
C'Qst a6lsy que Ola lto + 5uv a +,e)iJ'Ire M u - 5e 

A. L + 

Agn W- a-F I* w RM If H H ,-x6v 4 f 01 A_&e Air Je o - v)es beau - fe z- Va t" Col- st ayl - ce
L - A F. Ia. I- m f In M WW I 

m I I I m I to 'm 
-e V LZ V rp I F.- j 

law

AL ow 
dft 

pr 

fie r r4 gq T Eju 
Or vie- - vme-4t des JaA m5 Oe Flo - v.e.0 

L . - 4 a -*
N WTI
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L IHiver 

source: Cons, LD.4535 (see Gervais, Book II, page 601).  

Intrumentation: Flute, violin, solo voice (e-bbt) and 

figured bass, 

Text: Mr ousseau.  

Themes

lowTIw -4

vosAod tI e pi ce au.%L i eme"- r PCpi5ea" - t~e.

A A IL<~ .

Plus fort cpe If M)S J le - v- e

Re c itat ive -fp AU0

as si sa fovce est L ic)ov - L a - ble.,

A ir* 
Flove

AW-i L L

vavi - - des w ii W :rous -- v -1

~J C Z I I i 

6a A or 4 
Op. a b7

PAM' Ii r :w
Le v 

J..e4 Pi'eo dt
= IAI

Air: 11

, eVzCi tat ire I

-*' -0- as . 4-o- .4f-

Uael et 4e. 6 ,
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Didon aux Champs Elisges 

Source: Cons. [D.4535 (see Gervais, Book II, page 601).  

Instrumentation: Flute, oboe, violin, viol, solo voice 

(c*-a") and figured bass, 

Text: Author unknown.  

Themes:

Prelude:

Recitative: ;H- - -

Air: s Dqe v a5 CS Av .5 bores 0Vetw

A 

OF 

-1 , --ff VA 
qw



Recitative:

Aas quel a% :a mes yeA 6a3Q pva-se,"1-te

L A& AM h 
V% I 7 i -N F P 2

Air: Van-es 6a b-res E vie.-ri-des Py.pa-rez.

L L

Recitative: E 

Arr -1 1M 1 a <I pa faL

P% 11-d--L

Air: Par- des chevmins 1Je -ieurs i'almr Walsan

ol ~ I ,

7

Le Triomphe de Bacohus 

Source: Cons. LD.4535 (see Gervais, Book II, page 601).  

Instrumentation: Flute, violin, solo voice (A-e') and 

figured bass.  

Text: Author unknown.  

Themes: 

Recitative: r-1-jP 1 1I1 r a 
r r Fs r 

hA preS a-/o'cc4 . 50MI 5e cc'vs .5aUo - a r-i-

A 4

Air:

L AL

AwqwF7 I r - PWA**Alb -3[l 
klor--7 I f I I I WOW 

OW I a F A W I A 
-LI W- - - = M- A fL, 9 wo .ff woom m 7 61*

604

&0 -le .ascw, ~e des c6ia'wr es, ba q 4lxe

Air me w I a a 
'Br IW I a It M 

" H F F2 i to IF :j R Sr L V I bpr I i - lole w r 9

A t

i I

& k L
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Simnphonie.* 

JW i ' 0 0 00 o0 I

Iecitative:

IWI# ~ rZ ~ ~ 1 V 7' F I I [VI 7 I

Air:
110 -f s de JU-pi - tev e cha-c\n

m OfI JE.,J~

recitative: 4co4W , q 1F --- i
s La itjout es5e{ 5a p eseA-ce 3 

a lif

Air:
I-vl -VI a - Cie- me wls desvs,

'Ar. r OWII I I .. I A 

Andromede et Pers~e 

Source: BN Vm? 213, Andromede et Persde./ CAntate/ a 

voix seule/ et/ Simphonie 

Instrumentation: Violins or flutes, solo voice (d'-.a") 

and figured bass.

V~L~MNLI 1 I I I I V h--I---Ii I AL Apr I-

A i Ah Ak + 
Jor 
L.P1 w -4

-I I m -3 F L I I I $E r od 
E P -4c 1-4

Ls quelk-4 Qcla-tavit vietit de- .5e at t-e- evi - tevi -o4,cq-?

- I A

I

I



Text: Author unknown.  

Themes: 

IecitativeL= 
satsie el t fovw e4 de, Cravte, Aniro - wit-de a4e4,d

Ah 

Air],w rue Is aLL - - beur,5 de MO" 
A* . 4 so A-- -- al 

IP i

Recitative 

Air

AL

FT'Ijd 9ACl 
Fj Fi 
log 109 

L e, DaA a- - - e avis C e vM o -me-%it aV,- V ve,

e-te - oe& d6e si belies Lavr-mi 
~~PZZ ZZI7~~1 - ~2 it

c-e sdr e- F 

Maes cquels pec - a - cle Ye - o --La - b le.. A JdIes .Sobs

-w IA.  

Air:Wa evire. ~a~~- ie ba~v~ p~d: iogta-cFN

606
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Ragotin2 

source Cons. D.4533(I), RAGOTIN, OU LA/ SERENADE 

BULESQUE,/ CANTATE , /avec Simphonie! /ise en Musique/ 

2A1 M GEVAIS DE Rxxx/ Gravme Par Mkl Leclair./ Le Prix 

st de 2$ /A PARIS,/ Chez {Le SrBoivin, ru St honors 

la Rgle D'or,/ Le Sr Leclerc, ru du Roule a la Croix 

D'or,! ATec Privilege du Roy, (Privilege 1732).  

Instrumentation: violins I and III, solo voice (d-F') 

and figured bass, 

Text: Author unknown.  

Themes: 

Liecitative] 
Davis Ia. WV Ile b (Lam5, cap" - - ta-Ie 

Air: pa Vos leJ e vl1 - I i'o Ce I a +-Y esteL - (A - re

Recitative, 
Vvi)ov'r vo-lt seetY e" fra~s,

Prelude 1 J 1 Il 
m& o - r~'
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L Recitative]: 

Deque la b ofesqV. -- s-ve, 

Air eleEtoc le . c ot Ia lo- Vit -:e 

Recitative: 

S tu vAewx e'pavc 9 )er oi AmaviA aux a 6is, 

Air r5' e e 5is pas ct gira4, J4 .o -5 tout plev 

,5 e-e-"e 
--

* 

Recitative: 

sy le p-bi fa+ ca vLod 

Air ov, pevI 4 Louve % nE 0'--m e 

9b
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Gomey 

Nothing is known about the life of this composer but 

Eitner lists his nisi dominus, a motet for two bass voices 

with accompaniment.139 

Borge 

Source. manuscript Cons, 'X.632(9), de H TGomey/ Borse/ 

Cantate,/ a voix seule, Sans Simphonie.  

Instrumentation: olo voice (F-c') and figured bass.  

Text: M , , 

Themes.  

Recitative: 
Dams Ies climats ia-cez ou l'Las e. qui vious lui piorte sa lyere.  

I le 9 13 r 1 Ic r 1.11]A1P1 1 1 E-- -- le Jam SO" wvaste ev"- p e orle. y- - pos 

Aic itative&

9QiamiJBcwie. aid - -9119: u kovthuA escla - - va ge.  

l39Robert Eitner, "Gomey, . ., " Quelen-Lexikon, IV (Leip
vi , l89-1904), 303.
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6fI 0 0:
J r 

Lhi o-rage. af -+%evy-
Air -vfaba a vAn d

r, -9-- rI I jI a

Recitative" 'a 15I11P 

Cest abisi qa Bove'e ex'-ioit sa 

Remcitat:ive: . 0I 

Or E F Rr 
Dahs ce womieTnt 5sUlf V VI o - #Au - a - e.  

Air Ou cou-chavi t 'A v- - o - e tout es-sct tles e vx, 

U

fto-iiiiii-wr
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Grandval, Nicolas Racot de 

(1676-1753) 

Born into a theatrical family, Grandval was a musician, 

composer, and author. Although he served as organist at'the 

church of St. Eustache, his greatest interest was in secular 

music and the theatre for which he composed a large number 

of divertissements and comic airs.140 His satirical writings 

brought him some renown; he is best known for Le vice puni, 

ou Cartouche, a satirical poem (1725)1p1 His Penchant for 

borrowing his basic material from other authors or composers 

is exemplified in his publication of a Trait6 du bon oust en 

musique which is almost a plagiarism of Lecerf de la Vieville's 

(1647-1710) Comparaison de la Musique . (1705).142  Grand

val published a book of cantatas in 1720. The six composi

tions of this book are typical of the genre. His second 

book, however, published without date after his death, con

tains six cantatas s~rieuse et comlque, of which two, Ixion 

and Les Saisons, are serious, while the remaining four, 

Gregoire, La Matro^ne i'ohese, Rien du Tout and L andre et 

Hro, form the humorous material promised by the title. The 

most famous of Grandval's parodies is that of Clerambault's 

140Qobert Wangermde, "Grandval, Nicolas Racot de," Die 
Musik in Geschichte und Geenwart, Vol. V (Cassel and Basel, 
1956T,~To. 690 

141Donald Foster, "Parodies on Cl6rambault Cantatas by 

Nicolas Grandval," Recherche, IV (1964), 122.  

142Wangerm6e, "Grandval," 2. cit., 692.
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(a.v.) phe (1729) which alters the format of the typical 

French cantata by presenting a collection of popular airs 

without recitative. The four humorous cantatas of Book II 

are similar in style to this cantata.  

La Hose 

Source: BN vm7 237, CANTA T ES/ FRAiPOISES./ A I. ET II.  

VOIX./ Compos6es/ Par MGRAKDVAL./ Livre Premier/ Gravez 

par Cl. "oussel./ Se vend 10s en blanc./ A PARIS/ Chez 

( le ST Foucault, arch. *rue s Honor6 al Ia & gle d'Or./ 

le Sr Belang6, 1Marchand Papetier ru Daufine./ la Veuve 

Ribou, sur le Quai des Augustins, a la D6 . /.., cente du 

Pont Neuf./ AVEC PRIVILEGE DU ROY. M.D.CC.X 

Instrumentation: Flute, solo voice (d'-a") and figured 

bass.  

Text: Author unknown.  

Themes

Laecitativei: 

Ve vie z. atvma-ble Ro-seemlelk J)a. ia 

LAir]: 2A ~ V-"eiz. vo e-coir.  

L ecitativel: 
2 M as Si jUVe. 1-rtS vi CQili rsi c.es bo-s



I All

d3 Jr a '~j I I m w j 1 o i 1 

E -pax -9b-7ez.
I r r 1 F

'6 6 A L 7

- vr o ; 171E f
- -AT Les qktus Vousce'Jt 4Ila vic - -oL -te,

L Impatient 

ource~ B Vm7 237 (see Grandval, Book I, page 612), 

Instrumentation: Violins I and III, solo voice (fa-b') 

and figured bass.  

Text: Author unknown.  

Themes:

CPrelude7]:

LRecitativelt

Tavi -d1s que, le ,5ovA-eji e'- - -9g1Q

A .4

613

Ai-ri:

1-1

lAi

la. Hi ph. q iLat--m e

AirJ:

I r I MUM 

1924 MAN p I Air Mow

AEr a M 
-zm --- Am -a i i a to T- - I.-- A--. P

JL I A- I a I I - wage a I - I py 

A I I Lai 461 --d I 
VW 

Ar I 

16 1, 
Arl IF 

::0; -- -- % I



LAIrI:

M e sur5.1
[L AM&s! qvels ec airs Sou-Jaie s!

Lb I - -
r7l*.W__M -L Aft d 

1w, e v I I lR IF , F F F is fL* 
74 

I IL I

lecitativel

IT

44: a

AwIs i~Y~ I

Que de vios pyaL- es Plus bei es TI

6 -T

#0 h I* 
%L I N AM IL L 
ao I OIL- I 

AL 

IN, log 4, 

4 
-%ie *ot"s pas

L~ 1I I 1I~

LAirL - K o e O - je jev"es 3ou -pivst ye

ia~Z I I ff1
1

'. I {" r [ r F 7

b 1 $ g q

i t 
I d 
I ff 13 1 

h;it z- vou5 pavesseuse- Ao-%-o V-e 

ILI LZ 

I A

Ao m V-- - -

6/14

v w qw w

Llecitative]*
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'Heur e du Berger 

source: Bnvm 7 237 (see Grandval, Book I, page 612).  

Instrumentation: Flutes, violins, solo voice (d'-g") 

and figured bass, 

Text: Author unknown.  

Themes:

I -

--
LRecitativel:

1 04 D - vr pw -.  
D %3vi 6o 4s .5owdi6r e el.5otl -- tr e- p ro e e au. tevi1Jr

A oo+ - mour qie-Les lOix sa it
LL ~ A V I I- IIw 

INl-

C iecitatiej 

A 1. k k

k K k k7 ~ ' E - ~I f n ~AIL 
ww 

IcvoyoA seve 5evl *js Ca I is -te c a - e~-e-

k L~I flot A 1 111 ALF, fl I
9 wW

Air: j
2~Lr~A 796T Ir?

A I

LRecitativel:
Sjl-I vavid I'layafa - pey ,c e 'A- - Vol a vevs e I-lk

k dL 

bd ipf A 
W, - - w U- 4 4 m Ad ga I - I I ,

Aft 

i

A

it

LL to,.

Ai 1 -
r- A -* - -1
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i 
I 

r M
Id u --F-

-]oslw V. I [Ar f

F'e I V I v -- p - FI:- Wi~ est )eke Je. cu-e e, p~our ,uv% COeLLI

Lda 

S6ur Bv 7 237 (see Grandval, Book I, page 612).  

Instrumentation Solo voice (Bb eb') and figured bass.  

Text* Author unknown, 

Themes

L-ecitativei:

Lesoovel-as des DiwA a-vozt Ua+-e--S a cee

Air: Va i queuivrd MorteIs a des Meux 4mouv-

1lecitativel A& doh m - - A I --- - A - - A& 
FA 

- I 
few., 

Qvel -specta-cle, s C4, Tye a I e uv-:s Ye vx a. v

Air:

LAir:

QoiauA ac - cevs - . va. vi

. I
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. -,% k.A L 
07%I U n

C 
Vie Jre cCy4a reLAir:

VP ~ ~ * 47

K.1I A 
P-ora c~e dLs-couvs a-o-whiA.f-ie

Air1

Couplet II: IA.Ic d P I F log.

5o*u la o-wle la plus r -
ai - wma - W

Les Saisons 

source, in7 vm7 237 (see Grandval, Book I, page 612).  

Instrumentation: Flutes, oboes, violins, solo voice 

(d'-g") and figured bass, 

Tex t: Author unknown,

- - YOV% a rus e elst per - - .  
1-"1

)VOV IOVI, vnov v,

. iL i

L.Ieci tat ive]

I
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Themes:

-A

Recitativelf:
, I VLi W

s - - Vy de- la. ai-+e,

Symphonie champetre:

I .~ IIIA~ W ~j 'hi' -

I I 17 1 
I

A lp

j ecitativel:
fl w I

!las, cen est

oe. I A Id

AIr: 7 "

-ai, csja les Begers a-mou -Vevx

- sue ces t-ves t% av 4 w les, 
I V

4WI -

Kliecitativel]
I F .  

~~4 z zi~I - L

fI 1 - I Q s e u u -~- - - - -

Mil v" L

WAfl " I 'I A. --r'0-4 j-
Be ev--9res 9W de Pi-)o -- - IeAir~

Fl - -re,

Ar...

FA4-oil, '

1 1 -7

ski -*

- 1 0 P& iff 7 9

AMD 

'Wi 4W 41 1

A a

d
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Air

- Pt LO I I I -I A ~ 
T - U

Pr 0 ez Pi 0vm, ouez-biell es a -pas.;

A1 - F 1

Sous les
ieF '-ii c oveJ e 

pr

Lie D5pt Amoureux 

Source: BN Vn7 237 (see Grandval, Book I, page 612).  

Instrumentation: Voices (d.'-g" and A-f') and figured 

bass, 

Text: Author unknown.  

Themes: 

uRecitativel 

VOQS wf n o0 ve vez pas Pkil ds as ce bo - - ca-ge.,

Air: 
L" A avfqu0 L" Mo - le, Vp ou-bIe seS eo

Air

w k

4i

T r- r I -- rj- - bNow -- Vrowve Plus e +%-c Jel - le..  do 
AOT J& 

-7-I4iwIIwIL PIT 

7Z 35f - - " 
T 4.  

I 
2,

L.Recitativel.



LRecitativei:

-11-

- p
1 Cd I Il v IFT i W . l i L 

AhlVo t tncovk5-kavice, ck-vez vous

. * *- - --r r i, j r B LAft 
Ar A-1 lk

fF 
+eH-JV-e-55t et u " e 

rw I -4-L 

I I - - I I

Airt

SL evi cxos vos -e -aA voUS etes pos4

Lnsemble:
Td- ow-pe2 +e dre Amocuv tVioA -pAez 

- Je ---

A-0en du Tout 

sourcee Bv ? 238, 1IX CANTATES/ IEUIEES E iT C OMIUE,/ 

A Voix seule/ et Simphonlie:/ OEUVRE POSTUMEI DE M GRANDVAL./ 
ti; Prix 12. / Grav6 par Labassee./ SE VEND A PARIS,/ Aux adresses 

ord iaires,/ et Ches M Lambert a cote de la Comdele fran

goise./ M Mangean rue aux Ours /AVEC PRIVILEGE DU PCI.0o 

1P3This collection begins with a reprint of Les Saisons, 
(see Vm? 237, p. 617),

620

A

9
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Instrumentation: Flutes, violins, solo voice (c-a") 

and figured bass.  

Text: [Nicolas Grandval].  

Themes:

[Recitative]:
A IL L 

I - x 
i H H 

i6h Ad lot 11614 i

A o-

n A- L7 -d"%

Recitative]:

QUOL Ces pla~ife- e.i ces e- ret s

-OMNI I.*

[A 7 L m II r 

~ : ; 2t41: rVIC
mw- I w w r T I 
L i- q ufu%-em c a- -e - - ves -se~

A

L A-avt qjv tou -jou.s 5o% - -e

r~t2~ 1'.

[Air][T Vail Ces C-uvies

(v 9C

LAir]: 

LAir]:

I I-tI f- fip

b

W

I n i I Y LAM LF It Ur _Z Mb 
I A-1-1 " me -ANIL 
Irril jq% W w *A 
I AILLf 

40

97-

Quo, lonmo'-o- o-ne. de c a ife,

Mo - .i -lue ve- so u- e

touv P --- Yel

[Air ]s A

FT
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V ecitative]:
1- u 
I APL- r'V 

Lad- a - I-P7W 
oi 

Voos Aev"evre's 9 a ce"s 4es T I A - eu t's

Recitativei:

Do - e s -- - -- amours o'rwnes -4,- .0
- I I -,od.  

A I ~ A I

I I 1 ~ I
b

Recitativel 

LRecitative] 

CRecitative]1

Al - r -T I ILIA Ar r a 

ff 1 1 31rI 

c lue-es f l es Jes ei- feys 

/1'je I k-voL, les -tellc.5 ssevli - m ev

La seueIaDeo - - - e- De rj.- vevs st mevs

I- U V 13---w 
I AWL IARF pm I 

1-4 F 41 11 1 
'Cou- r Otis

MW 

dx

I Af 
r w

fl

I A

1 11
LAi l,

01L Air]:



ge, h/epIlvi e EM cou-- -oux, .

j ecitative 

L Recitative 

,ec itative 

LAir]4

ce Ju-vi, kirt - eux

Ovi Se e sit t 'cOup pav l 

J'emlevis le cors 9qut oos ap-p - le 

rpse--vit 1-\e VOVs r 2L--h,- Ve.

sI'F se -:e 
2Aa-AeS ts -vswa

I I I I;NNW

-1F
~ I I W I A

LAir]i 

CAiri:

pazx ,

Be I o ae s-5oi saTvcev 

F6 F

623 

i;+ i ro fl, i If C7- 13 

AL13 LA rag; WMKI W, r

I

Iliecitativel: L

a -Apr 
a 

701w , -(E At 
lynti 44 lF

m- L



V ecitativel:
A+ 

v ILI I I 1 1 7 I I 4ol 

VOOuS ye - "es too- a - to v J~e vtev%- Are Iou. Vi',

LAir] Au defAi: Ja vot- e SUL- Ve vmogo 

Loandre et Hero 

Source# BN VM7 238 (see Grandval, SIX CANTATES, page 

620).  

Instrumentation: Flutes, violins, solo voice (c'-a") 

and figured bass.  

Text: LNicolas Grandval].  

Themes; 

[Recitativel:A 

OV '-coo-- es J 'stoi'e. teviare, De <ewx a- ma s 

AA L~l~rl X1 ev"- ploy IV. e. alt tr a. Des iev-"es 5 n

Pu i5 ai4-5ant a- . c.- - It - - se,-e,

624

Diecitativelo



JouI I 

Jo~ pb be

LAirl* F vive - --te ov ae-ma-ble te-drovi 

lm Lo n a

1AI 

I 
opI I

Voos f adttes Ia sot-{e Lovsqvue je avi Jo4

irPkk ii w I i y m i

De es c rueds

I T'V2
1 AL

In 

ISou LI Qe 

*-06-6

Liecitative]:
- .L , & &a 

I Add 
I A

q1ti 
T

C%-velle et c &%rwavNte a5,5a s - s C - vi e, e"s

A 1 F I F 1 t F. ...  

LRn a- -e -WvitvrL I - - lettese--c6 - pe'it 'Ar 4 r 1 t h

IAir:

625

A

Airl:
1 4

LAir
lk a t - e

V JM L fl W 

V hi" 
BE P.P

I



626

DRecitative]:

MOn coeuv es 'jue rop {e -Je., 0iL Ia belle aug yevdoux ,

Mcieu Re' - to. Me v e'ihes Vou voir cliev Le'- avi - - dre.,

IFb

j~ 2 I I I I
lAir: V Si vousy magv~es p ls ja -mi.

i.E ~AII

LAirl:

LAir,

.74 ~A F I~ 
v o

Dteu cies Vve'rs,

Ad ~ I

Sur ce ckei " sc a bveux .R - t-gewOL

LAir1 14

-I ~ - - T - I A TI

4E 1 1 1

A yeHe-o anss a tour 56 e Lait %re fovvyie' -- e.  

f.'% P M MI-

Af% 

AF LL 
1. r me 

T

LAir

aA Am
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LAin

GL 

if :I if 

vo lesl Vo - es 7- pWirs, Fouse"s moi, 
L I M 

3d- ::4-
god Ax I 

Mi i IF 4 
40L 

1 ffal F

[ Sur les41A5a a t cout a -9 o

r 6

AL L I h, 
I I 

Tow les W.V. 6-L ------ Je c ac -vies 5e e cl a - renf, [Air] 
A JL _L AL 

boom

[ArsCe55e'5'VeVASbl - - 6OV15 0e (r - CetV05 PO-moV15 

E~ir] i . '

[Air].

[Air: N-o 5oup- 9On -bawM e. v"al-- eO

4--- -iA r 
ovej es0- j7! a-"etvu



aL per eu. Le - a -Je, Ce: e' pox si bea.a

9AO _A4 a 

0 0 o vt v evvo-e et t erm-m i n e L

LAir

I Ij I k4 

'1' 1.0 IA' I r
C propte -V'ient PVc' - p -tois 5osha - weit,

-iI - As I - I 

ixiori

Source.:BI VKm 238 (see Grandval, SLX CANTATES, page 

620), 

Instrumentation: LViolinl, solo voice (c'--a") and

figured bass.  

Te[xt# Nicolas Grandvalj.  

Themes.

L. L

Recitative
I~i~ -F N 1 A F F I

628

LAiri 

Airi:

POUVI l a p vez4%. + ois la- R e "e. es E - fevs ,

9R"P - I



LAirl: A54Li - su wne~i t: e sa pe~- -i

"1 ecitativej:
Dej a. vers lvi ia De'- es-se 5a - - vavs-ce, 

65ov%--ge,, Pouuot

4L 
Alf 

bo fov 

40 r
pir-ip- -ixi 0 VI Lo V" a s e I le es t soii at - E e- vi i e,

(Recitativel: 

LRecitativel: 

LRec itative]o

14A. I I I SWI L I ---- i L I i 
I 

AL 

Plus 61RS-r-, -et e-vi - c VI e vt U-Me' -,rc, 

L fh L 
F 1. 1 -1 w w I 

lot 

e s w ot s moytel 5i c oupa- ble A sZ v al, VI

EAir 1:

629

LAirl:

.1ho I a 

T-1 b LC L i I I A 
Movi V- wl e. fut le"ffel j v, 

A..W t I 
"'MA! E 1

9
z

t2l

Pl% 

mavt t e 
Aft, I AN A AM Aft 

_X
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La Matrone d'Ephese 

Sourc_ BN Vm? 238 (see Grandval, SL YpCANTATES,page 

620).  

Instrum entation: LViolin], solo voice (d.'-g") and fig

ured bass,

ex.xt: tNicolas Grandvalf.  

Themes, 

Llecitative7"]*;9 E 30-
-A

Oybye de v o, e' - p oux ,

LAir]:

r r I

D4 -e-ve J'trno- we"+ ch e on -be,

1.9iAw.

I I 1 0 Jt4 1 - j

LAir]
WI I 1 

I [aIiJ

0 ovt, 9ue vous -tes ee!LAir] K

Fl F I L I L

Ov"-b re tou-jovVIS
9 -T-

S-vi



[Air +mt ce I6eau. vt.s a - -ie 

4cf

LAi~r h- te D'o pye"re uvi Se cn 

esvusV

LAirI: Uia u- tre wovt evi 9 a v 5-i le v - cv., FaZ50Z t aVS -SL 

W -ke-s la e -ve. Da-, c Qu'a -ve' - vous a' peo-ve.v

LAirl 
Be-Ile et chiavsave.veu-ve Vos dovy a-taLus, 

lof

631

IJIRL a

M a EX41-i

f I r- FL. i F 
iot lot I I

E n te -d an t:
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L Aer ReYe v1Oi pOIL vo tye e'.oox Mov1tOfrgvowv W.d-

LAir] Moi 6 eau. jovi aL,- 4 es giIeJeaiC-e

4"

t5i dbovC ceaute'

b

LArix

'eu- - da.-- - vtie - .  

7

[Air] 

L "& e ou-Iay -)Kfv pe outv - c rc AO

LAirI

I I UI IjF

Aft 

-416 
t i I F

i ... 60 i i m i i
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I I I I34

ceA as-pecl a. sau-vee Da-we

A, AM 

IRV 'm 
m I w 

Fj i 1 top w 

r - i i + 

VOV5 41 te 3 No"oNA VaZ" - - oP-UV- C'SA aS5e5 el 
go 15 i 

A

Ji j u-e pay v~io%, 6s -s ac, Par via 6aio- I tee-, 

1"1 I

VCeeis DeLt -mY

i I., I - -I

Air]:0 JIat- w a -6be convt 9u - -te.! Je ov pie eanffl 
RA- I

61LAir]:

[Air 

L A-r]

LAir]:
LIL

)a -x

IF; F6 F, b

7
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I I I M Y A -

favge's ce Pc - -9 eov, A a. cra-pau.-W-tue, Fa-Le.'s

r i I I I I V I

6 

I N
did;

A Ia savi Ju. deA-P44't. Faies O tai-sovn

iV~if I

11 1 ~ IM 

111111k U U U m aB ~ [I

u-va'- ue objet* e wov, a-iou- es de'ja. 9 avic jou%-,

f II 1~1

NO t- d 6y, tool~e a- V430 - -te'
- -ji- d L Alk 

f-I OAK- A a =hd -Az

VOu5 le tbouvgs 0 jo-y ? vrazynenti a-. cowimA-ue ouL.

A R - - - I hiIf

A

VAirI:

t -,;LAir

-;VCAir

A4 At + 
MAP 

I AL

qp 
In da

v

A I t

1LAIr]:

LAir]
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.I= -- I-- f

-4---

9uei c9eA5- e - me%'+,

AM 

Ir,% is Y-IeV - P O 

e ~ tl bo

[Air] _ /1ais vo c Z b~ey" uie a u- be e 

m W, 1 1:2

A 

ebs 
T 

61 a s to 

Ao

[Air]jv;Ie Luse-ceje 5vis

- Aft I4

[Air]t

[Air ];

[Air]:

per -

ff

a i L.  
AL t LdF I j 

44po

-Avi- -x 

No -Eve veu-ve avywou - - ve- v se Savis Pe vis 
Aft Aft

4m

I I I . I u avi te"s -i e 
I m m I 

Ad 

qw

t4
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Gregoire 

Source: BN Vm7 238 (see Grandval, SIX CANTATES, page 

620).  

Instrumentation: Solo voice (A-e') and figured bass.  

Text: [Nicol as Grandval].  

Themes: 

[Recitative]: 
L'autye, ou av -fo*AJ dXu c a - - ve au. Je tiou vaL

~iet .i I MOP,

[Air]: 

[Recitative]:

Tou+ es pe - 8u- 11A - mout
I.AMR

6 * f

Quel e' - soV-Atce e-s lv - veirs MVos vI 1"*5Vileux -5o +oc~e$,

[Recitative ] rot 

ILI le lid- r 
Ir v r 
PeZvle a c e 'to- 9 vem - -te plaevi Je

AAir ] 

Chi a te v e itivie, OLPOIS -s5ant 

4 T~up

E4oc of

b ?7
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L -ec itativel: 

Lrecitative]l

ays wooscu- ca - ve.au jevois I3ackus des-cevi-dire., 

A- Yes -tan1t e 4ayeirs as- sure tes es - pris,

An a 4- a . i il. , I o L r7l 41 L T i i T P f __hr 

6m 4c 1 

'Air L Mo" coevir su%- wo% v v-al rev"- pot -101- 40 
i rr IF ff 

LZ 
60000OPP"

L ecitative]

L Ai.

+t40 

A cdS wots gr'ac -eu. IqhI 5oQ a - acco pane.,

ftf -1 . I f ILA 

rd P

S; c9we9ues 4fos (a vein-JageeAf Sice- ~l;e7

I ~ r 'L...Lif'~'

Orph~e 

Source: Cons. LD.1343(5), ORPHEE,/ CATATE,/ avec Sim

phonie, /Compos6e/ PAR Mr GEAVAL./ Graveoe par M 'LouIse 

Roussel./ Prix., en blanc./ A PARIS,/ Chez {Le Sr ,BOIVIN,

F
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rue honor a' la 6gl;e D'or./ Le S LECLERCru, r d u Roule 

la Croix D'or./ Avec Privilege du Roy 1729,144 

Instrumentation: Flutes, oboes, violins, violoncello, 

tambourin, voices (d'-a", G-c') and figured bass, 

Text: [Nicolas Grandvall.  

Themes:

' I

-4 -- F-

L e ;a -vbevx clIaw*~-e lie la t %-a - C- P.

- I .I I I I aII 
IAk~V I I ~

LAriette1:
R ev, vi epeut sou-a - -- 9 a dov- IQvr g Zve pre sse,

~I~I ~ I II I I Iwu

b6

A I

1riette
9 8aI cJs1 -4

or 1 16i I $ I ~ I

This cantata is a textual and musical parody of LO N.  
C16rambault's hOrphe (see page 501). For a comparison of 
these twro o rks, see Donald Foster, "Parodies on C14reabault 
Cantatas by Nicolas Grandval," Recherche, IV (1964), 121-124,

LAir l:

416bol

ONION

A I i I I a i

I i

Or CU -te zpe -

Simphonie.

1-4



"--L '. r t v iLrf rI
Cos de ces bots cesse ..

I- - 'F I I

+ *

Air fT
121Jowl AL'' ~

PeuP'quay t a ite -cov 
1#7v -W . -& I~ide 1c~~e~

5

'AirJ 4

fIt W r I yL-' I m ,

De - cevi dovis cAr Plv-to". lraploi, le'- cevidovis cez P tov;
I & mI I lb 1 1 T -- drW _ L

mi -
19r Ad

e covnece a predrice cov---va -- ge
,aa

I A w P F 

I

A - e Ov-p - Pl e.allez. au a be

LA irJ:

639

Air:

ad I t
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I-re a "IMt amawL Se weL evi ctlemi eA Jatis I mp -1re, 

f6 b 6 6 % 6'

-r'
Apres 51isve peA N.-jiu s -

I~ILWE r21 IV Fm

6 6 p 66
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LAir] 
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AiT :

Air par wie.s PIevS,

Air]:
42 r 'r

Air:

lAir:
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..I 1 1 1 1 1.
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Al- ---f-b
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Que J a -pas a Wi a V e- - p o - yve..

e ievis expres aua

A. V - , 

-a,

AdI

A 

Air] ie C oln- e e -te p nrs Ta

LAir 
Pay -+0 vis v"0%1 s 

IA

ie SOPs tLL ~a. pou - e-t.  
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L'Air:

LAir:

11- tie
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I Alm, 
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Cha4o s a Vc-4oL- e-c a. -ta de e v" epol-te.  
Choeur: 

Guddon de Presles, Honor6-Claude 

A singer, Guddon de Presles belonged to the personnel 

of the Opera in 1722, and in a privilege dated 1723 he is 

called ordinary musician for the chamber and the chapel of 

the King. He is known for a number of airs s6rieux eta _ 

boire, the first of which appeared in 1715, and the book of 

cantatas, published in 1724.145 

Cefale 

Source: BNv m7 242, CANTATES/ FRAICOISES/ A VOIX SEULE/ 

Com.post.,es/ Par Mr GUEDON de Preles/ Ordinaire de la Miusique 

de la Chamibre et Chapelle du ioy/ Premier Livre/ Prix en 

145M arie Briquet, "Guedon de Preles (Presles), 1 Die 
.musik in Geschichte und Gerenart, Vol. V (Cassel and Basel, 
1950)7,~col~101iT~~~
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blanco 35./ Gravses par L. Hue/ Se Vend a Paris/ Ches {tLauteur 

place St Heustache au coin de la rue du four/ Le Sr Boivin rue 

St Honor a la Regle d'Or./ Avec Privilege du Roy. 1723.  

Instrumentation: Solo voice (c'-a") and figured bass.  

Tet: Author unknown.  

Themes:

A 4- . L k L 
V -AK " I I I I I: 

ON If I 
Lie At 

Ar__ jp r r PT i L 
La, viu;t J'vm vo;le o6scut. Couv-ro . F_ in -cov I Q. 3 at*t-.r

A i
-M I 

aw 
libb .
IF i

log 
Ir

Vous qui parcoure.

A40'

LRecitativel
PL 6L L L-1 11% 

J Apl--I'ATU- AL - d L _L-y i Oct! AR ?Ifv IdIR, m w 142 a I UbL Lip, kC M.  
4 1 & r I." 

M 2. 1'5 que Is -j e- ,-. o u vmev-et povie V"e aveugte- e sse-

LAF1~~~ I I V w w m 1 1 
1.1 1

i gen et +evms e 1--o-- .,

-M AV 1, 0 I

AL*, K L11 .--- -- ir I 1 A& . A A 
I L/rLdF I III 

- - 1 7 N :b 4 qw Rw 
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L 

Elle 1-1 le Doeu qui re- payi la u - m t*e

LAir]:

i i L i

LAin: 'I

owl-

'- ecitative],

cei - e PI a ve.

/00 0 Ab



L'Amour d 6voll 

Source# B jrq 7 242 (see Guedon, Book I, page 643).  

Instrumentation.* Solo voice (e'-a") and figured bass.  

Text: Jean-Baptiste Rousseau, 

themes: 

Z1WA' Lileoitatizvel: d
Me wii ~ve-pr-ocez. plu'slos les vmaux que jay fs

LAirn 

Lec itativel 

LAir :

1 1 F7 AL 0000 

V, s Une 063cur ke" Pro - v, 8e., 
r 

m vr 
3 Od 

'AT AL A-A- I a 11 -jw--- MC- --4-a.  Ki IoC L 
Aiv7s# pacloll I'A v" owr Ma;s quel 6euireu.K e"f - ;oyl op

is A- m - 1 40 + 

m MF WF is 

if S-.2f- r r t 
e ma le j owr Ved-lez quavij 1'9a- ro LAirl 

AIL 

-L-1-0jor LT-T-W -1 41 

I Lm Wr 'A 
mr od

z q

6 04 1



Recitativel.
7A Goutez, Ymoels, cJov- iez Ies he U--euK a-v aw -ta- g,

Airn: I - -vs a. e'- (e les ye y du , 

CSource: BN 2m 42 ( see Guedon, B3ook I, page 643)., 

ITnstrumaentation: LViolinjJ, flutes I and II, solo voice 

(d'-a )and f igured bass.  

LextI Author unknown, 

Themes: 

-R IN -I L -P-17T

Prelude: r * .4-i

1? OldI

LRecitati e]J
F% A lk L IL W& I a hL 146, 

Ldf I L Fn 
am rqL t r 

lw 

lisse- ef ea i'p-,so, J'une a *8euir u-I u e

K IL k . k L

L - cvai-t p r lei Co-teau. x 
a - '

I GZ I ILr ~ ~
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Ak A a L 11 dA 4

Air]:

1 11% EL I mh rwh 
73E 16 1 t I

nip 'k I.

t I k I L k L



Recitative.
A AL 

[ irhe- ce j:e vida-n Ri- va- le trop cv-velie

LAir]:

6) L +:~~~ rrI~ .
En vah, Jeues beau--e s

A I I IL I U
'7

__ 6

-rr4

La 10. 1 In
c est 4osa le e -( hos teux de s a oit--pessQ.  

L ~k, LI

Plainte;

ri ; i Id * W ~ 
? ies Ieu-,& eme V~-j oi-~-Hi'e

Guillon, Henri-Charles 

The little that is known of this composer is found on 

the frontispieces of his published works. The two cantatas 

bear the dates 1736 and 1737, and were published in Paris by 

Madame Boivin. He published several collections of instru

mental music, including a second book for flutes, musettes 

and vielles (1744) in Paris, As Roger Cotte explains, F6tis 

confuses Guillon with another composer who flourished shortly

-I P%- F, lk- & L

k i L

k

7 A

Fiecitative:
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before the French Revolution.146 Three cantatas, Le Perroquet, 

L'Harronie, and VAnus en vivacity, listed by F&tis, have not 

been located.  

CO6phale et l'aurore 

Source: BVmP 445, CEPHALE/ ET/ L'AURORE/ CANTATE/ 

A DEUX VOIX/ AVEC LA BASE CONTINUE/ Compose/ PAR M.  

GUILLON/ Maitre de Musique./ Le Prix 36 '/ Grave par Le 

S Hue/ A PARIS/ Chez M e La Veuve Bolvin Mde rae S Honor6 

a la Regle D'or./ M Le Clerc Marchand, rue du Roule a la 

Croix D'or,/ On trouve aux memes adresses, le IF Recueil 

D'airs Serieux et a boire/ Et le Second Recueil, donnee au 

Public au commencema de cette annse./ 1737,/ On trouve aussi 

la Cantate du retour d'Hebe sur la terre, du meme Auteur de 

celle ci./ 

Instrumentation: Two voices ( '-a", D-d') and figured 

bass.  

T.ext: Author unknown.  

Themes: 

LRecitativel: 

Eni Je vous e -vois favo -frabWe twimovelI-te, 

4RogerCotte, "Guillon, Henri-Charles," Die Musik in 
Geschichte und Gegenwart, Vol. V (Cassel and BaTe3, 1956), 
c =1.~~1~097~
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Le tevidre a - vovv qui
-I epr, wIF I1 1I

I -_

LRecitative]:
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LAir]:

2 -4

A,4 I I 

I I 
19 

mw 
4F 

mm 
4 4 LNWJ 

tL L a fe"J'tee &-",Iovv qui "ovs e" c6 ai -
f C7M 

g AK LA

4 '-' iecitatlvel.  L

r <r -e



650

LDuo

-p-poeVl5 0 Dteu Xa-movr,

Ap- p ends? o DjeuJa-Wvou'r, 

Le Retour d'Heb6 sur la terre 

Source; B'N vm 274, LE RETOUR/ D' BE/ SUR LA TERRE./ 

CATTATE/ A VOIX SEULE/ AlEC SIMPHOIE, / CO POSE/ PAR  
AS 

GUILLON/ Maitre de Musique./ Le Prix est de 36.! A PARIS/ 

Ch6s L'Auteur rue de la Calandre a cot de Sa int Germain le 

Vieux./ La Veuve BoivinI 4archande, rug$Saint Honor6 a la 

Regle d'or. 1736,/ Le Sr Le Clair Marchand, rug du houle a 

la Croix d'or./ On trouve aux memes dresses le Premier 

Rediueil d'Airs de cette presente annee.  

Instrumentation: Flute, violin], solo voice (d'-a") 

and figured bass, 

Text: Author unknown.  

Themes.  

Prelude: A a L



AI

Recitative 

Airl 

Recitative.
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Air: 
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Recitativelo
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Air:2 A-viu ~ a y va

I

--v

Recitative.

E
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K
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Air: votiloz.vous venAre vos a -waYns -e 

Hubineau 

Hubineau is known only for his cantata, Momus et Venus.  

Momus et Venus 

Source- B m 4? 279, I4rmus et Venus/ Cantate du Boulle
ax/ 

vard deux voix avec Simphonie/ Par ld!Hubineau Prix 3. / a 

Paris chez J'Auteur Rue Galande chez 9 Sang M' Boutonniere/ 

et aux dresses Ordinaires 

Instrumentation: I-iolini, tio voices (d -g", A-e') 

end figured bass.  

Text; Author unknown.  

Themes: 

0Duo Ra i-pa1 t5 ou les p a -shs t-a- tiseva l4 Ituos t ro 

I 7 - 0 

'A "facile" is written in by hand for the last eight 
measures before the reprise. (It does away with the triplets).
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LaGarde, Pierre de 

(1717-after 1792)148 

A singer, LaGarde made his debut at the Royal Academy 

as Anchise, in Campra's (a.v.) Hesione, in 1741. In the same 

year, he became one of the King's musicians. LaGarde wrote 

three operas for the Troupe des Petits Appartements of Madame 

de Pompadour (1721-1764) at Versailles, and in 1750, was 

named as leader of the orchestra of the Royal Academy (the 

Opera). In March, 1756, LaGarde became composer for the 

King's chamber and in the next year, music teacher for the 

King's children,14 9 in which position he served the Dauphine, 

Marie-Antoinette (1755-1793). According to Laborde, LaGarde 

was known for a number of "agreeable productions. His 

charming duos, his melodious songs will be always sung with 

pleasure by amateurs. He is, without doubt, the best in 

this genre . ... 150 

En6e et Didon 

Source: BN Rgs. Vm7 326, CANTATE/ DEDI2E/ A/ MONSEIGNEUR 

LE DUC DE NIVERNOIS.! Compos/ PAR M4 DE LAGARDE,/ Ordinaire 

de la Musique du Roy./ Grave par Joseph Renou,/ Prix 34 A 

PARIS,/ Chez (l'Auteur, rue neuve des Bons enfans vis-avis 

148He was still receiving a pension from the Opera in 
1792. His actual death date is unknown.  

149Marie Briquet, "Lagarde, Pierre," Die Musik in Ge
schichte und Gegenvart, Vol. VIII (Cassel and Basel, 1930), 
col. 70.  

15 0Jean-Benjamin Laborde, Essai sur la Musique, III 
(Paris, 1780), 421.
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I'hotel de Toulouse,/ M Boivin, rue St Honor %la Aegle 

Or! Le Clerc, rue du Roule la Croix d'Or,/ 

Instrumentation: Violins, bassoon, solo voice (B-ifA) 

and figured bass.  

iext: Duke of Nivernois.151 

T hem es:

Air : Paw la._flavwi-wiee. tou - - veds,

no

Recitative.
Irw- T

1[og mrl 1wr 
w -L.  

99 0 w 
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_4 X so 
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Recitative:

I lot*I

Ar i et t e. L R -mou ev in e-chav-teut-.
- if 1

151 Briquet, "L'argarde, Pierre," 2op. cit. , col. 71,

-o- -l.-F.illgl

el Z4

Que a is ttt Re wt iyovt u - se - cv.jour
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I
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La usette1 52 

Source: Cons. 26ss, 1328, LA bUSETTE/ CATATILLE/ 1 5 3 

Dedi6e/ A/ Madame de Villayer./ Compos6e/ PAR MA DE LAGARDE/ 

Ordinaire de la Musique du Roy./ Prix 1. 100 A PARIS,/ 

CHez {l'Auteur, rue de Richelieu vis avis la rue Villedot,/ 

Me. Boivin, rue St Honor6 a la Hgle dOr,/ AT Le Clerc, 

rue du Roule & la Croix d'Or./ Gravge/ par J. Renou 

Instrumentation: Musette, violin, bassoon, solo voice 

(c-f') and figured bass (violoncello and organ), 

Text: Author unknown.  

Themes: 

Musette: 

I ff F 

I2The title page identifies this work as a cantatille, 
and its truncated form supports this designation. The first 
page of music, however, carries the title cantate, showing 
a certain amount of ambiguity in the choice of these names.  

153This cantata exists in an incomplete modern edition 
published by Durand in Volume III of the Rameau Oeuvres Com
pletes (Paris, 18979 It was copied by alherbe, the editor, 
from 'Ns, 4N Vm? 550 ,which was part of the DeCroix gift to 
the Bibliotheque du Roi. Ms. B N Vm' 550 contains only the 
voice ind figured bass parts. The instrumental part is lack
ing probably because it was copied separately and then lost.  
Since it was in the DeCroix gift, and because DeCroix was 
an ardent collector of the works of Rameau, this work was 
considered by the editors of the iameau edition to be one 
of his compositions. (. . ,there remain Ia iusette and Diane, 
which must be admitted because of their presence in the 
DeCroix collection . . . ") The name Rameau has been added 
to the manuscript at a later date and in another hand. Girdle
stone, in his excellent work on the life and works of Rameau 
(London, Cassel & Co., 1957), p. 66, states that "La 4usette,
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Recitativeo
sous Vi de-- c - - eux
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,ecitative*
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La Senate 

Source: BN Vma 1038, LA SONATE/ CANTlATE/ mie en 

Musique/ PAR M4 DE LA GARDEJ Maitre de Musique/ Des Enfans 

de France,/ Compositeur de La Chambre. Ordinaire/ de La 

Musique du Ro,/ Grav6e par M. Venme/ Prix 39/ A PA IS/ 

Chez tL'auteur Rue de Richelieu vis a vis la Rue/ Villedot.! 
IN to Mr Bayard rue St Honorg a la 6gle d'Or./ Hr le Clerc rue 

du Roule la Croix d'Or,/ Melle Castagneri rue des Prou-.  

vaires a la Musique Royale, 

also included in the DeCroix gift, bears neither name nor 
date and is more than doubtful,"

F v 
F-7 - -- ui I - z 1 q 49 .Vpr -- -1 Al i 11 1

oym--6a-ge,

a

I
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strurnentationI Flutes, violins, solo voice (G4-f') 

and figured bass (bassoons).  

Text: Author unknown.  

Themes:

ijiecitativel0
A-lows A -mqise v tv o 1d- ai -g,

Recitative:
PassOIs j uoulou eyvu); A ma Levtche Plu-zet-te.

:~U~11' f [I I L~ 6Tdy

Must te: de voIs TiY-cis 5 'er.r I wia & A - Ee ,

11 ~ W ~I I I 
31

-' - ie-s vous pas ce ta-Ie-w., Ia, a,0a., Ia

6

Sarabande:
~~L
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11 i 1 1A 
f

de cyois voi qua4 le -te. s via. 1o-be. 5a-a-baw-de.

J~~ ~~~ F ' 1 I I 

A en 5y pa-c eS oV S +oUt 5'ex -ptr"elf

Rec itative:
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Raecitative#
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,AirI:ScPe -reS ve Vsh-t- u ore or+S 

Le Triomphe De l'Amour 

Source: BE Vma 1037, LE TRIOMPHE/ De/ L'ArOUd./ CANTATE.  

mise en Musique/ PAI Ho DE LA GARDE/ Maitre de Musique/ des 

Enfans de France./ Compositeur de la Chambre,/ & Ordinaire 

de la Musique du Roy./ Grav6e Par HMIrf Leclaire./ Prix 3. / 

A P 3IS,/ Chez tIL auteur, rue de Richelieu vis a vis la 

Fontaine./ Le ST Leclerc, rue du Loule a' la Croix D'Or./ 

Le S3 Bayard, rue $S Honor6 a la R6gle D'Or./ MlIa Castag

nery, rue des Prouvaires a la Musique Royale,/ Imprime par 

Fouc talt./ 

Instrumentation: Two Lviolins], solo voice (e'-a" ) 

and figured bass, 

Text: Author unknown.  

Themes*

L ~reludel A 

T V *w %001~V 

T==
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.Lecat tivel]
Queftouti e<e bteau. jouv, eVApVresse et cbn -.sp -ve.

LAir1:
CeI 61+-jet cIav -vwart

LRecitativel:
Mais quel chkavme iou-veau. se. piseife a vms yeux

INu-.ses daVis vbs 14v;vs coi -cevts, C6 a" -le?., Sa - a
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Venus Retrouvse 

Source- Cons. CRs. 1329xx, VENUS RETOUVEE/ CANTATE/ 

MISE EN MUSIQUE/ PAR MRI DE LAGARDE/ Ordinaire de la Musique 

du Roy et de L'academie/ Royale de iusique/ Prix 3 9/ A 

PARIS/ Chez Il'Auteur, rute de Richelieu/ Madame Boivin, ru{e 

St Honor a la Rgle d'Or! MT le Clerc, r{5e du Houle a la 

Croix d'Or, /kelle Castagneri rae des Prouvaires a la 

Musique Royale./ Gravde par Melle Vand'3re 

Instrumentation: Violins or flutes], solo voice (c'-a") 

and figured bass, 

Text: Author unknown, 

Themes 

Laecitativel: 
Fausies, NipiesgevXst , Vous cessez. vos tow%-ceir*ts 

A ir] Le amti se -va. sans Au- o -%e les Aqui- lois 

LAir: Re citative:LWW1 .  

Quel Pou -vot . t rayspote a. Tem - pe 

A||| || |||||| || | g

wo-
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Recitative:_Ell, 

7qmais je VOIS des a- iouts 6a. 4 oupe qui sempr-sse.  

La Guerre, Elisabeth Clamde Jacquet de 

(cs1664-1729) 

member of a faily of musicians, Elisabeth Claudie 

Jacquet studied organ and harpsichord with her father. She 

progressed rapidly and at about the age of five, she appears 

to have been brought to the attention of the King. Louis XIV 

(1643-1715) took a particular interest in the precocious 

child and extended his protection to her.154 M4e Jacquet 

remained.at court under the care of Madame dee ontespan 

(1640-1707) who charged herself with completing Elisabeth's 

education, The young girl, whose prodigious ability to play 

the harpsichord, to accompany singers and instrumentalists, 

and- to compose and to improvise, attracted much admiration 

and attention.1 5 5 Shortly after her marriage to Marin de la 

15 4 Andr5 Tessier, "La Guerre, Elisabeth Jacquet de," 
Grove's Dictionarj of Music and Musicians, V (London, 1954), 14.  

15' Michel Brenet, "Quatre Femm~es Musiciennes," L'Art, 
IV (October, 1894), 108.
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Guerre (1658-1704), an organist, she published her first 

book of harpsichord pieces. She wrote a few theatrical 

pieces which did not cause much comment, but it is with the 

new harpsichord pieces of 1707 that her most notable works 

began to appear. Among the first to publish French cantatas, 

Madame de la Guerre wrote tro books whose subjects were 

taken from the Scriptures and three separate cantatas based 

on the more typical mythological subjects.  

Esther 

Source: Cons. (D.6534(1), CA'TATES/ FRAN0i IES/ SUR 

DES SUJETS TIREZ DE L'ECHITURE;/ A VOIX SEULE, lT BASSE

CONTINUE;/ Partie avec Symphonie, & Partie sans Symphonie./ 

Par Iadamoiselle DE LA GUEHHE,/ LIVRE P1EMIEH,/ Contenant/ 

ESTHER, JONAS,/ LE PASSAGE DE LA HER ROUGE. SUSANNLEET 

LES VIELLARDS,/ JACOB ET RACHEL. JUDITH./ A PAIS,/ Chez 

CHRISTOPHE :BALLARD, seul Imprimeur du Roy pour la Husique, 

rue Saint Jean de Beauvais,/ au mont-Parnasse. I1.DCCVIII,/ 

AVEC PRIVILEGE DE 3A MAJESTE, 

Instrumentation: Solo voice (d'-g") and figured bass, 

Text: Author unknown, 

Themes: 

A LL 
Recitative: iJr -I ID: I I aH, 

Pair la sovenC-it- sa-ges-se rs 4t- adu-meC-e.
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ecitative.
A - L L L

L- III 

A J7 FL.  
14 '10 zlr 1r

yVr 
A ~ LdevawL -seo'iMalbre fsEdir' l i-ov

Ii k kL

9~a- cQ~

4 6h1 I AF A&!F FIfF 

171i Ia 11"A I1

Airs ,5ouvent Je ve -teie t v- i Du irove,

94 1 = ' 1,IP 1PW1 1 fI Jll-~

Le Iass1. e 1_a er rRoue 

Souwe: Cons, D.6534(') (see LaGuerre, Book I, page 

663).  

Instrumentation: Violini, solo voice (d'<') and fig

ured bass.

A ir

Air : 1 Ve_-w VC -Ve-vne2, Law a is-5s ces aI- lavves,

--Air'.1 F -I .r --I-
i

A

6, L . I -AL

i

,.Re citative ].
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Text: Author unknown.  

Themes:

Id I ~ ~J I I ~W V II N N N I

r L

Recitaive

0
V- 1-Lmm -

5

I's fa I ort Ic n . Cjel otdbtisev les 4:es,

ib - ALWMIWWW

Air -

I V 

AL __________

Sutvo plaiv - - - Jes

| ||IL l a|Va-

3- -~ 7

Ritournelle:

6

II

Recitative: 

Llec itative]*

v v ,y V KYI M oy-se J M -I'ov
4ve .;a se-sfs emi co u v-rou x

In1 
c- Lf Im i

Prelude]

to

r 
I FM v 1'r 1 1 r i I li L--6 A-d MA 

Ev 

AL 

1 #A 1 Ip t i i i i p ad A

A

h 'I AL Af+ t

J; ad - A M v 0 F- 1 tj U 
F 14 W lo4 ia 61 9qpl

i

w v

k t/h, A

c el e el q el pro- ~3e! qoet specta -cleA

7



666

Ii n' 7Z A
Le ou-Me ethkov-eu R.e gevtaws so% ame

it s

Bruit de guerre: 
i .m 11 1 m I .k

L~

Recitative:
La her, po e" o sov1 a-e'e -se -se --

iA~LJr' I I

I I I W T Ill I 

i
Air: j1 P e, -aw e1t, a. eV I. a pp s-s a- - I- --

7.41% 1 1 1 1 1I7aTJ. I

*6 'P

Jacob, et Rachel 

Source: Cons. D.6534(l) (see LaGuerre, Book I, page 

Instrumentation: Solo voice (d'-g") and figured bass.  

Text.: Author unknown.  

Themes:

V ecitative]
Pouv la jeuvie R a -ch e.l Ja - o6b ru lavit J'a - y)o oi-

Air:

1)

663)

sp * 9 ov

I I

I I k 4,A I



n EL Lk 
I ' 

la-is que serf pout RacvlA le. eu 9W Io

Air : Cru-eCv ull vj ce 

t MOO"6

Recitativre.  

Rec itative.

. - i~I U-7

Qu e I -tve as VA i-t e . uVI pe e

Air tQuam s1wusr Uv4ne douce es p .- cav-c . M iIe sol"s hous, qCt a-4 -,e;

667

F R 4 Op 
a 'goo 

41do, jr w

-tza

- W 
a A

- - chrob-ntk es ae - sitrs , ye" pavt-a-

I I I

Air:
A *

--- "RNmmd 1
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Jonas 

Source; Cons. LD.6534(i) (see LaGuerre, Book I, page 

663).  

Instrumentation: LViolinl, solo voice (d.'") and 

figured bass.  

Text;-: Author unknown.  

Themes

LPrelude]

7- ~-

iI LF IF I 1
04 r r vj v r 

JO- )aOQI de N-"iveo le.5ai9 eu ap-pe-It,

Tempest;

Air:

Recitative:
s IV C' -. l , p ik .. , -- -- -sW 

Juse~ ~.'1 0- u, ppaisez., apPae -s .

Recitative:

UL I -T w T. y w w v rL I A M 6 3 1 1 M y T i T 
od We Id 

OIL w r v E 

wmd 

UA-1 10 64 ipp I AL 
16,

u 

I 0 Aw bft 

E-Im JT,--IrL i mk M 1- r m 
wit LM I I I Aft m -pv--F

6min

A _dFr_ . I

dio 

L Asr S121 - I u- - me.. la Ave. 9'r O)M 
0- 0 Low" -*-*-a 

F9 

i F F

P%4 -0- - -#- -#-,F is a -*-L



FNr ir~l-w]~~~I I I U I~ 1

LM esurs}

IRecitativ e

'4 a Pee-vie.

les crue1s *atcofS

IF r

A A U 1 W 1I

Vi Ie -3frViet --

Kk.. L

Recitative: 

Air:

I I -% P2ft1 W m LI

No", ve p e't poiit la. su-paIe, pois-savice.

12 Ia , e fA 

0+ e I4 V )--e

Susanne 

Source: Cons, LD.6534(') (see LaGuerre, Book I, page 663)

Instrumentation: Solo voice (d'-g") and figured bass.  

Text: Author unknown.

669

oh le plai, aiew-Va

A

LAirI:

A

1 *1 r r

. t), -A k L

I

r

4

4 t 4w



Themes: 

L ecitative ~r jLi r j v

Ai r es -c vete J-v - 5 s e., Qui 5i-v / e5 A-ov 

o Iff-t --- -- m --

zecitative: IL 1 w I 
%Ila 

a 177 -m- lid P7 
04 -Iw I ----- r r I 

LQ 6e au 6 t J e .5 u -sa"y, e am it wMee""t eu%- au -

rl 

Cle- - Jet Taut vous 
w I L I I ---y 

t 3PF - I t 

I " 411"m 1 4 G

Iesur6:. -1 1 Won Aov,

b

670

It 

AdU 

------6.

A1

Ak - tAk . I k L_ k 
ALI AV 

'tit I] fi, r2 Tj I V 

I bad MW 
I F T r 

04 tpt 

16 iA ot vevit Iar-c u -,s or J uAp- at- Je vir cs-iynt' -vie

1ectat ive
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A 40 , N-i4'k
- if , 1 .01 F I A I I I __j A- I r V F. r r Air: Que la we&ie atAeuir nou5 avi - t me., uh coeull p 

6A

source: Cons,

Judith 

D.65344(l) (see LaGuerre, Book I, page 663),

Instrutentation: Violin solo voice (d -g") and fig

ured bass, 

Text: MT de la Motte.  

Theres:

Prelude

lecitative:
Tavd que deI a a ,o'12-9 uena a-

~i -v~t,

I ~IL 

La .5eu e vc -o~fe~evdU~-eAir:

lecitativel
AA A i A L L it

1 to . r fm~ 

FoM Pacet traiqu; le &Iesse. J46 1,

I di I

PONT 
jr. L m 

4m " 

to J AL I VAR n-w-

t).Jho J? -- - A, t. A, 
12 or 

1 oil WT J, - 'I ---a I .- op A 

Id %of Is I A wr w
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- - W I

I I I 1r

,-Limp 
F , W-TFF'f

I , - -j

LMesureI: e e3 ad:
47 F

I I Il

LAriette): 

LInterludel

4r-i 
le %plesi- e6 ce 

|| i iiII|| 1 ~ lli M IIM ll lIlI II o M E I I I ti ,M

la cze- es - - pu iss a nc e,

04 i 1 -1 1

L/ I W I

A *0 k K 
n-.kqw - --L I I i A 

44 IT I R x - 1 1 
rl4 Lod

e up es a-cA-ve' Q uellet.I 1 oitt.  

7VKT 1Y

Recitative, ,--I -ff. - -K Fft.F.V - -'T---1-
Coo6 6O. CO - %Ie r Cou ye. JL -. 4- 8,,

SoTmei

-- -r

Air:

T 1' 4

4f

tN 1 , 
W - LIP I 

L

IF fy i I io I

-

I

i LO

9 Klo 3 'Porl W

v I I I

a

la wait;

-- ftk -,-A i i
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Source: Cons. D6T34 23, CANTATE / ThANY9OISE$,/ SUcZ 

DES SUJETS TIEZ DE L'ECR{ITUE; A I. II. VOIX', ET BASSE

COI2UE; / Partie avec oymhonie, & artie sans Symphonie,!/ 

P~ar Madteoiselle JA UE D LA GUERRE .! LIVRE 0EQOND,/ 

Contenant! ADM JO EPH./ LE ~J TEPL KBA TI. JEPTi9'./ 

LE DLUGE, JAIK3OP./ A PARIS,/ Chez CHI TLPHE BALARD seul 

Iprirneur du Roy pour la Vusique, ruE 'ainit Jean de Beauvai,/ 

eu o ntPrnias s9 . / 1i. DQ XI./ AVEC 2?I ILEGE DE BA AAJESTZ.  

Instrumentation: '"olo voice (d'-.g") and figured bass, 

Text: M de Ia Mothe.  

Themes: 

Iecitative: 

w r 

PAriettm ieA U ff.liE' LIVRyp SE 

Cotnat AA1.JSEH/ ETE'LERBAT. ETHI 

LE ELGE, SI?,SO~l PRIS/ k~hz HRITOH BLLRD eb
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AArk e -T- Aft A 

AeitRativielo 

(Recitative: 

an, 'Eiptri sejuc -te r ove e(|.  

A ri t ej in sehanse- *a,%-e .<:.he. t Cher



n1

Air

'L LV . - F. WN116j ILI

L. CieI doie Wna~ Ib-bee a6 e1-me i a"ous

Le Teple Rebasti 

ource: ons. D.6534 2 ) (see LaGuerre, Book II, page 

673).  

Instrumentation: LViolinl, solo voice (e'-g") and fig

ured bass, 

Text* M' de la IMothe.  

Themes:

b : -'- a-
. al 0 r- ff -W 
I Ar -r -- --- t

-Ir L- Jor 

lid .d I - 1 1
Preludel: '

I I~I1' I I i 11

A .e -

An A

LAir]: ~ QlTaompe-s c.-ta --- - - - -

Recitative.
If IL & 

L AN.  

rw 

-A w LA I 11W 

40 

Au 50ir A 0 fk'*)' C e iofjv tap- pel- le.

675

11 1 An AM GOP

I

AL a



676

Aft 1 T I Ta 
Mod

Symphonie*

L.Recitative1K 
on vod eja. sot e es amtes vu- (We-S Ce T iple 

Air QueIl.eg'vesS. ea - -te.

Recitative.
A I- - I --- 0, L L 'L 1% 1% 
IJ40- 0 " a 11 1 

T _Aq lgrr"% 1) w Iml L 

Tf-r-lvr-L..- If Ac 
---Lj 

P.f r 

Mai S, C;el!,au wiil; etL Jes ces Fe^ -tes Jentevils

ce. Temple su- peY-- - be' G XDe.

RecitativeU 
CTs-sez, tste5 Ves a t ck ce vvmuve.v"VA :

rp

i F EB A

r"Was a -- --il --r7'1 06 1 - A I I a --

74 AL -.- I M, - or-

A

T

I I

v5 6 ---

IL

E-51 -ce - I "*

4-- ---- * -"0 4A a It-

I q

Air - F
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Air C'est aS-5em cest assez .c e rt des cr- aA -"esLQ CI 

Le Deluve 

Source :ConsL LD,6534( (see LaGuerre, Pook II, page 

673)0 

Instrimentationw: To voices (G-e' ,e-)g" and f figured 

bass, 

ext: lr de l ,Mothe, 

Themes

Rec Ittiv 

Air Duo:

-

0 - a w 
AL 

-IF .1 
77& 

Log I A 
F $Er r 

Ixom pui s -5-a"it jo"t le SOU410- am wx les Plov --b e-15

IL

- - I-F I

1 pro -c k - Is 1e Is -f=am-c ssevdt

I R-1 v 

Avx Movtels lie -clave- a. v e)r re, Je aire- e Irve.  
I t Aft Am 

in 

Avx M ov - te Is cl aye I e Ir re.  
J24-

-16 

mil- 
sLrl ul AR

A a a Av- I E ... +. 0 --,,Ak f

a

Me s ur e
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Recitative.  

A i

Air:

Iwo"I 
IIILLM

-I '1 'FnL.
I,' Ciel, e5+,Ce e" va "quve 'o t' m po-ve?

I I

bL An____

Recitative:

Al

Egalement

NoylCe, YaSle Va i5se atx ts p-c4be j0&r es ol- - --- eS

D, 
I AM 

al - i i i fril Ll WWI F F 0 4 1
-L I 'A lie k6 l I m I rj IF -

a 0

Sw- les modelss gpo boiveit at 5., d ie b6ablk COLAOU.x

r ~bc
p ~ s

G~e- paiAinvue-eca-as- - t- e, 

Gag Pat &K vi u- 1&a- tavi ---- ft 

.46

Jose h 

ourceCons. D.65 34(2) (see LaGuerre, Book II, page 

673).  

instrumentation: Solo voice (d'-ab") and figured bass,

Air Duo:

i A W-1 -"---4-
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Text: ,Mt de la Mothe, 

Themes: 

Air:A

%e c ita tive 

Air:

lMaA-4esse le. J -5eOA, cvaiqiez ~~ .e e 

~ 21 *. . 1~ Fi I

Dais sov coeu%-saa me.uvla -wiouv a -t ab 

a I 

(0

?ecitative:
C'en est 9aA la J- ovie. peut ie" sSv. s ov% a-vme

Air esgueL K L Ksta- N'-- , s ' L tevn l-eft an 

r-I I h I sk .1% T A
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source: Cohs, D.6534 2) (see LaGuerre, Boo , page 

673).  

Instrumentatiomn: DTo voices (e'-a", d'-g") and figured 

bass.  

Text: die la Mothe.  

Themes*

Duo.

Ak Aft d Ia Isa * 

F Or ~IJ I.. I.-J1IF1-d.-M ii 
~7~7Tf 

JapQ q re- vievit Co"'- j e e o -

a
i(0

Recitative:
Ieas gve vnaAA-i P^sanis u v~iVoeu. Vv

IL k k.

I~~~-ab I. 11'f r11
1ovta t uv sovt p eideck cavvveas,

ecitativel
I I rt I POL IL Am 

Am Aft AD I ft Adk m 

dk 7r lr u . I P w 7pr 1 ) k4 I I r- , w 
ig 14 L i I F 14 w 

r r T 

FO It Jee- Je U rvii larc6 r 9u; la- Vic - Y"e,, pf

lw

k c t L k

A ir; I
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Juste cel,pao"ieaI s. a-g e.Q(u $se Wpa. - ve.  
a i li *AN -1 l

A: 

EZZI2IIIffi -w 5

Iecitativei
QualA J t muvve et ve- Yt, Sa F;eI pus baut gie,

Air duo:

I It U I I

VOU5, ses Chp- -es C2olpa-9vies, 4sse

AILV

I

Air: i

LO-c IIp-

e- is-sovIs ovjours A aloy sou-ve- a. we.

- & L 1w

-t ' 6

Source; Cons. D.6534(2) (see LaGuerre, Book II, page 

673).  

Instrumentation: Violini, solo voice (d'-g") and fig-

ured bass,

Text: 4 d de Ia 4othe.

NIP Ak -- a -A I 
Flor- lF 

f VF 

mw . t

I I

A ir 1.
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ImoThoemes 

Symphonies

7- Samsos 9ueif 0I 9gt s I'e oy Jes PkiA- sis

og 
b f 1 -71 

+ 

Air V e5t -a" a Qu ov, es -5a wl 
I A 

L; ja I 
1W 

f 

all 
00

Recitat ive:

Vo I ave? vr& ans os v1aLsDieupLi$ssaA,

I IF L IA Ia i AL1 ' I

1 11% 
Ld do 

M42ff 1 0 1 9

&A

rl Ar ft 
-- W, W aaqle--L- 4P IF + 

EP al Ft -t 0 0 P IV Fj Rw 314 w 
T- F W---- V

A Lo

- lid I I -

-r-AOJT., -L Ak 8L F-4qf A, r TKJW Ud 
IF lu I --

E E ""%ft4 6UNWAMO &

fie citae-t ive

Tre Tireb ;e YiTy r a s wbe
A a go a aAir:I A

I
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Reci tative: _____ 0 coww IIeT]d 

Deux to 'Anmes podoieit 1W- ct. la -tavit 

Symphonie: Ne so4fe pascue cePkvple jov- is- -se d tt w"- ph.  

lRecitative

Air: r- a -, -iez. a. VIC. - c A er esIl ttu 

Semelg 

Source: B INVm7 161, Semel, L'Ile dle Delos/ Le Sommeil 

d'Ulisse/ Cantates F'rancoises/ Auquelles on a joint/ Le 

Raccommodement Comique/ Pieces mises en Musique/ Par had 

Jacquet de la Guerre/ Gravges Par H. De Baussen. Le prix en 

blanc est de 5  / A Paris/ Chez [Pierre 'Ribou archand 

Libraire quai des Augustins/ Foucault rue "S Honorg a la 

Regle d'Or./ LAuteur, Ile S Louis, au coin de la rue

Aegratiere./ Avec Privilege du Roy
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Instrumentation: Flute, violin, solo voice (d'-g") and 

figured bass1 

Text: Author unknown.  

Themes:

I IJ I I- AtA W 1 W 
ir~i~u T I FII'1 111 F

Prelud e I~ *PB fti '2 
ot I I--- Li

, 

10 

.Hecitative
Kdk FI 

IW5eAftwI ILO

Air:

-a-

Prelude]:

0 1- An-a . 1- 1 

__y -M uw I AL 

AAA? M All Ak rp PW I F i i t--- - I 
16 

Ab AL 

sk 
- TV' ir W F F 

iir w - - A i
0--- 3

5

ecitative
lk 9 - VII., --- Ab 

I p3m w 'V - AM-
qw 1 IN M 

I LLq 'F v tog 9; be lot=_'Irl t 1'r W r I Uw '
A4 S q rI- Ma s, ve I ,%ua v-to iviwLse e- pavid .- ----

'00 
Ah I CLO 

PEN VW I 4rLw AW 
T rv t 4L I fL - -I

F 

N oln v vIle evi +p vi 51 

I

A
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p. K I IOL1 r

Quel apared poynpeus. qveA spccta.ckc
I~~~~ I -I I w 

t 
LI r tjI 7 

wwV
wwjw1 o

~1P

6mr-o-

ir: QveI tv ovi-pi- P e - -

6'tlwr P 

P,?Uit+: 

~1-~-AOL

AAlo

ecitative
tol!cj5jG e - mevnt tooa coup ep <3 u

m I m L6 1 110 1 L 

W.4 
w 

Air: Loir5joe mou %- vlo us e yl c6ais 9
ldh I N.01M.  

F- I ap I m w r I I I I . I I I I 

'W F 1 1 1 i i 0 0 1 T T. f I r I a I I
46

L Isle de Dolos 

Source: BNvm7 161 (see LaGuerre, S'emeI6, page 683).  

Instrumentation: Flute, oboes, musette, violin, bass 

viol, solo voice (e'-a") and figured bass,

e esur

ik t

rl%%.. - olm- -. 000"" 1Auk.



Text,: m Danchet.  

Themes: 

IPreludelt

1 A 73 ' V V m~W* FIa.

11 ~ i I I I 

Z 6 '7 -~

Recitative
A-c - ba-e 5e 5e - jo gut dans le 5eim de

If f ' rr'~
Pour Iy les fi-les Cie 6000

II.M~mIIr I I J~m ~ , ?1i 1T1

6

Symphonie:

Air Tep-sL-cove, au Sov des "io--zet-es 

Air 1

686

Air K

Iovie.,
* E

Ak 

AL 

LP 4 
d1Z 

i F I -

-5-

A, pk I

----- T-

Ak A,.+
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inmphonie

- - te F o ve.,
1=

D ces ckavves fortuvP-

Cov- le z 

46L ~F~ q4pU 1 -07

la 5ist esse esl b avvce 

Javis utve Pa

Recitative:
..4 o 4 ---- -- & AL L

I JA r-I a -I --Q, L -11% 1 1 - I 
IAW- a a 

:1 - I 
Ld 

OT 
NOS Je5iY5 S014t C-Oy"OQZ; 5OUS C-0- Vlaissayll oynbta-go,

Les av-bres vjou- - tev%+ eurfe u dII-- I 

9w1 1 
i i - I I - I4 

1 061 TEV

Air

Reoitative

LAir tLkl

ET 

ElE

"AV--Er"

IL

A AV 
Ll Al Ld 

vie Z
7z-

--- A IkA 

Air 
Ar PhKJPT I 

r)



A . k i AS* AM 
AL 

Al 

4m

-Cou - ez Ies soas o<:.awts, d a tei -dre P 0-lo - "e -le,
--A - 6.

3
S

vt ri Elk 

T WAIF 
-%-- 4 44 Th f 
GL I f 46

Purez. toGjouv s havnui-les Jeux .
I - & LAtmW- aP0-

e Sommeil 'dUlise 

Source; BN Vn7 161 (see LaGuterre, Semel, page 683).  

Istrumentation: Flutes, violin, solo voice (d'-.") 

and figured bass.  

Text: Author unknown.  

Themes:

oimphonie:

ecitative

Ii IA IL- F L IN 1 

A rs as

Air

688

A1J4~ L

Air:

dk AIL 
I Art dIL AM 0 

F .. 1 R z w - i M 7= L-r- - 4 6="= N;w I J - - F,
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La 
pox 

pyo- ov% Ae.  S W ev. 0 - Va 
Ah - - As AM 

F M 4 1 1 V- y M-k- 9 1 

.fts 1 Is Ah. I -- A 
Ah m 

Ogg-T- 01 W-MINIC I31- 010= 

wp

400

-a AE7

Tem-peste

'Air L
Poor pe (ly'e e. 9u-e v -e sr) 

1 7 

w

se

Ar -hr
Li Ah 

v Err Ll ==doe 
r 

savl-f 
I 

m i Ve 6 evi at 
T -It ,Vr I 

t ir 
OF 

4 -j-

9-

Nos o exa, - --.. (Aw s ( ee

Nmr IT. 1 JLo- i Lis w 
T.1- go- ILkk i 

p - m 04 

A row 
6

flkt L

Ask-

ko V 
F ppr, P, I

L 
m m :4 PW I I.- I 

b I tog w j -940 
or r .. A 

e vi - ve_'vv A / u"e L'vlj vs -te, Tuyeu c 5e"pa-v,,L

Rec tatve

K L

A'ec itative
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Sommeil O' 

Recitative: 

"J cjev -a-t el 

Lejay 

Lejay is known only for his cantata, Eole.  

Eole 

Source: B, V 7im7 280, EOLE/ (ATATE FRANQOISE,/ Pour 

La Basse Taille/ avec Simphonie, DEDIE A AMOSIEUR/ BLONDEL 

D' AZAI CUl,/L ieutenant Colonel d'Infanterie, Chevalier 

de l'Ordre oyal/ et Militaire de Saint Louis./ PAfi A 

LEJAY,/ Maitre de Musique, Prix 3. / Les Parolles sont 

de Mr Ledaine,/ Gravde par Chambon.! A/ PAIS/ Ch6s {L'Auteur, 

Rue Guen-egad, aux Bains de la Seine./ de la Chevardiere 

Rue du Roule, ala Croix d'Or,/ 1 4 Lemenu, Rue du oule, e 

la Clef d'Or./ $1 Bayard, Rue Honore, i la Regle d'Or./
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Mello Castagnery, ue des Prouvaires, a' la Dusique Royale./ 

A Rouen ch6s Mr Laigle, Marchand Rue des Carmes./ Avec 

Privilege du Roy./ 

Instrumentation: Solo voice (G-f'), and figured bass 

(bass or bassoon) 

Text L Ledaine.  

Themes.

A &

Recitative: 1'.liIflAlI J 1~ I 1] I * I~V f
Davis les Iaycs spali -evx

I a4P

nc-l.Sers 2a W*ma - e-yce-ace

*- 3

io 0

qec itative: f 12 of p IL gm
E1Ie ae auss us t le fousvet souve ai

i~iwiiii F F ?W f fIn Ast
r r 

Deploye-'s vos rages de byt'se VOs
I ri ~I 1 1 

* * -t ~--~

6

I - - a

I

Air:

3

'Biecitative
1~l 121 ri -, w I I I T I V I i I Y U U 1 5 r 1

Its vo

le "

4Al w- V0 .P oion ---d

, Air 
*4, F,

A -
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Air B~1e I- I s f ev -Y~e" a'. a. ve v icea ic 

Lemaire, Louis 

(1693-4-ca.1750)156 

From the end of the 16th century through the 18th cen

tury, many musicians of this name lived in Paris and served 

the kings of France. The composer of these cantatas was a 

student of Sbastien de Brossard (.v. ) at Meaux, who later 

became a music teacher in Paris. His name was included in a 

collection of air s6rieeux et a iboirempublished by Ballard, 

in 1712. :Between 1728 and 1733, he published forty-eight 

motets, many of which were performed at the Concert spirituel, 

and between 1733 and 1750, he wrote sixty-six cantatas and 

cantatilles, most of which were heard in the Concert des 

Tuilleries.157 

Le rintemgs 

.Source: B Bvm? 243, LES QUATRE SAISON, / CAN T ATES 

FRA4C0ISES/ A une et plusieurs Voix, avec Simphonie/ & 

156Yolande de Brossard, "Lemaire, Louis," Die MYusik in 

Qeschickhte und Geenwart, Vol, VIII (C assel and Basel, 196), 
col. 599.  

1571bido
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.1 

sans SimphonIe,/ DEDIEES/ A/ onseigneur le Cote d'ARGENSON.  

Par M. Lemaire, Maitre de !usique./ LIRE' PREMIER/ Partition 

in-folio Grave,/ xPrix 8. Brochg./ A PAIlS,/ Chez L'Auteur, 

rue St Jean de Beauvais, au Cadran. Et/ H. Boivin, archand, 

rue St Honor5, 'a la Regle d'Or./ M.DQC.XX 1V ./ AVEC XPIVILEGE 

DU H ./ Grav6 par ;ue 

Instrumentation: Flutes, violins, solo voice (d'-a") 

and figured bass.  

Text: Author unknown, 

Th ees.

Recitative* I AF r L w L I

r
1

,~flE~ ~ I 1' ' f it i.:sip
y r - v r r r rI r 

Oe L'Ei-at Jpe . -tie-r, C-Jovii aux ei-e huL

tF -7.L-

AL E 1 .  

'pF

ti I 4

Recitative
I I A qL 

AS 

Z bid its 0 10, mix 

Ly-cas, Covl-+ewii- de Jovi wavie-tv" sayls C-es-5e-

Air:

Air: 4 1 "'
I

Vo - let,
okk I

I
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i h k t 
Ll Nd 

1 o IN. F3 
tic I I I )a "A 

-29-4 , w LAF UP Or wl

LAirI: .J L'A - wvo u - e stairopevv- eL ye - Ia Ta-- in v

*'~"~ - 6

A

b 5- 66

L L

Recitative: t 1~I TA I I I 2 7 LA[F L I N 

r IN I I 

fA-IoV5, )a t3ter9e- e icjuL- eA-te, A Ly -c-a5 vi-VoYNJ

L -- L ---- -

Mlusette

9!9

v 'F
I rta-se s

Recitative:

mou-Vayin-te,

Alf a --- a t a

Air:

LASI f 71 72 ~ irI [ v

5ovvetdit -b1i t6eI-ie S,~-v--,3 v.-a a. von
-. 10 &mm. Aa m1 'f 7f 7 l] F.

L'IEt e 

Source: BN Vm7 23 (see Lemaire, Book I, page 692), 

Inspr umentatiion: Flutes, violins, solo voice (d'-a") 

and figured bass,

&

I I . a

Y M7

x I ff

114

d--vie vot-ALa e% <ce
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Text: Author unknown.  

Themes: 

Reoitativef 1 
Codf"e P'aFreutr cu Dieu q ui vovs e' c at-e, ces ombira9es

A& .0 ooftft 
m Ir I m 

19 

L od Saw oe 
Alro Le temp Ae- I'a-vnou%- e.1 des JevxL$ Est la 5aZ -sovi 

-#
AN I t 

V t I 
I 

I L 
it ilmmmw;mw god 

bow-

e mp't e:

iMas, ive Vos-je 9ra"iJs 1;evv~ u -- ~ -9 c-

rt. aS-

I i. I I I1I I AL

Pv- I -sad a. -rre Ju Ciel voy

',~ bb~'~

a, I- A, AL Ah a 

F hr I " - V 0 & disk 

V-dorL Aw" --z- I I t r 

I I ffm V I 

61rd- la"

I I - A

Recoitativel

E M' , ..I.=.......

Ah w As I I I 

pop 31 i

I -TqmbL - W- "PTOPT I 

-4-4- 4aqbopqbav

Rec Itat ive
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a a 0e-it -

* a.- e 3L'Ies* Joux De g90VA~

AMA 1 -1

L'Automne 

Source: BN Vm 724) (see Lemaire, Book I, page 692).  

Instrumentation: lutes, violins, voices (A-eb', d'-g"), 

bass and bassoons, and figured bass, 

Text: Author unknown.  

Them es

. A II f I

Alb . Is^a .- a

U ~ ~ B IF digI II

Air# ir cis au pieA de sa e4-3e -- e,

[IA W ~U

A li

Recitative:
Cela- je daiIot r - V- r r I 

C64 c~s quec A-to vi ijwr le vievx 5i- le- iie,

[Ai]

Fanfare. y'e te ias ouv b cA e clattoms,de hcipel - - - -

Ad 

LZ

T

I

I
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Air: K Heu- veu as* mno " - E - -- , jusqu'a vnes -guevrs,

FJ~iI I ' r~ I ~ V71a 
6~- 6 q

tf% Ik - - -L- l

i ecitative, U 3 b - - VA& 

. I'C Iadl sap -o- che ei4h~i m Je vevi -evl?

A L Li fr.~I &- A A
A IXr ? Cane urIs 1 err-ge Cliawle 7;ameux Bu-veVUs,

L ~ J f l I L ~ L L J L L LA& *AM 

~ i , IF 

AA~

Iu-VO"S, Ou- Vovis, Iatsoy)5- voI5 

eu-vos, o"-voBs, Iu3L - voIs, aissOeIs-5nou5 

P-1 6

L * Hyver 

Source BN Vmi7 243 (see Lemaire, Book I, page 692).  

Instrimentatin: Voices (A-e, d'~g", and f-bb' 

bass viol and figured bass,

Sext: Author unknown,

0%lk

z
Duo;

I Ala 

We 44 
r El?



Themes 

Recitative:
L.

9~Ispectacle c~ia%,aii,d(- oi viout- Co - V~us,

Air it I g OIJ P t;eveps nie on que 

^. b i A J ICS

cks flt s,

& a 0 -- L . . A& --ft 
14 -1 1 IW --- Top 

OW i -- jri 

zrnsemble. Ce- le - 6VOV15 a' ja m a f."s ve%- a 5es plaZ-5 t5, 
t- f V 

A.
- - - I & a 

L 
A 

L4 fl2 

1-3r

I I w v I I y

Ve- - Vez {e"id-es A matibx, 

& 'F j"
ac- cou- vez.
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AiV:

- -A"- L.

i L- LF 
Aff FLW-

9 1 -

- 56 a . m - i

I
I IRV I

a

a -At a AL Ono m a 71 1 
T I I AL 

H F, w 
nAmp r 

al eA le Neu Je )a Fe e So Y"I 
it dL AL
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AllLes plu:S -i-b'e -Pi JeS Gue'C- -ieI5, Au- pre$ 

lot r
w-d

- 6

Mats je sevis le P- ei I se CeU-,

- a I - ~um I I Y I I I I

II 
~

- W
5

Ensemble:
Pay - tez, -

yfA

II r l i 

7..

Plez

9b T~T9Pav. -

L1 

6~

Air:
I 

IL Ll -

G A & b $$ I A-- -r 
K lit

Somme i1

Air:
I .-.

IL

L I k N

momp 6 67

A -* --

...Om
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Lescot, C. . ,. Frangois 

(ca.1720-1801?) 

A violinist and composer, Lescot was master of music 

at the cathedral of Auch from 1747 until 1764, a position 

which he later held at the cathedral of TN'antes. He appears, 

however, to have been in Paris in the latter year because 

his grand motet, Exaltabo te, Deus meus Rex, was performed 

June 21st and August 8th at the Concert spirituel, and a set 

of six caitatilles were listed in the An dAubrt of 

that year. 15 In 1769, Lescot served as a member of the first 

violin section of the orchestra of the Th6atre-Italien in 

Paris, and in 1774, he was promoted to the post of principal 

second violin. The composer of several brunets, vaudvilles 

and other light comedies for the Com6die-jItlienne, Lescot 

also composed a few sacred works, several cantatilles and 

some instrumental pieces,159 

L'Absence, & LIA_ Retour de Flore 

Source: Cons. JR6s. 1816, L'absence et le/ retour 

de Flore,/ Cantate allegorique./ Compos6e a l'occasion du 

retour/ de Madame D'Etigny dans/ la Generalit6 d'Auch, au 

mois/ de may 1759; par t Lescot;/ et mise en musique par 

le mme/ auteur, 

158"Lescot, C . . Frangois," ingyplqo6pjdie de la tusiue, 
Vol. III (Paris, 1958).  

159Eugene3orrel, "Lescot, C. , . Frangois," Die Uusik 
in Geschichte und Gegenwar, Vol, VIII (Cassel and Basel, 
1960T,~cJ ~~65o~~
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Instrumentation: Flute, oboe, violins I and II, voices 

(F#-e', G-f#, d-a', e-b' , c# -a") and figured bass,.  

Text: M Lescot.  

Themes 

4L. + 41. .. -.. .

Arie tt e

1+

Recitative:

Chorus.

AF I ~ I I '7 1 

mayllsOC'e) et Til tout pe vu

go ht.a.a
ft Ar- i le up, AV 39 As 

;04 
3f it Ir 

Kk ic ic 
o ld 1-9 le JL

ill L celeie couvroux le desth, ja- ioux I Voifev

keciel e evi ovvoux le destioia- loux 'evi - e-v vneke 

ac.  

Je ciev% CouryouA le Jesu ja-ouY '-A-e,, .  

tout J'ar-me ceotve. bhVS 

e. cdel e V' couIro l e dstiI )a - ,ou x eI-n I4 P %--

-0- -P-

vNri .vv e.

I- Aft w w -

dL AL m Ir F I i I 
I 

:F As 
pa mod 

5? 
Las gla-c-o"s k e.3 f ire - wais I e-5 VeVf-f I'Vsl p e - eU;K 

id 0 
Air[ 9F 
ib 

Rile 0 0 i T14 le ma"ft-
-0-



702

Ariette

r A& L FA6.  

I r -- 9" 
&Z w A 

chav--v4a Flo -

i F Jul 1 -1 1 L---- 1 -1 1 1 a I I I
1# 9

ec itative 

Is quet pro- Oa' a9 e' - a - - - ble, 

m I AI

C11- cI l -goiA 

Choustt: 0 1 

c tte Z- - - - leCou-l 5 

vit'svs V .- 0t ien' 

Chosus*eA 

WObi o e batsped

b
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Interlude:t dI 

[33:C

fi e-s 

I r: 

viol# 9-t au 

I b

I %I

Arlette: IT--P
I L

fIll J i m
oe e's - e c a -awe 1vn re-louyi nowvs ewt-cdia e..

''LV'LLJ-WJFV 7 
ILI' I

Minuet II.

lk ILO
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Marchand Du Uaine 

The composer of this cantata remains unidentified. 
He 

was probably a member of the musical family of that name whose 

members were in service to the Kings of France during 
the 

18th century.160 

L'enlevement d'Orithie 

Source: Mans. Cons. [X,632 8), L'enlevement d'Orithie./ 

Cantate/ de H Marchand Du Maine.  

Instrumentation: Violin], solo voice (A-e' ) and fig

ured bass.  

'Text: Author unknown.  

Themes,: 

LRecitative]: 

'inpe-tueux a-nan i: de. a- fiee Q-0 - -e 

Air; Mov Coeu vous C a V -i:o - - - - -- 

Recitative: 
Mais la. Pus ewire Amou, r f {It vvOoivS -CoUA

160 F61ix augel and Friedrich Wilhelm Riedel, "Vlarchand," 

Die Musik in Geschichte und Gegenwart, Vol. VIII (Cassel and 

Basel, 1960, col. 621.



I r r 
Secouv-ezL W1Oy, .Se couve z v" oy e -pit 

~44HI4

van g v

AirM e vt e - el-le

Recitative
A 

IMF j4--
Fq T g 
lc 

I 

F 

Pie 2vyA cje" ovA a"O

Vous hbcof-phQL - - - - -Air: tkarmaw+ vain 4 veur,
Ad -i I i I I -I -

Iecitative:
Vouswie uyeix touj ovirsA W C'evest i op Cti -g~~

Air: ;~~eUA 9, ovitov eA5 I 3e n o-tc9-t. vil ur eA C.O - -a- R- ve- e v

A ir

74-P-1 hr "4011-
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arHenriette de 

(1737-?) 

The daughter of J. de Mars (Iars le Cadet), Henriette 

attained a degree of fame as a clavecinist. She composed 

two cantatilles, Hercule et Omphale, and Les avantages du 

buveur (text by I de ]Mars), and a cantata Horoscope, which, 

according to F4tis, was reasonably successful.1
6l 

floro s e 

Source: Mans. Cons. I s. F.436, A/ Son Altesse/ 

Mademoiselle/ De Soubise/ Horoscope./ Cantate, a voix seule, 

Et Symphonic./ Musique de/ jle Demars.  

r n: Violin], solo voice (d -a") and 

figured bass.  

Text: MI rRoy, Chevalier de l'ordre de Ste Michel.  

Themes.  

Recitative.  

One dIuS -hte Picesse ojet ce. n^- -e, Ze-le, 

Ai 

Air~~~~ Le5 Ga-ces 4u~ itip e- - - - --

161Frangois Atis, "de Mars, Henriette-Louise," iorpie 

Universelle, 2nde. d., V (Paris, 1873), 465.



Recitative:
v T..  

, , a RaZ-sovi et des Ta- - Ievis, cl6Q2 Ies 6odIes w~oir-tels

FLA

Air: ?
I I I ~I J F

7 6

Recitatives 

AW4

Air: -

ILAd 

LU - 13 Ll 1 12II uo

49 + 
/1a~6,woI: iftSQS as ~b4

-C.c-~Q de ~le1A%

ii ~ 1 ~L 1 1 7Ad

i!U-Iez pa- toithe au- qvJama

C I.JJr ~
6 1 1 7-

Mongaultier, de 

This composer is known only for the two cantatas listed 

below.  

Le RHveil de Venus 

Source: BN VO? 411, LE REVEIL/ DE VENUS/ CANTATE/ 

A voix Seule Avec Simphonie/ DEDI/E/ A MADAME LA VIDAME/ 

DE VASSEE/ PAR MRS DE MONGAULTIER/ Grave par lui meme/ 

Prix 48s/ A PARIS/ Chez jL'Auteur, rAe des deux Ecus chez 

Mr Rant4 Brodeur./ Madame Boivin, rue Saint Honors a 

Regle d'Or,/ Monsieur le Clere, rfie du Roule d la Croix

708

Im

Le sex evi - Jov - loog -tevns,
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d'Or./ i ademoiselle Castagneri, rle des Prouvaires Ia 

Musique -F / AVEC PIIVILEGE DU ROY,./ Imprimn par Hebert.  

Instrumentation: Flute, violins I and II, solo voice 

(d'--g") and figured bass, 

Text: Author unknown.  

Theme s

LL
IL MJ .  

Tilot
50ucda~ - a-- 61e. fetviI- a Sle imoua3se-vWie

El I FTTAT1II

5 7
--- 66 b

Recitativef
AO, I IIt I 1I I

A Ces{ ai1-5L qu'Eviiavi-te' cJ S ipec a&ce c vjMv Cwt

Air:

-7 U ~i ip 
wI lap

i- j. Pvli Ius c as-se Au-to - -

Air:

Re --- e e Iav" Yu A V"-- - P ie 
FIF I--

VA

d

Air
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LReCitative: 

La. D'esse a Ces mots e e uv e ue pat-pie -e.  

L W 

AirI 

Le s Adie ux a I a elancolie 

Source: BN vm7 412, LE AD IEUX/ A L4A/ MEANCOLIE2/ 

CANTATL! A voix 5eule Avec $imphonie/ GRA ViE/ r~ 4. bDE 

V ONGAUiLTIR P rix 369/ A PARIv Chez { dme Bovin, rile 

Saint Lonor 5 a iRegle d'Cor./ v$i le Clerc, rie du o-lee 

a' Ia 'roix d'Or, / Mile Castagneri, r~e des Prouvaires a 

Ia Musiue Royalle/ AVEC PRIVILEGE DU ICY.! 

Instrumetation: flutes, violins, solo voice (e'-a"I) 

nd figuedL bass.  

S 7t: Author unknown.
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Themes: 

Air:A a- 6le So -- A -

ecitative V Nor

Mals quel hooble pre -v o? je pa -is

Air 
0h o v- ce or.,

F IM& 
WE

Recitative

erOiesppas

A" 

log 
E I I AV 

F 

es ire vim - ci - 6le-sj

Ail.  
A q I I w I 

Ono Air: c avi - e's ce le" - 6te"s 

0 
--F-Tako

E

VE

. hk I
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Monticlair, Michel Pignolet de 

(1666-1737) 

A member of the choir from an early age, 
Montgclair 

studied music with Jean-Baptiste Moreau 
(1656-1733), master 

of music of the cathedral of Langres. 
After having served 

in various churches of the provinces, 
he entered the service 

of the Prince de Vaudemont and traveled 
with his master to 

Italy. In 1700, Mont6clair went to Paris, 
becoming the first 

person to play double bass in the orchestra 
of the Opera, in 

1707.162 Mont6clair composed several instrumental 
works, an 

opera-ballet and an opera, and several 
vocal compositions 

for both the concert and the chamber. Among the latter are 

three books of CantatesFr p et Italiennes. . , * The 

four Italian cantatas are omitted here, 
Les Vendages, listed 

.163 

by Simone Wallon in Die jjs in Ges chte und Gegenwart,l 

appeared in a collection of cantatas 
"frangoises et itali

ennes. * 2" for the autumn of the year 1726.164 It is 

actually a version of Le Triomphe l'Amour, Book II, No. 3.  

This version was shortened by the omission 
of the second 

ariette, the following recitative, air and recitative, leav

ing only the first [air], and the final 
recitative and air.  

162Marc Pincherle, "MontAclair, Michel (Pinolet) 
de," 

Grove's Dictionary of Music and Musicians, 5th ed., V (Lon

don, 1954,, 839.  

163simone Wallon, "Monteclair, Michel," Die in 

Geshichte und Gegenwart, Vol, IX (Cassel and Basel, 1961).  

164Michel Pignolet de Montclair, "Les Vendages," Recueil 

de Cantates Frangoises et Italiennes (Amsterdam, 1726). See 

Cons. LY. 303.
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La Qortune 

Source: BY Vm? 165 (a), CANTAITES/ A VOIX SEULE/ ET AVEC 

SINFONIE/ Compos6es Par M r.nt6clair/ de l'Academie Royale 

de Musique/ PREMIER LIVRE/ jqui contient six Cantates Fran

goises/ et deux Cantates Italienes./ Les paroles des Cantates 

marques d'une/ Btoile sont de MT L. , # 0LUibauxiI65/ A 

PARIS/ Chez 1'Auteur rie du Petit Lion proche la Comedie/ 

chez un Tapissier,/ Foucaut r5e 8. Honor a' la egle dor,/ 

le Fortier de 1'0pera/ Avec Privelege du Roi/ Le prix est 

de 7. broch6 

Instrumentation-, Solo voice (e'-g') and figured bass, 

lext . 11rLi6baux.  

Themesm 

Re citat ive. !k 1 og1 

Quti est Ia. Oi-es-5se i( - ayi -- e 

L L 

Air ladoue tspe- - vai e. Des VC-cies 4ve.ujs, 

Recitative: 
SOS ses c ahand4e. L o ut '-ra-ge 

165 Inink by hand



IIii

I r Iwo,-

0 Fo tuvie pui s-sav -te, e - - -9 eecoutey nes voe ux

LIntterlude1. V 1 o rw 1 1d p- 1 p- - LV w
6 -" 6

A I k a kL

ecitativ e:
coy b e Je biwcombe rhovleue

1 rt 1 F F f 1
Wo'oibio ",ia fav-tu-"e. vo- la -----------

%Lr

Le Triomfe dc la Constance1 6 6 

Source: B RVm 7 165(a) (see Monteclair, Book I, page 

713).  

Instrumentation: Viol, solo voice (d'-g") and figured 

bass, 

xtMrLidhaux, 

16 6 A modern edition of the air "Ne cddons point a 
1'inconstance," is found in Henri Prunieres, Les Diaitres du 
Chant, II (Paris, 1925), 25-30.

Air:

714

i F P 20F

4 1

14

(OP r- F- 4F

Air:X%..L.L 6



715

emes

KPrelude I I>-LA 
-A-U

recitative
Ce fut sous es oj-meaux, qu I t .cra. C m- e

PovI n e ,T Z I A

Recitative 

Air

Aecitativet

Mais ow,Juli vaiw dep* Yecou tovis potq )a. voix 

Tirop cxamax ite f a avynvite fla.- Y" ,
3 t~ ~ ; rr ~ O I

A LL L lkk -k 

c'est ai s( cue Jes few Jow so" c est e' - -peis

IF 

71

I

I i le. i he

' 
+



Air: e ~e- do2s po a 'vi - cov-stavice.0

-I I~. nw..

La1adiine1
6 7 

Source: BN mV7 165(a) (see Monteclair, Book I, page 

713).  

Instrumentation: Solo voice (e'-.g") and figured bass,

t: Author unknown.  

ne

V U I F ~' Ir o

Air: avwifqu tour-josu-- p- e

I Vi j 1 ~ I m .09

aecitative*
La jeuwe et ba-d-lne. UG- se

Ariette0

A I L - ,I 1 k 

W'lIF_ Il 9L i. A

21i Tout Ce q t , veu' enII''a t 
-0 s +

L
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16 7 A modern edition of a recitative and aria from this 
cantata was published in Paris by Rouart, in 1913,

A 
I - V Anm, 
I OQ --mm 
t! 6 MM



Arlette:

I A 1 #6
11 iI k I -ffojpim rtI I I HI rI

L e" - Iiev checie e " 6 Ssaot:
I L T---7]W 

Fq 1 
40 

m mw

Recitative,
A~ kf i L I/

Le 5oY+de Li -se-teest cAawi a-it

I 1"' I I JI 

Or w fl r
Air*

46 6 6 i -.
'V 3 5

Le Dpjit Gengreu~x68 

Source: B ivm? 1 6 5 (a) (see Monteclair, Book I, page 

713)s 

Instrurmen1ation: Violin or flute, solo voice (d'-g")

and figured bass.  

Text: DIX Libaux, 

Themes: 
- - IL

LR citative7:

i k k A- k

PNMd 1 w--i 9 irI 

evxi us - e euxvece uts.s o ufre-L vaus qultmparjoi

717

168 
A modern edition of this cantata was published in 

Paris by Rouart, Rertoire Analytique de la VUsique Fran
oaise des origines a nos Jourg (Paris, n.d.T p. 216.

I I

I I

Im I I I I
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A JP __ f - ___ I ft -1 
w IW L 
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-byes e" - Pais, feu-il- I a -ge, 1 Air ji- A a a .  lid 
I& FLO I I t 

AIF LIAN a w I 
L lpv hL' 

A L i 

7v M 0 = 1 60 Ilecitative: fl4_" %0 -4 --; _' I'l E_ M ff - - .- .- 1;
- ~1 'Y - - i 71 I 1 d Id Id i P

7 1 C - e t sovoul s tv fatale f e

A I k ILk
I ~I 1

Douce Tia"104ullC -te

If ~ ~ S klI1' r * I - I 

~Pat sL- ble z -Ji-4'-e - v- - , 

I II T & I

Recitative: 

Air:

Ila Is cel quell & - " -

Ii m 4 I .  

Je se ms viv ve5peL-vies

iI M ' I = K1 71J V I

La Iort e Didon 

source: BN vm? 1 65(a) (see Montclair, Book I, page 

713)0 

Instrumentation: Flute or violin, solo voice (dg") 

and figmred bass,

Air: -7

g



Text; Author unknown.  

Themes:

Recitat ive#
Je qe Vtrtati SoJo plus 

Airt .0To ie-es-se

$ecitative
I t I 

Je-f-ek pourluoy luez o. ev

i To de I#vmpitre de Ilwde 

L.Ie c i tat iv e 1:z17] 
Aom, a-te - t e z. G van As DNex garje2Z. vo v

Qu ' est da" - ge - reux De .se vevdre aux voeux

0 R 
LJ

JL

-d kl a

A

Ain i
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Le Retour de .a Paix 

source: BNv m7 165(a) (see I.onteciair, Book I, page 

713).  

Itnstrumentatior: 'rumrpets, musettes, violins I and I, 

solo voice (b-a") and. figured bass.  

Text: Author unknown.  

Themes* 

fig W- -

i~ww'rJ 0 0

K ecitativel
rIAI1~I~p - 1 1 II IL

Davis Its *axa~~L&f v-5.
W 4 w-

~i i 4 ~ w m v

Air: Rbu equoy de 1&Pav ve F leyi - -

1 moo

AIb t k

Recitative i d14 

169A modern edition of this cantata, .realized by Jane 
Arger, was published by Rouart, Lerolle and Co., in Paris, 
in 1945,

I al

i

L i

Prelude.
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IL k F 1' I i .t' lp f :j
LAir]: t

r r -- d Ii r sr 
Fi -le du e e! ha-tez. vou,5Paa charyan-te

I I 0

Aii: ? ls cuel eclat sou-Jiv 
L Air

.ecitative: 

Air

t I I
A i RL PL k 16 IL 
LIU I 

An h r 

A 
Iwo 

TA m

.T 
Dis- cor- de. tes e - -f 0jt 5 voviftre .su-pe\-41V5

m - I II I 

Qut e5 J~e~-Ie~eS o~vpQ es vnQsi-testovr -4 ouir

I IF F -I
I a -II I

L'_Amour Vang6 

Source B BVm 1 6 5 (b), CANTATES/ A UNJE ET A DEU 

VOIX/ Composes/ Par '4I Monteclair/ SECOND LIVRE/ qui con

tient six Cantates Freanoises/ et une Italiene./ A PARIS/ 

Chez l'Auteur rue 3t Andr6 des Arcs,/ Porte du Bussi pres 

de la/ Comedie Francoise/ 1c e sFoucault rue St I Honorc a 

la/ Regle d'or,/ AVEC -FRIVILEGEDU ROI/ Grave par du Plessis 

Le Prix est de 7.b brochg,

a .

I I

I I
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istXrtaetatio2: Solo voice (c'-g") and figured bass, 

ext: Author unknown.  

Themes: 

Recitative: % j . . W 1WU I 

DaV s+v Wameat, voisin Des vi -ves de la sei-vic

Air: C'es* toy

AL 

a1p ~ i V 

9 Vyl Y"

1 1 1 ~ U

IAlk Aw 
UFAr 

lot_: Ts 
.t = 

AR

Qve- voi5 je quel epais viu - a. -ge,

AL a I LN" IBM
Ulm-I 

M.  

Air VOU,5 qu, tve?- em -

fe itativ e
QueIs sevis pjaiitis q vel coeut ''y sevoapas se. - s-ble

Air: DO-Tz --ez vous Uv 4eire sovia, 
If ~ E 1 It

A 40

Raeoit at1ve:
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c Ievi est 4:a I Amouest vaLic1 1Jeupi-.

Chaconne:
r T 

5o" bovi6-uv- con -Yietice ev, ce jour

ILL

AiA
rjg -, Fl

A~Lr

es renes 

S e: BN Vm 165(b (see lionteclair, Book II, page 

721), 

Instruxentation: Solo voice (d'-g") and figured bass, 

ext: Author unknown, 

Themes:

.do L I & a I...

LiHecitativei
Rk.. 116 1 L 

rr.Yiv i i ov evvm orSa co0use vaq i- bovi d.

U0,'

170A modern edition of the air "Je meurs" was included in 
Jane Arger's Les Arements etle Rhythm, published in Paris 
by Rouairt, Lerolle and Coa, in .191, p. 102.

A 

w ip i 
l F L I

v t J.w -.f ja e- c 1 T., ca, t i v e
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Recitative.
A k- & i I k A 

I All 'r IL I J 

A IMF 6-og p d i bc- r 
De -j a Je ) eur5 vo;)% o" ci - Jes

iL A t 

Air: Qutitex VO$ Y.'tes pe)Ai -b/es

A lk t L A,1 .- A -1 .9 

f V Jf ; 1 w 14, 

Imajs 0) - s -.se. s avawce ei .5o"i etieut 16" -4raihie.

if !k L iLL I LI P AP IFA 

1 lilka~o I 
I A4'T" -F I

,ecitatives t 
I Aff I A- I =,= il i t EL qw aw 

l1w 
QuelproJi-ge rou-veau d i's - si-pe- ii os air V"e S

A K k M ~ L % h 

AirI F Joel,,' LQS -~OIV5 s~it es S-e'nvPe

LRecitative] t
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Le Tr i om phe de 1' I r,171 

Source: .BN Vm? 165( (see . onteclair, Book II, pa 

721), 

Instrumentation: Solo voice (f-b') and f igured bass,

Te~xta:Author unknown.  

Themes:

-IMF- -7- L T Ti

lAirl 14evreux ha6tavs des e-tva.-tes
r t -W d .

iec tative
C ais (*lue. BaCAwS 5s1ex py-e

a.a -e3 -0--L

Ariette .

4I PTI a f a I L 1 1I II I 

I wv N 11 E

tout cede a ta. puts-sayi-ce.

i~1L --i I fI i I 1- i i T 1.r'~

Recitative,
4L -f- -4L, --I 47 -f.p F rF, 

Em 9 r -f i- -p ble X 
13achv.s a ce "ouvel ou - tva - ge

1 7 1 A shortened version called Les Vendages is in Cons.  
'.303. Tt consists of the first air the last recitative 

and the finQl air (see Montdclair, page 712),

A moo%,-A)-mout,
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-a-+ AL

Quad ovi ir---t e. IA- mwit),0" e- pou-ve sa vegeiamce

4L A4

U ecitative ~,4i ri

La Iouv sa-ishf de I'o--ma-je.

jo I I.- *.0- *- f-4 1-- * -ft- --- -o

A~r? ~ Ch c Ia bou-te~1e. IBu-veuys /leu- 
Air0 -

if A Ad1
6 

Pan et Sirinx1 7 2

Source: BN Vmn 1 6 5 (b) (see Monteclair, Book II, page 

721).  

Instrumentation: Oboe or flute, violin, solo voice

(c-~g") and figured bass, 

Text: Author unknown* 

T hem es

LI L +

iecittive

Dans ta owisa-4e. Rca. - -- e

r~~ t m-r

19

Air:

si-ovi brlIod par ces a- pas,

172A modern edition of this cantata was published in 
Paris by Rouart, R1pertoire Analytique de la MusiQue Fran~ 

Aoise des origines a' nos jours (aris, n.d.T~ 4p,216.

ofO P 
F M I M

w

A&

T

Alp

,&,& 46 .46 *



leo itat ivet , a y1A U I I - 12iM 

S'Ti 4ruit Ile l cl a~e De. Ia. c. aste Di- an -e

ce d-se e fi-uet

ff 

Arcvvvse ifl Jo vnpt a - e 

bL rI~ 'I- I

Interlude].  

Recitative6

A 01*A &.oai- -a 
IP ' W U F 1 W V I I FI i 

OT voile 5eu1 

F7L ~ w a I II 

C LASIve jJ6Yovoi+ le soW1!Iet des wo" Aa -9e 5

727

LAO AL 

12 
oil11 A 

le lot I 

La De - es-s 
Ain moos a-pel- le- Le cot, sowmeassev"bi,0"s bovs 

W- I F m - I F 
-fl, 

I I 
%I GL i I* I - I r-

o

A

AlAk 

id I 

La 6eauA e" pet) JLt - 6le L 2-vi -quit 
F A& AL 

I rr 
M J 

kop"

leLAir]



A 1' ~ i
I. Ik in " j

r r r , r 
Deja Sii pa ouoi t1 -'. - va H-.

Res -- tes plav-tifrs de ob - -jet

- I r. a - I TI

Amourtu VI'as qve des a vis,

I ~lL k a

L'Enlevement d'Orithie 

Source; fB aVM7 
165 (b) (see Monteclair, Book II, page 

721), 

_Instrumentation: Violin, solo voice (A-e') and figured 

bass.  

Text: Author unknown, 

Themes:

Recitative:
L'petLtJx Bot' e pris des plus Ibeaux e

7 28

Ar:

--. OWL lo

que a - - 4 - - t.

ap

a 1,19,

Eic it at ive t
7 1

Air:al
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I 
iiI 

L~ir1~ ~ S~r-eTroyi"ez ve~ts vr~evx, 
Ef 1

I it W et dc.La iait ces iev-s 5vavi des atvs, 

Bore'e a -loes.,cavis udi

I- a . k 4k- 4L 
Ek H 

TP 
a I OL--l 

Air: 
E 

Veyt us a prouve .5ovi aLt -Jace VAv"ouc4iLi:r'tovA0evses Toeux, 

IW P11 WSW 

A ir
__U w 

f 4 

Air de violon: 

I C- c

Que lebr llatle cou%' vers la Tvace s a- --*- e.s - .e

Recitative: 

Rec itat1iv o

ei tat ive



Fa-vo -'va-bk .traisport 

0 1m

heV-'reV) ewipoAe -VIpt,4 

#W b4

Pyrame et Thisb6 

Source: B Vm? 1 6 5 (b) (see 14onteclair, Book II, page 

721)0 

Instrumentation: Flute, violin (or viol), three voices 

(d'-g", e-b, A-e') and figured bass.  

Text: Author unknown.  

Themes: 

Aecitative: 
Davs les upevbe5 uis 9Uavlu i ves de ' - p6i&-te.

Airuelen tn CQ-pNi-< e #r- ---- I- '4 k #Air 1- V A

iecitativ 

Ariette:

0 Pi- avn,OThis -be', qUe dei n est Ie

r + 
Aft IL + Ak 00 Alk as -10- - A ' * 4Lo 
VF I ow JIM Liq f I wr I I to -2 -T-U-M* 

Evi vain vvi coeu%- bievi e-vi a - ym e m 6t-a.,se Je 5es f oev x 
.1 11. An A 

--W- ow a. V

pit rr 19Z

730

e

~~~~~

v 0.

!V 2 -OM WE 0 F irl
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? Q ve v nsQu e solvt pouirvios c oe r.5

QuelI 5t 0O1JfrnO5 -'Coeuv-s.
7w I A. 1

ecitative: 9 1 1 - rft Aft Ii r

Ariette:

lecitativet
_%* V..A -0- .

r~Ip r~ ~i j~, ~ I I. rr L I I. 1 i

Nos amavifs sovitheuveu x

que IAvuouv.

Je sov-iv Tescla - - va -ca.

yst M al

7911k Of

Recitative4

Duo.
4

LX hI.~ i 1 l4 b V. 1 I a1 . 1. I-4 r 3 -u 

Dieux, ee veuo f0;5, COY) Sev- Ve Z.tad ap t

ow qw 

la lb

16

A: It9 1 w v 
LF 

l ie If 1- pr 1 1
8avigeV-euox !

1 46Alk

Te "Ave A mouv Doet acy

Air:
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-a- @' . :V t 0 a ! i i F 1. W-- I L I 

y 19 i I 

au -t h eu e- vvi 
mow4 

OT

Im 

4-ta-le a vne 
d lie 

I F I 

6

Air:

Recitative,
V~~ 0 0 , -,w %#

,OIL i-

LAir]1
(ti Tv Mejts wto~ ~i~r Py- -ca.- - We.  

I 00 w 
.LLP77 I 17

Ly VF I I Lm N'- -I-r 

&f~-m~e J ull ve - qaj que i'a"t. -seui a - v V- e

Duo: Dieu 'a;mouv quelle vic-toi- e Tv toi"phes d La. w t t 

Les Delices Champestres 

Source: B. 7Vm 165(C) CANTATES/ A UNE, ET A DEUX 

VOIX/ AVEC SIMPHONIE/ Composses/ Par IT 'onteclair./ 

TOIIEE LIVRE/ qui content huit Cantates Frangoises,!

ilec itative*

A ik 

IL I j
TA 4

Pouv V401
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et une Cantaete Italienne., DEDIE/ A MADAME LA DUCHESS 

DE DURAS/ A PARIS,/ Chez {L'Auteur/ Le S Boivin Marchand/ 

rue St Honor/ ' la Regle d'or/ AVEC PRIILEGE DU ROY/ 

Grevde par L. Ae L17281 7 3 prix 9.  

Instrumentation: Two voices (e-g' , g-b' ) and figured 

bass, 

Text: M Dejan.  

Themes:

fecitative.
L 

W [Ca m m - m v 

:1 , 11 
X. rr_ 

Dams ces dimats 6 em ve, ux

LDuo

, jov des vm u- s e-. - -tas, 

wi ago 
. SO i cks lau-%ois,

Recitative:
ON + r -*- -,o- -- p + *- -o

H F i 73r 
LA I W 

16 

Les Roc erv at- t avi - - ti;S a. vi o5 te"dres ac -c-evi ts

4--+* I- 4L- a 4L - 4L- 4V-1E~.1 ~ I F I 

r0'vi us "o,5ev - c a-nt e.5 a. 1qv~eu%- covAevite Nor avdemsde -s 5i

6

Duol

173In -pencil,
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L'Heureux Moment 

Source: BN vm7 165(o) (see Monteclair, Book III, page 

732).  

Instrumentation: Solo voice (e'-g") and figured bass.  

Text: Author unknown.  

Themes

AJJ~ . k

E p~ -e s p s w o - 1s d - ib dL P -111-., 

wU y 

Ep- Vs Jepus I ovi- temsps des at-boatfsJe Tht - "i

A +
I I V if If* I I uA& J ' r

A ir: Tk i- - v iv,-p- -se- w~e 3ve5

A'AN

it

decitativei
tlals!qu; peut de -moot- beaver leshtvafs vatv-queu-s

Air: 14

I ~ ~~~~~ mlL ~ & 7 15 , I 
= 1 ai 1 Ii -v -- Fm IA

Un toeuv qu'A mour vevt em a.-mev seflatteevivainmje se def - &fey,-d re
11 L - -

recitative:
Ta"4cis vcl a. (3evcjeve ~ a 5ayat ssad e a - e v

Lllec itative]:

i

-I



735

Air1

'in 5 ' 7 I
E vatv i vine beavu ye- beI-e

F M-ill -

Ariane et Bachus 

Source3h B Vi?165() (see Monteclair, Book III, page 

732).  

Instrumentation: Flute, violin, bass viol, solo voice 

(d'-g") and f igu-.red bass.  

Text: Author unknown.  

Themes, 

'Recitative: It]0" All 

A- .- eI q &:e e l:o - -it a v ,- The --. t'-e, 

p as cro-. qu leN wo - tu-veTuvisth-14at 

mT

LRecitative] fluinwp rr 'JK I F% L F 

I ~ lk! a~~swioi k-ss -oii, l.5e1biebi 9qvi vm e Yes - e.
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iA'

Airi: j

I, 'L~~ I

I An 

SL 
- I I 

0 di 
fi-p - r w

ir: ?I Re gnez a-do - -ra-be wio'-tel-le.,

I F' r

i I

ecitative:

AU'

'A vnoure .P)us ouc.

+ it+ to

LAWI V I A 1 I L

Air: s vos a s-msb sevi (euvs cIa es,

JF

Sur u Arbrisseau 

Source BN Vm 7 165(o) (see MontecIair, Book III, page 

732).  

Instrumentation: Solo voice (e'-a") and figured bass, 

Te:,*Mr Rousseau (j. B.O)

ri r 
Mai$, quel D;eu fa k -'remit les OVI - aes

&K- .,..I

A 4 - -

A k a

.A
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Themes: 

Recitativel
A L 

if I --- - 11 a, 
I AVI- J& 

LIZ a a 

ue A teAdire 4 ir 6 t; sseaL,, 1'e-sp o iv. Je ce Yev -ger,

kt 

19d I f i r I. T Ii LElI111

Air: f~eIajeuvie A - m o -

V -,1-41 w

so e . Peve de la via-tu-ve,
_Ariette 7

i-u-;--- VU i la

Air

V

L 1 ~ 1 4 i or 7wrI 

krL

~1I I P 1

Les ien doJ0 + u ptevs t a. coUy5e.,

k

0 Air .
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La Bergere 

Source* B v n? 165(o) (see ionteclair, Book III, page 

732)11 

Instrumuentationm Flute, violin, solo voice (d.'-a") 

and figured bass, 

Text: Author unknown.  

Themes:

RJfL E U ~ I~ J

itufk wo-veI-t

- p.  
A1 

I

.I w

i

I

ecitative*
A m=- Vm A ift i

Lo; des yeux Je Tiv.-s.s al-lovns vevser

Ak 
mw I pmmw 1 11 16 VAL 

A o to 

ic 13- boo* L- 7 a 
BPI I LV' l1w w

Air:

U. I

moo
Na s, 5ur cet-te pa-s - - -ble. v ve.

0 # .......... qo- -- %-

des pleuvs,

Ar w 

k 91- mv I F) I V '- A!:: I I A I

a I .

Aid 

AL w sy -

( I

PF I r v A w 
ve c e v n ou Me et Q -nt

a

5 
f

I.Air]

Somm e iI.-#l
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Tiras et Climene 

oure: BN 7V 765(o) (see Monteclair, Book III, page 

732).  

Instrtuzentation: Flute, violin, two voices (d'-g",

A-e' )and figured bass.  

Text: Author unknown.

-L

P Ed 1 r-17 IIL.*I.L I 1

I4A Soy ces jv C V- ves f e-covks, Covidtuisoms icos :voUeavx.

-I ATARLAAW-UT r2711f-. 1.1 

Svvqrces v- es fei- cones, Covisin35~S~s 15A'oupeauc.

I I I I ' A~ I I ~ 

:v - le ;5o-1e4 ep t 'au -yo y~e.  

I

I

Duo:

Air,

r I

Air: .os fos t

6

et mpos tu - -

SAL

I A% b w Lf 7 LL 
i vF VE bF 

I mm I- RE9-1 -.  

9ue nous5etiom 6eutevx cdais rnjsi bat.A5d-j o vr,

A MIN 
0 m IF 

AL 
Rof A mr 

jo u," - J

I I

I

r

v

ei tat ive:



,Oq - - .ON A at . - - - Mg
.L---- !CZ- -- -r -- a 9% 

V-40 - mr I - -1 - $Eg *L 'or - , - I 

-F -tj 1, 1 irdi k lF

La s-sa -tes Iaw-mes, Soupirs evlchavlteurs,

I r L I

A A i i

LRecitativel 

A

Air

9 pourquoy soupiv - -el? quaviJ es tNeu a-vo - - v a -- We5,

I Lk - a

Sa. so1-6e ts -. s -je h peuaux a -V Iouy.s
I I I An

A

iliecitativel: AI I V1I M V V T 
ce 1est cda ce pir i Ycq e I kwiour peLA hle pi ai- re,

L L

. 4
-7E FFAWTT i

Fuyez- 4 ujer Ch1iwe.ies vaiesTristes s s aJUeIJs,

Fvye. ci e - yes vaAiYes,

I ~J I I ~ m a

#j

ook IInpag 

S7our EB' ra( 165(o) (see Monteclair, 3oo Ill, pae 

732), 

ln-triunentation: Solo voice (d'~g") and figured bass,

Air:

740

k k

Air:

_u --- IJL 44- dk 

wr MIQ lid

I wl- 71. 71 

F5 11 F-, hP 19 V i -S
W IC IN T 1 11 

F r

I R it i- 110 lk i I a .

L

A

tl-iL

-P



Text: Author Unknown.  

Themes# 

(Recitative7
t A[ II. A _

Ae go6-*ais r r+du sovn e esat-tvaasgraii-e x+

T1-5je cedea-ta covstavice.,Air:

A ecitative:
Alo L do 

I 721L 1-% 

IF I All PZ; w 'y A - m m --- * 
Ia ,- 11 
r 

cet v e u s Joux Je. Ia. jeuvie 6 ir.-qe-ve.,

Air:
douceet tow pe u -se,

RecitativeI
A L k 

F I loq I 7w it f 
lie 

is Je"ia c ) evi est

Air: ILh, ISO -w9

741

L 

le 

-. s oil 

--------------

I A

lidI 
I Owl 

:ym#*t 

ql

A I I OL

I
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Source BN Vm? 1 6 5 (c) (see Monteclair, Book III, page 

732).  

Instrumentation: Flute, violin, solo voice (e'-g") 

and figured bass, 

Text: Author unknown.  

Themes;

LPreludel

A V T 

~urope avoit Lds-se' Ie coeu 4Q Jv Pi

ialat . 91oise-et sno- e-ve- 4-W

- Jb *b

L

-ecIt ative

Air TevicJres amnovr5, VOle a v S-

I Ito 2

_-7A V 
I A M i i F 

i-i f f i- i dp

.----

dw --
cz 

r IF

-V 

11 H7711 AA 
I AIL E- il -w 
ir 

De- -ja- le- Dieu bovAit :sut-

do

recitative*

Olt- do i L

a

An A

1 4Air: ?
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Recitative: iAOI 

7 oreJ.  

This composer is known only for s cantata, LeL 

TAilleries.  

Les Tuilleries 

Source: Bayerische Staatsbibliothek 20 Mus, pr. 2585/1, 

LES TUILLERIES/ CANTATE/ A VOIX' SEULE/ Composee/ Par/ i 

MOREL/ Cy-devant Page de 1 9Musique du Roy./ Les paroles 

sont de M4 JOUIN./ Ai A PARIS Gampeu/ Chez L'Auteur rue 

Galande proche la place-/ maubert, a la grande alIde 'M' de 

Belisle./ le S Foucault rue St onor I a la rgle d'or./ on 

se vend aussy le Ier livre de pieces de Viole de l'Auteur,/ 

Avec Privilege du Roy./ 1.DCC.XVII, Le Prix est de 30 brochS, 

Instrmaentatio Solo voice (e'-a") and figured bass, 

Trext: . Jouin



The 03s 

Recitative 

Air

L L 
A A-P m 

r 
QVell IAWOV"el V"& to" - -dUll Jan.$ ces cll-MES upwreux!

C 1&v -*es, t -dres oyseauxa, V1t+ 4 eovr extrevwe.  

# 6 4-

1e itative;

Davis ces Ja~rd;ls

un 14 
de- t t- e ixPe' - ie, -howls Ies leouteS

r Ad 
gqm I jr -- 4 1 , F9 41 Air Des 6orj5 v ch av. ma A Wejowc 

m m L- -a m m ff

.ec itative 

Air.

ap-pe'r-c*'is I'-jet aL -"a .-L:e

Les R s es Jeux et les Ze - e

LL~ILZ 1 i 1 1

744

Et=-
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Morir, Jean-Baptiste 

(1677-1754) 

The son of a weaver, orin began his musical study as a 

choir boy in the singing school of St. Aignan in Orlansl7k 

In 1704, UTorin became a musician in the service of Philippe, 

Duke of Orl ans, a position that he held until his death.l7 5 

The first composer to publish French cantatas, Morin wrote 

three books which were published in 1706, 1707 and 1712. In 

the preface to the first book, he points out that he had been 

writing in that form for several years before he was "counseled 

to publish this collection.l7 6  The most famous of Norin's 

Tworks are the divertissements La chasse du cerf (1708), and 

Les dons des enfants de Latone (1734); the former was performed 

before the /ing at Fontainebleau. The libretto of a separate 

cantata, Esther, the music of which has disappeared, was pub

lished in the rercure in Hay, 1724.  

Euterpe 

Source: B Vi 153, CANTAT ES/ FRAiNOISES,/ A UNE EL 

DEUX IX 1ELEES DE SYMPHONIES,/ Par Monsieur MORIN, 

Ordinaire de la Musique de son A. A./ Monseigneur le Duo 

174J, Debarbouiller and C. F Lapierre, Les Hommes 
illustresde l'Orldanais, I (Orl6ans, 1852), 77 

175simone Wallon, "Xorin, Jean-Baptiste," Die Musik in 
Geschichte undci Ge nwart, Vol. IX (Cassel and Basel, 1961), 
col. 582.  

16Jean-Baptisteorin, "Avis," to Cantates Frangoises.  
(Paris, 1706),
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d'Orleans,/ LI 7 wP2EIER./ A PARIS,/ Chez Christophe Ballard, 

seul Imprimeur du Roy pour la Iusique,/ ru eSaint Jean de 

Beauvais, a iMont-Parnasse,/ M.DCCVI,/ Avec Privilege de Sa 

Majest6./177 

rstumentation : 3olo voice (dI-a") and figured bass, 

Text: Author unknown.  

Themes.

Recitative:

A ib~. *

fI~ 1. le1 LieI~

t ir: vQ 8 v r !I-Iwt w ae- P-1te-v ie o 
*

"1 W ~Y II im w

A L

Recitative.

A

LIO Vo~t Y, 5owt e x u Ce -. 00 1ja.p coL5s I a D'- es -se,

A-

lilTk

Ar.
L'A MO~- .5e c -vgA (. 5 0"ic~S~i~i 

4L r-At -..-
I ~ 1 L L~ I I I I I ~ I I I II

R.eciLtative
1Q7?74 -- c- I F V r 

7A "ne" edition of this volume was published in Paris 
by Ballard in 1709,

R rwa "A & 
I A AL I I I 

AF%- m L - a R 

,%If g"v 6 An I a "r a 
3gtj 

9w W 1 
v 

chaste Vxm? ic Je i'Hav - wi o iL -e..,

r?+4( 19 f Oil 
31* 4L I boi If

L

k i

-I I



Ile 'a a A
Ir ift w A& 

I 'Ir WV 

OL TW 1 1 

qwp Im a 

gum le

A r: 7 Chan 6iLs Ia- vic -to-vc., Ce le sa 9IOC-\e 
a A 

s l

I~ 4LJ p 7 1 1 --- I I --- i 

MA %

L ' Impatience 

Sourc :, B" vrq7 153 (see M'orin, Book 1, page 745).  

Instrumentation: Solo voice (c'-") and figured bass.  

.ex t: Author unknown.

I L k

.lc itative
L l k L

)1J 'L- - IL. U -ML 

OF k UIFV" j w4' 
SYa i I ec6ox 3ow%- vbeti 5uvu t- ce-9 ' e -sp( -cq-

fiA~T F I ~ r y Wool

de e. g- Ua 
CE. p.e j-~

A~W 0 IL lFE

FA dloI k k

Aecitative:
v ipi- v 'Al..-" A 4Napp- w -s0f0l0

A Lij lk.

Al i -IT
413 v I I W f I F I I

L'Auro - ve, pehit les C'eux.

1.-Ii I

747

I 'dom. I L . - t -

Air C sv

I tp.  ,Yk

I I

I
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A

eitative iij kd uF ~ L ~ F ? 'r 1
Les soilS des Zep ntvs et ue Flo- Ve.

Air ?e s ot les fa vevrs d. IA Vo - re.  

6oure B vm7 153 (see orin, Book , page 745).  

Instrumentation Solo voice (c'-a") and figured bass.  

.xt: Jean-Baptiste Rousseau.  

Themes:

Recitative: r I Ao%- I 
Sv-uiRocer- dr e. - serf;t' Ve oy h Ia Ala- Lo- re,

1 71I IL I I t1

Air: c A-I des Lxo4b s .

ut~~~ r I I r ; ~; 
0 I I its*

A k k k i,

S C'est anisi gev i-egre-Ls sa ,ouleur se. ce -

Al 4 ~' 11 1 rIi i -1 F F L

IL L-

Recitative!
z q
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Air: Sa. voi -ou - ta- -

F. ---4'~

ec itative, F, ~ 11 I 1 1 - 1.
vow - - - + -.

Davis e seot, Ses io rs chavie~meis,

Air en inuet, N - Ce. es pov Lpat- ef- Got govi ai - m ,
- ~ r 

~ I I I I V k. V V iw I V ~

3

A , I i I ~ 
r m I -- i ~ unr 

Air: Davis es c~m's 9ufAHy-vet. de SO-Ie) 

b F m- F r-I q F '

Amour Devoile 

Source ,N m7 153 (see orin, Book I., page 745).  

Instrumentation:-Solo voice (c'--a") and figured bass, 

et Jean-Baptiste Rousseau, 

Themes

W ne -Proite pl's tou stles maux qvej~ay Fas,

A.

L lJA ' d IL 1 r k

L - --- - da I- I --- -- - I 

vi-- 24 f dA 

u t-114 
tit

0

A i

I 60000"- v W-

I recitative.
z I
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t
Ft Aft Am - -- --- 1% ok 'k %

IF_ --- I 1 11% 1 Ok I I I 

IL. a n IF, 
od jr

n -dee P'.oe- . J. porte aA.

+1...
--t------ -

recitative

Av "L pa ioLt IA -Moor:w mais el %ovt Poi -va&L

A

r Elr!' IL

"0 a q a Vie-e
VJ~, I IK K F AM

Recitativ e
T- w 

Goutea (loy-tels, A Ies euceQ.

I1WL-I m Kmi Ph

Air: zl - v.;,, * a Jef--JeIe~s Y
w Am - m ALI ~ I T I i ~ 

LL 9

A;none 

source lB Vm7 153 (see Morin, Book I, page 745).  

Instrumentation: Violins or flutes I and II, solo voice 

(c'-a") and figured bass,

Air

Air

60

k I
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Text: Author unknown.  

Themes.

A

i

Que. *es

A I I i 
As 19k 

F3.  
i PAIIA 0 lie

-NEW

Te wo~v du u eses - poc- dotI+ mona-i e

a veov-urs me von co-Iet-

faecitative ~~F~E ILr- L I I C 11%toy rIL 
L3 An - R'

'es yVeniusI'ropLVjus +e De - e s -se a

I LT

Air: le t W pIt u 

7' vZ. ktvaseov~u v1'a~v --AL

Recitative.

%4-u - L o s LwvpIavi e e&YICe.),

'9

'I i

Recitative:

A
K in

'Airl't

16d 
A El

--AN$-

mo4 -- I T= di

IL 

F I

pr

L.

I k

r

AIL- L Ak i

F r 

xv)- grat-I Yevnble- I
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Les Amants i6contents 

Source: , N 7n 153 (see Morin, Book I, page 745).  

Instrumentation: Two voices (e'-a", cl-fi) and fig

ured bass.  

Text: Author unknown.  

Themes:

Duo.  

Air:

Air 

Duo:

91 1 m RL IL A I & RL 
IV I i I I IL I I-

I I m I 
w r, AL 

GairAez- vous 6 e" ma" :s PL 
De5 evx 'A Moor 

ALI

m 

41 1 
ow 

(M +- i i i I 337 F tr=v 

T i e
A t IL -. own Lif FI I I I I I Ti I I , A 4 1 

4w - 1 4K

L se pour ja - wa s Yes ch1a) - - - - IE)
m '~ I I ~ J U I I I ir' i 

6

A jbA 
AL_ Aft 

Tu v"a:s +v-o"pe"j Dieu c)'Avmouv im- Jed I e.  
iL. In Ift 

m F w A w i 
IF i IF a I 

I I im P -7 *7 1 
&_7 l r t W C3 wit 

FY i 
F F 

Qu a5 - a Co evv, vs e'o 
L. kin 

=j Fir- w d 
dr 1. FW la EE=

A I A A I k 1, IL I
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L'Absence 

Source: B m 7 154, CANTATES/FR ANQI0ES,/ A UNE ET 

DEUX VOIX,/ MELEE DE SYMPHONIES,/ Par Monsieur MORL\, 

Ordinaire de la MIusique de S, A. H./ bonseigneur le Duc 

d'Orleans./ LIVRE SECOND./ A PARIS,/ Chez Christophe Ballard, 

seul Imprimeur du Roy pour la Musique,/ rue Saint Jean de 

eauvais, au Mont-Parnasse,/ M.DCCVII./ Avec Privilege de 

Sa flajestg,/ 

Instrumentation: Solo voice (d '-a") and figured bass.  

%xt: Author unknown.  

Themes: 

Rec itative: 
Air:m 5 hW 0 0xs . F 

recitativ i 

Mars peu -e p wraI cet-e ab - iea , -c*e
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h
LI~iAIE. I VI 7'... 1 I

Airt 14
ar m r~ I W aT m -- V a 

L'Aurore 

;ource: 3N Vm7 154 (see Morin, Book II, page 753).  

Instrumentation: Solo voice (d -g") and figured bass, 

ext *Author unknown.  

T enmes#

t14 10 Il to
AL~ IA 1.r~l

e e. byitamle fAu-voQ, iessa e - -

J 'I .1 7 ~ I I i d I oIa W 
ig -- dm

bwr

La Rose ciu Jek voos eiiipvru4e Ses C00keurs,

L 'A v"avil coviAeCdems.5-so' 

(Ii 

La w A F&47 T

Air: 

Liri: Au-%Io - e 55 alge
L 

mg I 

rig

I A

o'v do>e ha- ei- - he, 4, r. les ze-pvlbe,

0i :

K AL j & i a

iiecitativei



755 

ia one 

Sorce: BN Vm7 154 (see orin, Book II, page 753).  

Istrumentation: Violin or flute, solo voice (df-g") 

and figured bass.  

TLet: Author unknown.  

Themes:

Iecitative.  

A 140

1 Ij

veviez, a~male Rose, )ee Ia ia-tv-Nre, 

Sb i

ix'--U- LAOI -17L.ALI3 

Air ~peZ. - i e veiezvovsSVe- clo -
Al ii jE

Recitative.
als s la jeuat I- s viey cuetIl Suces brds,

Air :Les ~es vo os c eM~I L-t) 

T-w it O w t I
(op~ p 17 A

Incertitude 

Source Bj m 154 (see Morin, boolc II, page 753), 

Instrumentation: olo voice (el-g") and figured bass, 

Text:

40, it's
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ihems.  

r ~~4 A eS I v frS LIF r

Pa aZ ba- s e

'Tf I i I t f . L
6 96 60

A 14 4- 1 'k I 
11 1 -1 L 9 

04 1 = 1 4 
0 " p - i LC g 3

Amou Ceux que tv CePtives fo -rem

2 1 Il I

y 65-

IeIitatiA A 
Q 9F.cI cldo qud-u-a.

X; I j- IId do I;
Si.s Cet boureSao-Va-1 e

6

Bachus 

Source: BN V'm,7 154 (see Morin, Book II, page 753).  

Instrumentation: Flutes, oboes, violins, solo voice 

(G-ftJp) and f figured ass s 

Text: Jean-Baptiste Rousseau,

Air~

Air:

Air:

v t 1 11 qv 
-a-vy Su%- le- vves 

An

' ecitative:
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Recitative.  

Chavifors Ie eu. QachLs c aes , 

Air Ta. h -te' S - pre - PrevieA t %os oau &s,

Re citat ive; 

Air: 

Recitative,

Air:

A& -- -0- -A-
A I P 

-An 

ue Is Eva" s povts vi vot o vi fa Ire S 5 at, - See vil-

Des ce vi - Cie Z. des cei- i- d~. Me - ve

Pro avesl fviez. ;4e Cces ievy,

F I6L

BaVIs1S5o sd Ba Imssois I'a se Bel-lo - - - - - - - - - -

A
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neecitatIve
jL IV's 

a ir a r 
v r a r I ot 

p 

Vevj-ov) que j e aisse. -a- 9 uvr-

I.- I -f 
4":Lir

T .ow- - -- vco -----

& 1 I J ! I I ~J 1 d~ I I

Junon e alas 

source: BEvmv7 154 (see Worin, ook II, page 753).  

Instrumentation: Voices (d'-a", d'-a") and figured bass, 

Text Author unknovm.  

Theme s: 

T V ~~ F" I TtJw
0 Dos- a -ce C o - eV-e~ o 

,Ir
Sot

V~jsijru I P F 1 I 1-Igor

h I & -L

iecitativet AiI lV U- Pto I I 

Q'ti v I eAt, qa, Queks a ronAs:s Lcovi - Y1Qs!

A i . & n 

I~ ~ 101V A p v FF3,

-e z, E cAl-a+e z.,m aCo - Ie- -e.v 
a 10 A

I i ~ L i m I AN t Ii 

bb

Duo:

Air~

OF 
lid

1 124 eta.
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n- , - L k i 1 . I
F -F La M 

WPI 

TYY me rs, s e c a vi - ae -z- vi os, Tyr a., 8 es m ers A A a, A alb- 9 
F% lhk 
1 F 

Id k 

Ty'ravi des V"erso; se-r-OVI -1 - vloos 
L

Duo:

Le som eil de 1'1amour 

Source: BN7 Vm7 158, CANTATES FRAISES/ a une, et a 

trois voix,./ Par. q orin/ Ordinaire de la Musique/ De Son 

Altesse oiale/ onseigneur/ LE DUO D'OiLENS/ OEUVRL ,VI/ 

SE VEND A -PARIS./ Chez le sieur Foucault Marchand, Ae 

I' onor / la repLe d'or, rix, Six livres broch./ AVEC 

PRIVILEGE DUJ ROI,/d DCXI 

Instrumentation: Solo voice (d'-a"). and figured bass, 

Text: Author unknown.  

Recitative: 

IL 1 01-- --- UT-- AK - - -1- 6qou;j-W 

Recitative: 
'uv vevaez is s ve I aV S mes Co j paves
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A t11 zzz~rdop
Oomvptez le T -vaI de Cy - te

recitative,

Taidis 9 e- 'eaiOn-OUr aeXe-a4 Ide4fa e

L..L~.LLL Jdo low 
AskI

Air: L "A movir u _ _,o ilbe l oz.-\e,
AA. 41mI A

r, 0

L'absence 

Source: BN Vm7 158 (see Morin, Cantates, page 759).  

Instrumentation.: Solo voice (c -gO") and figured bass, 

Text: Author unknown, 

T he. es: 

Air: 
Quej- e .P as da"s c e t a e 

ec itAtive 

Quel b c Ai-9e. I MaV' 9tMHe.ecAare 4c .. Vai -

i A%As A&

.i

r

Air *
J4 .
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Air:

Recitative.
r ForwI a I

n w Fiff 
jw ARI Am 

lp 
F t id ri A w ri I I I i 

mlm.-mm r-

Air: QuelcUe l io su"sevst- le, coe.u .r

own

ae eune Plore 

Source'li :BN' vM7 158 (see orin, Cantates, page 759).  

Instrumentation: Solo voice (d -g") and figucired bass.  

Text: Author unknown.  

Themes 

Recitative. am]rI J 
0 33'y

S--das e cl'as4e' Je la seule i 3-cov*ase.,

Est- I des -LLv plus eu-veux
Al.,r ~

Air:

b' !r

I 

AL 16 1 

ir I 
I I I V 

-W r 

Amour que tes c wrmes O"t nu m &6u - se-\--.  
or% 40

an I

A ilp t m 
I - A& 

AV-Look

1 -1

2 4



L L k

Recitative;
ML oft fob. W-M 

ski L-1 T- I Am- w 
IJ6 R bid 
TI f 

ces mats 3a.5 e"Ire 8&V% 5 U" 68- c

u; ?sse avxJ-L .5)v VOS If v a -3e5

pr~

A L Lh L -L 43

,ecitative,
TaAics que par ces mots Ia amble etj-uPie Flo ve

h, is,1
1. I Sag I I' A I ~ C A 1

Airs C~evciie-t'ovi des diatnes vovel- es Quav io v-fe

r qL L

Le naufrage d'Ulisse 

Source:: BN V7 158 (see Morin, Cantates, page 759).  

Instrumentation: Flutes or violins, bass viol or violon-, 

cello, solo voice (d'-a") and figured bass.  

Text; Author unknown.  

Themes:

Prelude e:

A ._ I L.~~

a - -*--

m I m IF, I Ar--M 

C i t ii Iod i

762

Air:
I

k t

- a+-a a



Recittivve 

ES 
LArl 'i

A 

Suor uon vra-sseaA. brise' quon~ efroide o - v-

Seez vows touj rs pIa -e. -6- - - - - -p .e.

U~ -1 -W I I[ IV rY ITV I

A L . + 
- I w a a U --A IFL d ~ L 

Mai i~u - l e~s voeux! ( !a- es ve w ts

Air i 

Red tt tive

I I Ls A 

Qi'e ~ ,s Ygux sovi i a c yMCIis! Q ue VOS

p.-

'Nam vJIcge Iei Q(seaux x-assewmte's

T 

vat. Pi le Hero5 le PIVS sa 

lot 
13 le 

0AO

763

M 6 Sr I IV 
-J, -4mm

moj:dgcz; j 

A.Ckat vies 

-JrT

A 
00% 14 

%.d F- El 

_4 
lo
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Dom, 4uiotte 

b Vm 158 (see Morin, Cantates, page 759).  

Instrumentation* iolin], solo voice (A.-e') and figured 

bass, 

Text: Author unknown.  

Themes,, 

Recitative: 

Pavss Ies se c -setts de Ia "ovta 3~ he

Mes ye b OV )-JeZ

RI citative: M M 
FAN G be w A T e 

in %0 -ir 
r v T 

v r 

A ces mots le He-ros e- la trIA-e- -PC'

Air: VrC-OISsoYes pve ~-c esbyRoes 
1~1 -I V5r I 1

Recitative

Nais so copssit J-ja. Ia soople ve 6 e. - me v - c e.,

4".Mlb I n-A a 
rw

r
X, *r:
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APML .- I= I b I i

AirI
Je Suis c6w.Ire1 h-CA.-ve' -

1 -P

Psich et sa seurs 

source: Bh Vm? 158 (see Iorin, Cantates, page 759).  

Instrumentatiottn: Voices (f-g", c'-g" and d -ab") and 

figured bass.  

Text, Author unknown.  

T h es

-A-

LAir
rlo

A ALo

Qu e-es-poirpo2 b- e be-le De 
.- * '-L .

K I'' IIVOr

Ab k

I U 
pw w Joe 

P51CW jou'z+ V- Vie 91 e'cl

v a F I A d 

s hpI I -- -

LRecitativel

I



ERecitative]:
AlILL L L 

4e I spectacle w iatvosoYec-P

-A 

I J ~'All Ill I PL2I 

9i

Recitative:
L L a L L 

A k 
ALL I L K, w A RW 

ho 77 wr 

fleex - ble Des+Zvi, Pat. UVIQ- 10L, ba v - b a- re.

Recitative:

Ja-p)au-Ji's a Vo-tre- co" Cqu'%-Le, ie.5 j eux

766

Air 
Vous eev-a an - -tes Ynovi coevv, vevie z. av 

=i 144 -#
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Ais o, WbiAe ef -So~ 

S 6 

Recit at ive 111 AM' 

Vobr_ maheu eS lrop CV - La;t LCe<' vo 

Trioa 

Mouret, Jean-Joseph 

(1682-1738) 

The son of a silk merchant, Mouret was given a good 

musical education in his native town of Avignon, Because he 

showed a decided talent for music, he was sent to Paris in 

1707. Possesed with a natural wit and ease of manner, Mouret 

quickly became popular, and before long entered the service 

of the Duchess du aine (1676-153).178 At that court, he 

composed several divertissements for the magnificent festivals 

17 8Ren6e Viollier, Jean-Joseph Mouret (Paris, 1950), p. 18.
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which ere known under the name of Les Nuits de Sceaux. In 

1714, he was nated conductor of the orchestra of the Opera, 

and in 1716, he was named as composer for the Comsdie-Italienne.  

He was appointed musical director of the Concert spirituel in 

1728, and remained in that position until the Acad6mie Royale 

took over the concerts in 1734. An ordinary musician of the 

King, <ouret directed numerous divertissements at a festival 

organized by the Duke d'Orlgans (1674-1723) in honor of the 

coronation of his nephew, Louis XV (1710-1724), in 1722.179 

After 1736, he had several financial reverses and died in

sane at Charenton.180 

Andromede et Pers&e 

Source Cons# LH 8O 6, CATATES/ FRAIOISES./ A voix 

seule/ avec Simphonie,/ PAR t 1OURET/ usicien de la Cha bre 

du Roy./ LIVRE PREMIER./ Grav6es Par Mile Louise Roussel/ 

le prix en blanc . / SE VEND A PARIS,/ Chez IL'Auteur, 

Place du Palais Royal,/ Le ST Boivin, Rue St Honor6 & la 

Regle D'or./ Le ST Le Cl erc, Hu du 'roule & la Croix 'or./ 

Avec Privilege du Roy.  

Instrumentation: Violins, solo voice (d'~a") and fig

ured bass, 

Te t: Author unknown.  

179Ib:1d.,p. 27, 

P806rangois-Joseph Ftis, "ifouret (Jean-Joseph)," 3io

graphie UnfiverseQle, 2nd ed., VI (Paris, 1873), 219.



Themes: 

LRecitative]*
Flkr L

Sa-sie de 'hoyreut et ie C a yde, fhJ...v'ie - 4

C~rve15 au-Ieuvs cie "o 
I s -6IL 

6 pA

liecitative 

Ai

Lz 
If ri-J-11 lk 

%OBI A - A I 

4 r r Le, ; Is 3e Da-via JaVI 5 ce momevit a ir %lZ - ve

r b s r

ffI d

Me sur6g 
Mats, uel spec-da -cle eJou -ta-ble A e s soin.s

AirUcore ve touve eoi1t e.

769

1)

LAir

Am 16- 1 1| |

I

fA- I 
wo 

,w 

Ar 
14 i

I t a L

L I I

s-
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LAIs ence 

Source1 Cons, H1806 (see ouret, Book 1, page 768).  

Instrumentation: Violins or flutes, bass viol or violon

cello, solo voice (d'-a") and figured bass.  

Text: Author unknown.  

Themes:

iecitativ e

Air : 7

n Wf

I 

14a6 4aat u va6-"eatk.VDme ve -VICe st Ab -sc"-te

in f .brljo I

est e' yan q 3Sp-4

1 - I I II

a eoitat ive e w

De -pvi5 oe A ces heux ma Cl ene est ps - t -e.,

1usette:

.-A

- --

Air KsYov-oisvasod tplv PE -Ji -te De, *ouks ceux 

1-.o d

ot

lp a% IF q9 so I- . oWilt 0 - .

I kio, Lie
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recitative. f I w tiff, 
IL I'n- -I- " = i I I H 
' k I n;3 Ml 36L a gE w LIC 

Ma VOIA Jans VioS veNr -3evs Ve se Va;t-plus

MrAw JAW 

IF Wljmf._ 
bqp, L-- I Inlo -Ar

41 - 7 alai Oil

,- I I r ? De -ja je you I a - - L -- e.
A I 4 1 1AM,~

ecitative
L L 40

1~1l1L. 1~-.i~P ! 1 IL~ i~ P~ ~ T1 3

~j4

Air

Mals q ue di-iK e., ov'evpor. neai wable C _imeve.

I - I. TV T A1

Que ab sevi -ce est ;xueA-I -eble %Lv Ies tevd4-es amans

La Naissance du Bal 

So rcel Cons. H.806 (see Ptouret, Book I, page 768).  

Instrrne1tatio n: Violins, solo voice (e'-a') and fjg

ured bass, 

eti: Author unknown.  

Themes

I k KI
Ilecitative I An qrrm Fj 

If 
10 F 

w INI 0 X It A l :t 
Ylus 84 VVI jour a. VA - wout-J. -tu te, crois le. Ma^ v-v, Ju v" o vid

A # At I I - raft, rkv I a

I t

Ot -J



N 4) I 1L~IjrI llcolm wTi Ij L

Air ~ LVA moo West jama s evi o% t 'Iva.
1AL~ 

-~ U. I I ~ 1m 

16o"

A L I-L a

ecitative:
11 hFnIV I & Aft LAI 

AF 030LAJ -L VF pw w W
lp v -a A 

M s Ae Vev)vs em v veov v t*e- a M o pVe" - el

Air
ALI ~71 r

La
rII

ni -se cdamsod au' doux 3v

i m Ir~z J zr k
&

6
-

recitative
I IIAI .'r. A I 1 

STPavr- e- atit v iouve&u. les dex ewii'eSe - I..is

:: ~~~ L 7
I 'I.. I I L vovs d Il Coe esE bev-dre.

71 ~

L' eureux Hazard 

Source: Cois, H.806 (see mouret, B"ook I, page 768), 

nstretnatiomn Flute, violins, solo voice (F,-"'# ) 

and figured. bass,

772
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Text: Author unknown.  

Theie s,: 

Recit>t ve R 
Dams v hocca-e so- I. - a - e Ou Je jo-

LAir1l 

-- ecitative 

Re citative.

vhe- - - - u- s 

Ta d qe e eu c a if L~le

-&J r V-

- iL t it +3 \fC OI ..  

M -o wrI Ift .&.I V .1 .0 1 --4 -f -7+ : 
A6MO

1 -0710 L 
[---7-

d d ARL 

Ir I 
JIM 

V -A, IPW T 97 41 loe r. 14 OC F I w 02 

e. becgev a ces v"o+,5 sajs t. &-vi - ce-
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Monsieur N .  

Very little is known about MT N . . . . but in the dedi

cation to Letrenne d'Iris, he identifies himself as a student 

of Fevrier (.v.). The Library of Congress holds a copy of 

this work on which the name "Jean-Jacques Naudot?" has been 

written in ink. This attribution is extremely doubtful be

cause the cantata was presented as a first work and Naudot 

had published ten years earlier.181 

L'etrenne d'Iris 

Sources LC M1613.N22E6 Case, L'ETRENNE D'IRIS,/ CANTATE/ 

ANACREONTIQUE,/ A Voix seule, & Accompagnement de FLUTE ou 

de VIOLON,/ MISE EN MUSIQUE/ Par Monsieur N . . . .1 Prix 

24. sols./ (Jean-Jacques Naudot?1 82 DE L'IMPRIMERIE/ De J-B.  

Christophe :Ballard, Seul Imprimeur du Roy; & de l'Academie 

Royale/ de Musique, 9 Paris, rue Saint Jean-de-Beauvais, Au 

Mont-Parnasse./ M.DCCXXXVI./ AVEC PRIVILEGE DU ROI.  

Instrumentation: Violins, solo voice (d'-g") and fig

ured bass.  

Text Author unknown, 

Themes: 

Recitative: 

COc- V-)o cherchoit u've E - - - ve

181Letter from Jervis Underwood, Associate Professor of 
Music, Southeast Missouri State College, Cape Girardeau, Mis
souri, June 29, 1969.  

182In ink by hand.
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Re citativet
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ir w Aid F4 4 1 1 r 
j

Aft

A L

--- TI or - I I t . t I ---- I -- . I 11% V- 1 I -- , A V 
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IL 
IF 
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.Hecitativeo

A

I

Air:?
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2ron, Louis 

(Late 17th century--before 1732) 

Zron was a teacher of keyboard instruments in Paris 

around 1716 (see the frontispieces of the cantatas below).  

He was well-knoim as an organist and helped decide between 

Corrette, Toutain and Thomelin in an organ contest at Sainte

Marie-Eagdeleine.I8 Besides the two cantatas, A6ron left 

several airs in various collections, 1 8 4 

Le Papillon 

Source:31Nvm7 233, LE APIILLON/ CAI TATE/ a voix seule,/ 

Sans Simphonie / PAR S NRO/ Organiste et Paitre de lave

cin. / Prix 5s, en 1ban, / SE VEIZ A PARI8/ Chez 1'Auteur, 

rue des aris au Roy dlEspagne/ 1et chez le 3 Foucault, rue 

S ' onor6 a la regle d'or,/ Avec privile du Roy, 1716.  
nstr entation : 3olo voice (d'-a") and figured bass, 

Text: Author unnow, 

'Theme~s 

Cecitat ive: 1A 

VelLr de bows Se-wiCI-ez oa c jaque No- iaeu~ s-savn-te~ 

18 3 Lionel de La Laurencie, LIcole de violo rangaise 
I (Paris, 1922), 154., 

18emone WallonL, "ron, ouis," Die iusik in Geschichte 
und eenar, Vol. (Cassel and Basel, 1961), ob1~3~7~8,
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v LeP a-p - - - - -0--

ib b-4 5

Recitative,
A 

F--W-Iww t M a Aft 

jk t 
1 L 

T vr 

vi va6i d pa 5 le - cjet. c toil I e 5 ut- - prav% - ce.

A i .I I-sI

Air
I I %-- 6 

Ani 4- LIP - &- c~-k~

-*An t r
%~ 6 ~ 6

ecitative
so 

__.Jv_ Ar 

I Ar7j- V OLbr E bf- I 

LOT 
Le Pa. pi I - )ovi covi i et d' voiv. Tuy I s r I aL ge-

'9

I, II I~j'. T1TIair i 
0 ita-w-m 4

Les pa-pi I-1r es plus vo - a--- 9es

I mi 

es Charm.es DeLaoix 

or7 7 234, Les Charmes De La Voix/ II 

CANTATE NOvelle/ A Voix Seulle/ Et Simphonie./ PAK O3 E101.  

A 

tjGANISTE &/ Maitre de Clavecin./ SE JM\D A P1IL./ Chcz 

'*Auteur rue des arcis au 'oy d'Espagne. Prix 30 s. en blanc./

A

a a A

-A- I . k

-v, Air.*

-Ajk-

Air:*
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tchez le e Er Foucault r{u et Honor6 a la regle adIor/ On 

A 
ved aux mmes adresses la I e Cantate de l'Auteur, Prix 

25 s. en blanc./ Avec Privilege du RoyM,/ 1.DCC,.1d,/ 

Instrumentaton: Lviolin], solo voice (d'-ab") and 

figured bass, 

ex t: Author unknown.  

Themes

Kk, k iL I

flecitative
46 ,

A # LFIJ '2 JJI I v Iv c~ ~,~catmd~

A , ~a~ A

Dou- ce pax ,a - - ma - a

r."L% SA7<-ZY Fqa

necitative:
i%, L I I I L 

-I -V
W4 

It rT;a V jhk 0 
ib" IW W 0 -0 

t 4 
T

Povv. Vecoa-tev I e,,5 wev.4 davis uvie pai A prof ovi de

Fl - I I I -- % low u

Air: CViae$ J~viievih-e - res -5e,
I PI ii I A A 4L

Ae c itat ive
C o-v-Jo" vot e" -R" cete.aivale 5y- we - we

A

I aAL Ab A

Air
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Piffet le fils 

1 iffet, spelled variously Pifay and Pifait, is the sur

name of a family of violinists who were in the service of the 

Kings of France during the 18th century. Four members of the 

family iere in the "Musique du Roi" in 1760, alone. It is 

impossible to identify Piffet le Fils other than that he was 

one of the four children (arie-Pierre-Louis, Louis-Fran

6ois-Barth6lemy, Uarie-Jean-Pierre, and Pierre-Louis) of 

Pierre-Louizs Piffet, "Sieur de Tones."185 

L'iureuseGo ilesccncel86 

Source :Ars. 1.296, 'LHEUREUSE/ CO1NALESCENCE/ 

CATATE/ A Voix Seule Et Simohonie/ DWDIEE/ A Tr6s Honor

able August/ Hervey/ / W1 PIFFET LE FILS/ Ordinaire des 

petits apartement du Roy/ Imprim par Auguste de Lorraine 

Graves par e Vandome 

185Eugene Borrel, "Piffet,", Die Lusik in Geschichte 
und Ge arxt, Vol. (Cassel and asel, 1962) , col. 1271.  
The dedication of Les ravaux d'Ulisse is signed "Piffet De 
Tones t1's, 

Called a cantati.lle on the first page of the score,
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Instruuenat ion Lviolins 1 and III, solo voice (1b3-f) 

and figured bass.  

Text: Author unknown.  

Themes; 

pe"-tos jed Quels d vis accorijs 

(Air 1 7. - ovs, ckavi-*ois au s de vos 3e -shs 

'ec6' 

1 TavX d'Uliss 

Source: Ars. U. 293, LIS/ T ALAU D'LISiE/PEIE/ 

7ATAE Pour unie Basse Tlaille! Et 2imphonie/ D&DEE/A 

con rigeur Le Duc D e/ L aliere P air De France! PA M U 

IET Fils,/ Ordnaire d tits ppartenents Ld Roil 

Grve pa M anidom/ A PRI/ Chez Lauteuir, r~e des 

aais, dans la iaison , de II0II5 Gansin,/ Madame Boi in, 

ru >i 5onor6, d Ia Regl d'r./ 14. Ic Clerc, ruS duiol 

. Ia Croi5 d'0r, / M 5 scatosnri, re es Prouvairs, '
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la Musique roaljle/ Avec ap'probation et permission./ Imprita6 

par Auguste de Lorraine 

Instr-m itat iom Flute, Violins I andII, solo voice 

(G-eb') a.-Ld figured bass, 

ext: Author unknown.  

Themes

& 0 a

LIP,ecat ive

Airj Les As ye- te v itis- selI des plus

46 
.f

recitative,
4.

a I k.
m.I I t~a~1fo~sa~oupwes VevFs la F,-'06-t

/a s f oAta coups des Vewks I a ev- Yevvesus p an - c)-u

a J iA I I If *bi: J,

Des S-re esde -ja- Les JaYijgereux
INOW

6 V

Ao W I - 1 ~ 1 1r ' r

Aov Coeuv est -6v - Ce se. ve
- I S ffI a1 VI .  

""%NFT OEJF , -I I I 14 Ak 6A " 
SA

dL

-F r, , f A p6 - vie de, - I J e-5 c6vvnes Je- CiNr- ce"

Air

I

Airl?
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Recitative: 1 -9 , i I I 

Sau-vi e' .5 a. propre Toc - e se, 11 S'"ex P-  

Air: Cok Ce. Is c eAIs le. auf.-ha<3e Ie. IO vos trov-ve 

Pipereau 

Pipereau is known only for his "concert in the form of 

a cantata," L'Isle de Dlos.  

L'Isle de D6los 

Source: BN Vm7 231, L'ISLE/ DE DELOS,/ EN FORME DE 

CANTATE; Pear Monsieur PIPEREAU./ Les Paroles sont de Mon

sieur DANCHET./ A PARIS, Chez CHRISTOPHE BAlLARD, seul 

Imprimeur du Roy pour la Musique,/ ruie Saint Jean de Beau

vais, au Mont Parnasse.  

Instrumentation: Piccolo, flutes, violins, solo voice 

(c'-g") and figured bass.
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Text: ii Danchet.  

Themes

1Over#

overture* 

A __ 

IA rII L

C~ir] - a --- PA -s

I I NN"

4 1

a ir' .F
-

FtIvne-v"WW c--.

6VT

A - U-k I Ir Vs1'IL 
___I %.f

Air des Bergers Tevps-co - - -ve aa .so des khi--.5e+, -- :-

I I I I I 1 1OF,11 I I

6 6

- f- 4.. - -- -

Concert*

I.~I

"6

Regvie,

I -P %

+ 40 

'01 1 w ir

A

w

A ir

T 4pr W a



Air pour les Jardinidrs:
5JL~IIII r~ I ':~ 

I-~I~ 6 I

K C,

0 1 !

2iecitative]: La' 4 

De ces cI6ivIips Gvu -viez -e- ss eest6 v

Air:r 
Cou-iez cavb5 uvie paix pcro-ov-de

5

&

Air pour I s yades:

A I L -- '3b--A6--3L 0 - - - - I In A& v w dm 

0 A i F 
F!2 Ld 41 RW 

r --Nw

-- - - I I 
6 &~ 6 6

I - , 

Nos cies i .. ss oid cvv4blez 5os co- Na i3 58' t

784

4F . - A 60a

I A& 

i F -1 
W3 -AO WWI

1 -4v 0 IF

Air pour les MatelotsA

A,7% +

-17--Y-
I rol*ftw

Recit'Uati.vel

-I,-
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Les Oyseaux 
c-ai^teser.eoms toUchurh oDeIa. thaVe acPino in-e 

rig eo rt Jo? -16 s tdni 4), Ien. 1708 haese. r e thed 

s 1 IF 

AirryeChrs 

successor for a short time to Mr. ouuet (?-1708) t the 

cillee Church, rue t. Honor, The dedication of his 

187Jea Bonfi, "Piroye, Ohairles," Pie Kusi ina 

Gesch..c t und G~egprtj, Vol, X(Casse1 aLd Basel, 196) , 
col, i291,
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cantata, nulished in 1717, lists ht as "former organi-st" 

of the College Church. (see the title page immediately be

lo,) Little is knoxn of the remainder of his life and 

Tork, and all of his pieces were published before 1717.  

e etour d'Erdice aux Enfers 

Source: B 3 7 Vm 235, LE DETOUR/ D'EJUDICE/ AUI EFERS,/ 

SUITE DE LA CANTATE/ 1i'ORPHE;/ Par 0,, PIROYE, 1aitre de 

Musique, & ancient/ Organiste de l'Eglise Collegiale de 

Saint Honor6, &des Reverends Peres Jacobins./ DE L'VIMPIM

ERIE/ De JBC TU EBALLDAD, seul Imprimeur du Roy pour 

la Musique, a**Paris, rue Saint Jean de Beauvais, 6u iont

Parnasse,/MDXI,/ Avec r,-rivilege de Sa Majesto./ 

insjtriumentatic: Flageolet or piccolo, flutes, violins, 

solo voice (d'-a") and figured bss.  

Text: Author unknown, 

Thehes 

P'4relude.F9Mn LZ w I4 1 AL M Fi6d4 ,

Trio

w -AprFI F 

0- -0 - IF F 1
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4ecitative:
Le - -del e-polil v e -ce, Vaquew

U I L 1+77

Air: R iet Y - Peut oa--eire ta'h

I AFT -x1 ~

Air: 8e-ie.-Reie. d'uvjcoeuv qui ssai4 leweupaiv

Recita-ive
r 

~ F F VF F 

pev, Jad le Ike-oas 5ecovidi pav so" pei,,

t ecitative: 
Qu Ie a(Ur-- ~ y '-~ePu-+ 1 Que la biz2vv jy ou se'-ve- e Plu --- t ov 

DAsespoir d'Orphec rheiz DdmoVs avis-seurs 

RecCitative:i 

c'est a261- -si gua'c- ca- ble des vi gv evt-s de thow

..ML- ;% -14 qk -M- 11
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Ale 

lot 

Air** Qve llex -ce5 des v ve5 

'wi 4- 4- !1 IF I I--- I A V 
I - T L I I T i 3 

I I 
w 

hoop'

Rameati, Jean-Philippe 

(1683-1764) 

Te son of a organist of Dijon , R euw so set by 

Is fathe to ItayJ for taIn g. Instead of reainin 

thr, he returned to ranc Mitihin a short tie, ThIe records 

0f hiS wandering are somewhat sketohy but in 1702, he was 

engaged as teAJporry organi-st t the cathedral t Avignon, 

A1 - the sIe %ear he si-ned a sixyear contract to serve 

ornis for the cathedral chapter of Jiermont. e ci 

not honor the fu11 length of tis agreement, and for several 

years he movd about cceptg different organ post. In 

1722, the year he pubishi&ed is faous Treatise on arg~o , 

he sa aan an in nemont, eau arrived in arss to stay 

in fath e722 o 1?2, A ter holIng several o ran posts he 

as maci dtiectort c the dusic o L riche de l ouHinire
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(1693-1762), sometime after 1731. He remained in that posi

tion until a break caused them to sever their relations in 

1752, The production of the opera, Hippolyte (1733), started 

the battle between the Lullists and the Ramistes. Between 

1733 and 1753, he wrote nearly twenty operas and ballets.  

The complete edition of the works of Rameau lists ten cantatas 

but as Girdlestone and others have pointed out, Diane et 

Action is by Boismortier 188 and Ia Musette, which is called 

doubtful by Girdlestone, is by Pierre de Lagarde.189 Two 

others, Mfdte and lAbsence, are lost.190 

A4uilon et Orithie 

Sources BN Vm? 269, CANTATES/ FRANCOISES./ A VOIX 

SEULE/ Avec Simphonie./ PAR/ MT RAMEAU.! Graves par 51?l 

Roussel./ Le Prix est de 3,tt 1 2 / LIVRE PREMIER./ SE VEND A 

PARIS,/ Chez fL'AUTEUR, rue des 2. boules aux 3 Roix,/ Le 

ST BOIVIN, rue St honorOe ala Rggle D'or./ Le ST LECLERC, 

rue du Roule d la Croix D'or./ AVEC PRIVILEGE DU ROY.  

Instrumentation: Violin, solo voice (D-d') and figured 

bass* 

Text: Author unknown, 

1885ee Boismortier, Act~on, page 343.  

1895ee footnote 153, page 656.  

19 0Cuthbert Girdlestone, Jean-Philippe Rameau (London, 
1957), p. 66.
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I E .. I ~I 1i 
6' &$ -GG

Recitative],

prouve sae fA 

avec motins Ae Adocucr

A. I 

ON eu
vc - Le oo, Forc iJompt a-ble., 

s fl:

KR:ecitative]l

Apres ces scours mea avt5 Aiuion v- - --

f~Wj ~ 7 W ~ f ~ t r~pI1 -'

O eAA iouj'o v- eJ L s I 'a m ovyeu) V"yde - ve
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LA~r *

I

4H ol

e
[W xf -

$Pri

9

_I 411
jL 
Ar 

Que- "e Iri Ae'

Air :

L 
A I It a An m m I 

I , f , I , I . m 14 14 la 
Y, v Y, 

fe-vt e i e- Yo - r -14 ie-
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e er FideLe 

;o rcet B Vm 7 269 (se ciameu, Book I, page 789).  

Tstruaentation: Violin, solo voice (e'-g") and fig

ured bass, 

Text: Author unknown.  

Theme s

aI 111a1 AS I ALr m Ir It F 

IA L I A ME I 
L MI-L-41-'e us p~- - e 

L +

Ghi IL 4
k

R ec ita tive: I 6 U V 0 

Mai 5_C6s___opMe_____________M_.__o____i_______

Air Gai:1

I -- Ii I Mid LdOMOF 1 1 .941h.

A J I W'Ab - - - - - - - -91 

n A, A ,p

7

j c ita1 e:]

It TI IL 1% % I f 

Ce pe" daita. 1au-tel le l3exy-gelr se p-e - sev -fe-,

I i I - k

Ak I

liec it ative



*~c Iecitati 1 

I

Lat IaF%~ 

fiuidesaux--lh AL

owiw a vx4

AM M1 ~ J 1

C6arla4 A -Wuvro 30Q5 fa. PV;$- saA - ce

- . , rim H -AD

1 7 7

-Les Amm ant~s trahis 

our ceC Ks vm7 3610, Les Amants trahis/ Cantate a' 

D eu toix & Viole] Par Monisieur ( i)a)eau"I 

Instumentationa:Tw voices (A- e',d'-1 and f ig ur ed

btss, 

Te xt Author rknownt 

Themess:,

'Recitativel:
. . . - I a M, 

I V I rl ft I I I 
I AFI- JOV' 

Ithy 4. , 
lViod A WWI 

cl ' I P EPE j , v Tr 

eto Covi Je foi"s at -j e su voos rv, -s p L -

LDuo7:

A Be . -Yea rah S a oy por .01comu-r iyl- coy% -Sta

/la Ber -ve att-awi sa Pas' pour scm coevir t" 

6 bIF f 
I .... s

H e c tat IVC
A.4 160 I

Qv vous ri - ea Sdie.eIe cJa - -a e

Quoy,

792

Air:

46 
4p

-A I it i k

.I
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2d I T1 1 I I 

6 7l 
kor--e nl-gi.sv '1 -c vi- a5 -

L titti xe
A L LI A I I F I1' ~ D 

T Sovi- ceJo~ic 1 I es 0Ios Jea Ila uvye- ux ev- p - e

Air: Le e 5es-po ie'ts 1Le fo - I-e.

LecItative 1
0% .I iL L I If I ri P-4 

1 .0-1- W, 0 *- 4 4 f i ' rbog 

Pale8ovlyle- amou%- par 8oy% Ye a. sovi ega-v"e-"

CAir]: v Dieu a mo e p Yevs tous Ies Te vx 

0 L6 1 0 5 6

L aecita>ive
vie, Fe-w- ez.Vous po c6Ie s. 5 oweux Re- 3yets.



Qva-nd uVI* Vo- Ia-.5e&a- u-, 
. ~p 

F 1 W V 1 T 1-KF a I 

Qa"J une vcla -9ge U" u.tete&.jdre. -vnu

L ~Impati en~ee 

S ourC e B sVm 50, L'Impatience.  

Instrumentation Solo voice (e'-g") and figured bass, 

1ext: Author unknown.  

Themes:

A 41M A

Ces iHeux 4 c t i e -j a

Recitative__ 

Les oiSeaux denvou. c ha- e

I A 't 1 -7 

p ___ _____

Pour -quo; leurs e"vt-ex Iu"C o pevise

'Duo.]

794

Ceci ttive:

low= 
v 

viest plus, lepoikhmak CkQL 
I Oda it 

I lb

I - I#- I --+ -- a -IPI-r-AALJ!r -- --- I - - 9 1 -- Aw-.  

44 or

r r I f 

lp V-Vle, vi -

NA IL i

Itr:LAi



Recitative: 

Air leger:

at s Co-vi-vie pa-voist, je vois e"4i* )es ckaryes 

Ru 4e plants Eifais de C y the -ve

I I4I -II

0Lphee 

Source: )N iMs. 'm 7 3612, Orphee/ Cantate avec symphonie 

Par i .1ameau, 

Inst rientation LViolin], solo voice (e'<'") and fig

ured bass.  

Text: Author unknown.  

Themes, 

(vecitative : 

Pat Le ckavme Vaiveoi d'trn Cat hav-oi - eux

Que L k Iwute-sh I Io-pok 'i AL-y -e 

V5A -a - a - --

eitative
I F L I----f 

Maes sow? a-we., 5e - i- 6ea Ia se tlle Jv- c e.

r95

||||| |

1 0%-
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II,

J' poUN temoinv- e. - a vec -oi-ve. Ites heavx yeVx 

-5 & L W11 a wk1w PRO II 1 

55

LAC. ecoitiv -c

Recitative:

A ct pews e f aIeou -, 1 e'-meuk,

M , ~L I k t 

-L"u -tt'-fes %--rets a sa luet Mo-e-Ie,,

EAil S est it fa

b 5...- g S 6 5

Thetis 

Source 4 Bh Ms. Vrm 508, Thetis, 

Instrumentation: Violin, solo voice (A-e' ) and figured 

bass.

t Author unknown.

Air

A . 1* 
L 

Air]

6 , - m i 
A I T, I 

1:0 i 

Log le kc v r

F.-

--q-

& 'L I AV04L
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ihemes

JO' l, - - 11I I

ilrelude:

1 I

Ve citative
14 es

, d -P- At

Jayis vos/iv v Coyi -ce {s Cia Atcejovr

Cecoitativl]

Ne ptuve ewce o- meA:,au 9 i de s a ojc au 

vo - ter, t; lan s e - c-lair s 

I ra 

~ .~ itv iPay - ter.,

aeotitative.
Qvel a - -veu-qletralspmrt vous qi - 8deGraeis Deo

LZ~O

f 
jor 

,W) 10*ka Z 
je - Ar7 -F

In to

Jix 

Kit 
'I fQbr K, f 

I -I t i I I 

p MW 

Ito lay +i ta"s des ait..5, Aqv 0" fur UX 

r 11
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Air: ev lu so t heu -revx de s- t -,. ?di' 

Resbel, Frangois 

(1701-1775) 

)ebel entered, the orchestra of the Opera as a violinist 

at the age of thirteen, and in 1717, he became one of the 

twenty-four violons du oi. 19 His friendship for Francoeur 

(1698-1787), who was also a violinist in the orchestra of 

the opera, caused them to collaborate on several operas.  

They became joint leaders of the orchestra in 1733, inspectors 

of the opera in 1746, and directors from 1749 to 1753, and 

again from 1757 until 1767, when Berton (_.v.) and Trial ( v.) 

succeeded them.192 R6bel retired a respected and admired 

musician after having served on the administration of the 

opera from 1772, until April 1, 1775, 

19 1 Marie Briquet, "Rebel, Frangois," Die Musik in 
Geschichte und Gegenwart, Vol. XI (Cassel and Basel,~1963), 
col. 76.  

192Alfred Lorenberg, "Ribel, Frangois," Grove's Diction
ary o_ usf c and Kusiians, 5th ed., VII (London, 1954), 70
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_'iUour et Psich5 

Sources, anuscript Cons. LD,12822(1), L'Aimour et 

sich/ Par mr Rebel Le Fils! Cantate a voix seule/ et 

simphonie 

Inistruientation'.: Flutes I and II, violins I and. II, 

solo voice ( f-b') and unfigured bass.  

ext: Author unknown.  

Themes, 

I e Fe 

Recitative: 

2' I r - .ov ida a- Ioit a. 5owgv, ' 

Ie-ItL4 1 R

IL- e 4
j~1~ ar a

b -a " V"'e,

-L L I

Air pil
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II I ~J L R Pj

Quels JOV1s
SI/ .r&

ecitative
41

VC VI 05pa V'o 0

4v -0- o

Qe Ps ic, aitVe - vls 'R cwipolbeIa la VC -1.L- re,

I W, I I 1

Re - vez eiez De'-es-.se

Climene 

Source: Ianuscrit Cons, P,(28222, Climene Cantate/ 

a voix seule avec Simphonie/ Par R ebel Le Fils1 193 

Instrmentation: Violins, solo voice (e'-g") and un

figured bass, 

Tex t: Author unknown.  

Thenes:

77:: *11'7 d
Y14 p I

m I , --- mI

-9,The composer's namae is written by a different hand,

u in:

Prelude:

A 
-1dr] Lit L L

.0

Air;

1
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ec itauive
A A j 

IAI 

Im 0 *f 4 99 

Am fte 

Etitte Appollot) ei VA - firiste- 9 v f- v v f,

At IL 

Ei 
Te I le qui i5ait I t he a iAir 

Idor- I 

OC 

4F

A citativ
A -10 K N LLA As 

I ~ ~ VI I 1'-9r 

Cel fats cesseyr - -f61s ue cc -vo c e- m" s p t-re,

L 
r I 

a. e's 
At 

13 1

1TLC1 I
9'le Vo - bye-Voix tou-jouvrs 

-05

A lk4

iren Rondeau 1 F

rj' ~ I

Recitative
Rp-pol-lo c acI ayis ces bot

Air: Repeat Chantes Climene.

X 1 96 w M L N il !I- i 
AOL

. A ]k 

Mift
or f

Air:

L roorl

r
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lenier, Nicolas 

This composer is known only for hi extant published 

works which include two collections of airs, a collection 

of airs and vaudevilles, These6, a tragedy in music and the 

cantatas.  

Le Jugement de Paris 

Source: BNvm7 258, CANTATE/ $RANYOISES/ Melldes 

de Symphonies/ PAR/ M RENIER/ LIVRE IF/ Se vend a Paris./ 

Chez {L'Auteur faubourg S$ Germain Carefour St/ Benoit a 

l'ancienne Accademie de longpr6./ Le Sieur Boivin rue S 

HonorI a la Regle d'Or./ Avec Privilege du Roy/ Prix en 

blanc 6Th/ 1728/ Grave par L. He 

Instruanentation: Viol, solo voice (d'-g") and figured 

bass, 

Text: Author unknown.  

Themes: 

Recitative: 

Recitative;4-O4 

Qy-e&U 4C3e 1L-3 10e.  

4 
1 1 1 

AVNi t MM1 dJ a a-iovevki-e

De'ja. Ju-uioyi pa-.t-;Sou-ve - aL-. wal -t sse..
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Air: 6s-5e dk ba-Iav-c-ex, Lo-sque Ve- u 

Hecitative 
u at- hats - e ~Ier5JU I -9G3e

ir-r Aae es tou+ ce -

1Airl 1Vousa -ve z Q.PUI*5- Sani -4e 5 -nes 

L'Indifference Punie 

Source: -\ Vm7 258 (see Renier, Book I, page 802).  

Instrumentation: Flute, solo voice (f-h') and figured 

bass.

t: Author unknown.
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Themes* 

Prelude]I:aa*

Aecitative:

a -0 - - 4L

All- Ad 5 

6

F-Aeiai-je- ioujouts davis ce ih~e se'-jou- M~e Avnavis

11 ~ 1 7 ~ 1 1 I IL. I i V 
IL I 

AwlS

ilecitativel L a C:.1a1- &M -- -1-11'.. t 

C'et ain-st'que Daphviis.,Suir cs bovASde la Se-Cvie,

1. 1S~ams cgu -JevI'aViou-reul f- - ~

fih- r= -~l t

DaIvs e'n e-tvt 0L' -;nour , un ge-vie -veux e4 - -

iiecit-ative:

I -IF- a

4



Jeu-vies 3eauiez7ulu mbteiAye ho- a-ge

F1-r71Phu__

Lkamour Aveugl6 par L Folle 

Source: BN VM? 258 (see Penier, Book I, page 802).  

InstrumentationA Solo voice (c'-a") and figured bass, 

Text: Author unknown.  

Themes.  

A -aI

Recitative; 1% r A] A ~ r p r 
I nbwpotqt'hsi if'hn Ae e-e

A

El 11 >a AL, ;- v a r
I how r 

e - P-3 - .5p Viak- Yn avi-fe ecivie .04 - wl aj -s 
A A& 

1 9 Ir 

-- roz L

Recitativet
n t LLk

11L1I.~ lb. W m UML ,7WI-% 

Tari-A is que dav~s le3Cleux e~ea~a y" e- es s

k -kk a *

>i2 ~L r. I' .. r rlorw
Air:_Te__l___z____ e -- v b WU -

.4 I Ab Ai

Air:

805

All.  

11 -F- - i oil 
Lk M K

I A I I

14

1 -0- ljo + -% a

1) - t
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L L.

fecitative3 
c6st atvissi que Ve-wvi e4t le Dieu de C -ieye.

1 A - a/s Jo a pa ne eAex- ^ - -

AF A& 7 ~ T

Ulisse t P6e2e 

Source: BN Vm 7 258 (see eniier, Book I, page 802), 

Instrumentation: To voices (fI-ab", G-e) and figured 

bass.  

Text: Author unknown.

Duo

Alir 
vloy _ Iest e' - g a

Air.

--t- f 3r- w 11 dt 
ir I I--

Aft a 
Mr-
IL 2via 

qu'i est OVA cc qv'c>%, 
. m 

It A 11 1 

IF v 0 1- 

qu 4aSt JOVX voor c P_ qv5ov, 

IL a I

I A & i

L I t

Theme s:ii
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Iw U 

Duo] 

Duoor 

S Sel 

are; Conts. [A.35139, SEMEL$/ ,ATTE/ Avec "Sitphanie/ 

PAj MR RN iE/ Grave par F. dlu Plessy/ Le Prix 2, 107/A 

VAIS Chs L'Auteur ue des Boucheries fa ubourg/ S$ Germain 

1 tl'HStel de ktarember./ Le Jleur Foucault Rius 2tHnoe 

prache les harrierss a la Le'gle d'Or./ AWE PRIVI IZGE DU 

WO. 171/ On send aux rnsmes adresses Les Recueils d'Airs 

0e -er.  

Insutru leetiat. Valin, sal4 voice (d'-a") and figured

bass (lavecin).
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Im es 

iRecitatiVe: _________________ 

Vevs es 6 O4s evc%,aites Jpt - -tev a - o -- - reux,

A r Ckeys av -teuvs Je. wiesta - - es voeuA

Hecitativeo 

V t y g Ja-tal soupSom Qu'exc't-a JaV1s sa coeut-

Air

Tremblement de Terre*

Quel he Jou-ta - We b-uii? 0 celI

VIP a F I L 

Jk ;k 

r ir 

Vovs qui ye'g vi e-5 50-Ul Ja)?s Ynovi a- me 
A 

1 -1

Ur AOL I NL IL 
Fs f All 
I at I - w 

44W -- T Alo 

Air:: B ealA t-e"s u - lie te
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Richer, Andr6 

(1714-?) 

Richer became a page in the King's Musicians and studied 

under de Lalande (1657-1726) and Bernier (.v. ). He was later 

attached to the chapel of Louis XV and in that position pre

sented many Yotetst His cantatas appeared in Paris around 

1750,194 

L'Amour Papllon 

Source: Cons- JLIs. F.458, ArTATES/ FRANQOISES/ AVEC 

SIMPONIE,/ ET UN TIo A fJPAR MONSIEUR IICVER/ Ordinaire de 

La tusique de La Chapelle, Et Chambre/ du oy. Et taitre de 

Kusique de Son Altesse/ Serenissime Monseigneur Le Duc de 

Chartres./ DDIES/ A 1 SEIGNEUR LE DU C/ DE CH{ARTES./ 

Per OEUV7E/ Le Prix 6.tGrav6 par Le S Hue e Linere rue 

S4 Honor6 Chez M Cannelle AH Bonnetier attend le Palais 

Royal vis a vis le Caffe M Dupuis./ Madame Boivin Narchande 

ruast t Honor a la Regle 'or./ Monsf Le There larchand 

rue du Roule a la Croix d'Or./ Avec Privilege Du Roye/ 1744.  

Instrumentation: Two violins, two piccolos, musette or 

oboe, solo voice (d'-a") and figured bass.  

Text: Author unknown.  

hemes: 

K ecitativeJ 
L? vnai- 53A1 - -te P I - su30 ls bord5 

194Frangois-Joseph F6tis, "Richer, Andr6," BiographIie 

Unversell, 2nd ed,, VII (Paris, 1873), 246,
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Ariette U) papit--Iov dans ce vol- evt 

recitative:

c e Ae-le

Air:

De pu s ce jou4 rata Ig)a ee e ld el

Ariette:

Arom~de 

source Cons. Rits. F.458 (see Richer, Book I, page 809).  

Instruamentation: Flutes, violins, solo voice (e O _ 4')

and figured bass.

4: i 1 A U06" It .4 W, IC I --- i -u

A IL 

Pf F virl- rl% , w I it AA J Fir FI-11 L.4 6 V Cj I 
EPTE __w mom- gal La. jevvle5-,5e. folle vo-la 

m IF"I-r M Y AW I Mi rl 

hod ==;:- ww + 

Or 6

!Fk wn IL F41 IL

.Y F U 
AM 

Ll t 1-4 

Le 

a5- se vn 6)es 6v-; vit e- jeu vkes-5e., I es IrR.; s p- t les je o x 

-W F-i I L 
I Ali

7



Texte Author unknown.  

Themet s

Tempesteo

IMM9 

nd I A lw A 
LIE 40 - w 
WWA*A---^N old ININIMPF 

WON"

-9,- F F a

Recitative*
L 

Am^ 
LA FIE loe 

r ;E or 
coul-vovx jp. DO 4r, vi e e

r3ealle De- es - -e d tav e- po - se 

I r ~YTC i I69

iecitative:
A~ AI.  

I 1 IlI - &W m a IIw 

lie (V

De ses laimes e c Jes crt5 les o-cV ers

Air o 
8 o -- ra- 6ble P v vtc ess e., o F- ve'svos dou JQ uVSj 

A I in

aecitative: In- 4 i m I 1 

IV n -1 v- I a
A Ifn.5a7 duv la plaiie i - q ui- de.

811

-7
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Ajiette: 'Amw owe5e- COnfAZ I a 'iai-ep 

Stuck, Jean-Baptiste (Batistin) 

(1680-1755) 

Born in Italy of German parentage, Stuckw as in the 

service of the Comtesse de Lemos in Naples in 1702. A short 

time later, he was in Paris there he became a musician in 

the service of the Duke of Orl6ans and subsequently a musician 

of the King's Chapel, holding both positions until his death.195 

AccordIng t F6tis, Stuck was one of the first to play the 

cello in the orchestra of the Opera, a fact which explains 

the richness of the writing found in the figured bass parts 

of his cantatas,196 He published four books of cantatas in 

1706, 1708, 1711 and 1714. With Morin (.v, ),Stuck is one 

of the first to publish works in this form and in the dedi

cation of the first book, he explains his desire to "join the 

style (taste) of Italian music with French words, "197 

195irangois Lesure, "Stuck, Jean-Baptiste," Die Musik in 

Geschichte und Genima rt , Vol, XII (Cassel and BaTel, 1965) 

col. 1634.  

196Frangois-Joseph Fetis, "Batistin (Jean-Baptiste Struck)," 

Lsic, Biowraphie Universelle, 2nd ed ,, I(Paris, 1873), 269.  

197Jean-3aptiste Stuck, "%Dedication]," to Cantates 

Franois ,(Paris, 1706).
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P-ourquo laintive.hilomele 

Lr LCon D147 1 CANTAT ES FRANqOISES/ A sourcee: Cons. 4,1 Q77() AAL o:/ 

VOI SEULE, AVEC SYMPHONIES,/ D2DI$ES/ A SON ALTESSE RO ALE/ 

MONSEIGNEUR/ LE DUC DORLEANS,/ PAR JEAN-BADTISTE STUCK, 

AFLORENT IN. / IVE PRE IER2,/ A PARIS,/ Chez Christophe Ballard, 

seul Imprimeur du Roy pour la Musique, Ru'' Saint Jean de 

Beauvais,/ au Plont-Plarnasse,/ PIDCC.'VI, AVEC PRIVILEGE DE 

SA MAJESTE 

Instrumentation, Violins I and II, solo voice (d'-g") 

and figured bass.  

ext;,, Author unknown.  

Themes: 

Recit,,ative; 

Pouxrcluoy plah -ye P e , .@Iv e' 

Air0 

Air-- er a vabre. e-+oui 

Air:a W' 19 

6 

Recitative: F 

c e os VA Jc wn -oo-goux SOle 5a pi-jvavi+e.

I v I
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Recitative:lF 
-p a vot -t atte eA e pate dooouv-aLx

*VIa - a .L

heias 9 e v% skse svise -e s
I n

Sous un bocae ptais 

Sources Cons. [D.14077(l) (see Stuck, Book I, page 813).  

Instrumentation: Violins I and II, solo voice (d'-g") 

and f igured bass.  

Text: Author unknown.  

Themes:

Recitative:
o s i bo - ca- ge epatS, ou le f labeaui'jou 6emblol:

Air: 

1' 4wo - -

Fqlk 
L I

kak i Le

A-&,46 6 0 --- i 

T7
Air I
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,,ec itat ivesoi 
te. st e prQ5se de VOLVr tOI. a.ie, 

A, ON 0-t d a 

A i rA:d e s .  
Air

Recitative: 

SymphonieI

qvt.peut va 

lii | T--p-o-w

Recitative; 

qufr 1 T ts - i s Je -Ae, Vew

vi &I I
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Jnf in de a:hillis 

Sourcee: Cons*. CD.14077(l) (see Stuck, Book I, page 813).  

Instrumenati: Violins I and I, solo voice (d'-g") 

and figured bass.  

Tet:Author unknown.  

Themest

Recitative; 

,i, de, vwa Phi- - MOa caPm& le eo rox, 

Air: 6- 3etd wes voeux w e. yeij sa te -cres-sas 

ec itative1 

q q les .ou , Os jaloWx 9 igtrO tVOQ I os a -y"oVs 

Air: i Oto A pe" povtex '-le. to - ~ie- 

Air- 4plMG goe wa Phi- Is 3ot si-- b e a. 
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e citativeI 
- s airs Jes plus aiabieas

Sit ournelle:

-7f : ~z

Ai 
evs w5 es 2t- t IC -5et I A--mou%

clkav -*'ovs %javj~ov es 1' .5 ix trawspovt5

c -CeC es * b~is ve-pova.s a a v

rv 7 7 1 w _ 7 LII-I

Air:

11 1 a a A&

I IF

i -A 

IL

Joe- -0- k . a i 
aL OP 

-W LJLZ 1019 1 LOF W

iA i

Echot
Ei

1-1-
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Te verrai-Le, touours s1bre 

Sources Cons. LD.14077(l) (see Stuck, Book I, page 813).  

Instrumentation Violins I and II, viola (haute-contre), 

solo voice (e#'-a") and figured bass.  

Text: Author unknown.  

Theme 

Recitativet 
Tve yvyai-je Eou- jovirs sown he.,) 

Aaii ma - - 61le. jeu - vies5 - -se s'e" v 0^ -Je 

[Airl -T- Iew 

[Airi ? a - v avwf qI arque 6' p6aca -

[Air]; Ies e s eau e. Ces vis-.seau.X,' 

.. Z .. 

Recitative; 

Je. Dieu i3accus pa s CM v i bre w a -ge



819 

Air: 

Le calme de la nuit 

Source: Cons. LD.140?7(1 (see Stuck, Book I, page 813).  

Instrumentation: Flute, oboe, violins I and II, solo 

voice ('-a") and figured bass.  

Text: Author unknown.  

Themes: 

Recitative: 

L e calwe e 'a w'tuL v noitsuttoutle .w vovAe., 

Air:a 
le s at u st vves 5ens vi VP_ -P a piLis p se calrmles, 

8Tr]Tpos qe sous Ovmea.
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Recitative:H

SaM lshy je %4 puo vi-vre-, et 4  sqve le- vois, 

AirA 

Air: Q 
310f e1W, 1 -jea~a~s 

La nuit d'un voile obscur 

Source: Cons. [D.14077(l) (see Stuck, Book I, page 813).  

Instrumentation Flute, violins I and II, viola (haute

contre), solo voice (c'-a") and figured bass.  

Text: Author unknown.  

Themes: 

LRecitative] 

La vi d 'u voIe oosc cooro e \es ads 

[Air]: 
Vois 9qvL parcou-re . c-ePe. p-aI-ne
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R1ecitativ 3 iiU!

Mais que OUS PoetO LJtetaveAJ -1eo 

Air 

Hec itative 
-led it; -etle Ou-IL9 op&A a. uwLm ere 

Air~xpr 

Proserpin e 

source: Cons.LD,1407( 2 ), CAITATES/ FRAN\O$ISES A 

VOIX SEULIE ET BASSE-CONTINUE,/ AVEC ET SANS SYiPHONIES;;/ Par 

TI1 0. T1UCK, FLOAENTIN; Ordinaire de la usique/ de 

S.A.. Ronseigneur le Duo d'Orleans.! A PARIS/ Chez Chris

tophe Ballard, seul Imprimeur du oy pour la Musique, rue 

Saint Jean de Beauvais,/ au Mont-Parnasse./ M.DC VIII./ 

AVEC PRIVILEGE DE A MIAJESTE.  

Instrumentation; Solo voice (d'-g") and figured bass.
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Text: Author unknown 

Themes: 

Recitativet 

~~ dpe du p4&4 E -vwa dans CAs vasdes Cav pa3s1Q5, 

Air O VOS, Sa - b eaviqutIk Vous reniez

dOc itative, 

Le5 e orts de Ty plde avolebt trou ble. les Owl bres, 

'Oftr ch aAtez owhi-opa a a, g9 1-t 

r' b -T -" 

tec itative.-1 
m 

Ploton vapp du traU ece Dieu da' evex, 

Ariette: Arwez -vs 'a-Ja--ce, Da stas es Je-s/its,
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eptune' e t Aymone 

Source: Cons. jD.14077(2) (see Stuck, Book II, page 821)6 

Instrumentation: Solo voice (c--g") and figured bass.  

Te t:Author unknown.  

Themes*

Recitative:
-- f A61F 

do 
Ld AM 

de ces bovAs a - vZ -de s, ,5ut- IeS V* VP-5 A r.9 o -s es

Air A 

ir 

Re c i tat i~ve o 

D a (de vipleurs faz-SOI +aLisa pa as

TzO -A
belk Lvtvcesse.,

V - 1 i -+

A 
A tj I 

L A.- a iv e fie c i 7r., 

au x iev)k Qv L D

Air:
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Tou5 es a-wamls sg a. - vewt f at" - Jrv. Wym pin..s 

Air: 

La Naissance d'Achile 

Source Cons. LD.14077(2) (see Stuck, Book II, page 821).  

In Solo voice (e'-.g') and figured bass.  

Text: Author unknoWn.  

Themes 

ecitative1 

i Pre a4P- N i e E -pI - F e.. V, vs Pr H: vi az6-savice ,

>7'IFTT7 
II 1AM

So y vos De ss 0 ex - Ia - -\ 

i i w o IL so I ML t a Lces I OILs

Air

iecitativeo

I I I OF1 1 i _ 

Aftr

Le Guer-,cev qu 8ea - lii - - -e-

na ev s v5 ru I mvo

9
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eIi I pt tutat ive 
P.le'e a' Ce. corpo a u o s a. v o-e 

A Ir: Avads5, sijama'S quelque Oe I -le 

Ar iane 

Source: Cons *LD,14077(2) (see Stuck, Book II, page 821), 

Instrumentation: Solo voice (d'-a") and figured bass, 

Text:*RSvuzelller, 

Themes

Recitative
Sou-s ies ar6res e'- pais dUvi ?aisLI6le bIc ca-

CT ~~~~l- t LJ

e vous vYe-veI- le-. - pas ev - co- , l3eaux yeux, 
I AD -,0% -- -01 ..~Air.

- I I -, % I A 
- ~ - I di

I (v O

,ecitative
i1aW L I

2i fMais eenl, soive Ia kouceus L9 L -tL''

- i 6 A

oll F

I
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Air D'0e

Recitative 
Que Deu ve t' -ar e a ppais 4 evu, 

Air: jSeatez qo perje on VIvo - Ne, o -

Sur la prise de Lerida 

Sources Cons. 'D.4077(2) (see Stuck, Book II, page 821).  

Instrumentation: Violin or flute, bass viol, solo voice 

(C#'-a") and f igured bass.  

Text: Author unknown.  

Themes: 

Prelude:
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Recitative L 

A ss e)e o1 - ps,1es r'bleS itagpesees,

Airs Des - c -e ' e

Recitative1 
Pais, quell Dieutout-a -coup ' Jpar. Je. o -a - '.

Quels savispms ac - covrAs
Airt:

Ex tevi n es t p ov .

Recitativei

De. RVpa" s, F aOCAeXrs, qveltV" easse V a" e-

-. 0

~ I * r

Cai-Lkos s" V-to - rL ~ S E-i'K- S

k 2 f w -omb- j [ ---+ Eat

Recitative:
Le froit ceit Jfe. L au-rears, il revi it awsces Iiux 

AirP

Air:

bbg 
X-Ld I

CP

Am 
I 

f 

t I 
Oi 

14 46 
qaEng, 'BA4

1 f H 1 To 31 ' f SO 
mw loc 

1 r

M nV) -- - vi ow~e.be

871 6 a 2p

m



Pars Jaloux 

Source: Cons, D,1477(2) (see Stuck, Book II, page 821).  

Instrumentation. Violins, flute, solo voice (E-d') and 

figured bass.  

Text: Author unknown.  

Themes.

Ma vs eb .ti~ois IQs 6o; s de 1I)s-Ia JeeUC- ihe -vre

-A a

PVm

Recitative: C77 FB Pr. r3 ElA .[ 

Be iovie- pay-ta -gez Yvio" courotux 6

-

I-'--T' r'Tm I . a

Pourgvoy 4uyez- vous Ma prose ice
A .

+ I=1  rF 
-i LK

boo PV LO

iiecitative:

IL

ve, ef -iez. 5avql&vit7e .V) 
-. 9mmu- d

A

10

L 
I T 

d-m--m 'Recitativ t r 
L'i m COVI 5tav% te- Veiu s 'I- cc +- e vi 8 ve I a" 3 a -3

A 4
Air

a ir:
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ALtesse o'ne - seier lo bo aaven// 
Ar 

Les Bains de TomerZY 

Source: Cons. I-D.14077(3 , CANTATES/ FRAN OISES/ A I,4 

II. VOIX BT BASSE-CONTINUE, 1/ AVEC SYMPHONIES;,/ Par JEAN

BAPTISTES STUCK, FLORENTINS'; Ordinaire de la Ifusique/ de Son 

Altesse doyalle honseigneur le Due d'Orleans./ 
A PARIS,/ Chez 

CHRISTOPIEBALLARD, seul Imprimeur du Roy pour la Musique,/ 

M..DCCXI ./ AEC PRIVILEGE DE SA 1AJESTE.  

instrumentation: Violins I and II, solo voice (c'-a") 

and figured bass.  

Text* Author unknown.  

Themes I W, L=~ 

Recitative.  

Que| speca-cle. pom peux o r.ie, ce, ord -kv agviequ . ? 

LAir IVei'ezo v-voLte soQve - az ai, W'pl 

4- It



LAir]: I Cou-I ez - .- - Coo kr.,

ecitative:

Nauvel es Det - - te Z ql flote.

LAir] vous qo.. -Sde z F o0i -MO -tel - e.  

PW A 6

Aecitative:
A k o . IL li As dm f']F W, I 

t Alf r j)--
-- I I I 

I if K3 LC I w 

10i log 
w 

ol 

vous dovit le pouvo6- .5'e" Levij 5uviovi le. wovs6e,-,

Air. Te rdtes a - cs a-cou - - s - ez

Heraclite et Democrit 

&ource* Cons. LD.1'0??( 3 ) (see Stuck, Book III, page 

829), 

nstrurentat ion : T&wo voices ( c, -a"e, FS-e') and fig

ured bass,

830

A 

k i 17 Itt Lop 
lk %I i

.r- wr mow



2ext: Author unknown.  

Recitative. AIL

Daw 5um abime afreux cie ov- le uset de peL-nes,

L'Air]l

,ecitative* j~r~r y P,[11P4V 7

je socco"-be. sv 244ot, v

Aais 9vel objet vou-vea. ve-dooble. Wes c4ou -\eut-s

831

- --r

br 

ILL 

5a va t4 U" ire-, 5e9a 
-ir- Itt -=- I =F I F AC L Of I I FIt L;

AO 

ir be

1661 E IF A 
I : t AF, 

W---w g ;w I I

A-Jpk-- - L I I or i Le i 
4k 

.0h I J A F E 6 - - Lj A-M =0 64 "& - -A d I ---
1 3 f ld 

V, 

Rev - re Z-,V PIP-u-ve Vh U)C.* A I

JL 
- ---- - --- I Irk A& -IF F=l Lim I -dVJLL= ir I Lor 

I -A. A--j

-7 0 7

-, a 4L 4 do

F

L i L AwIft AN

liecitative,

CDu o]



A jo --MI

Plus le-ef' - -- 90. zph
r7" Mh 
"9101 24f- E It 

It I-of
6w~~ 66 OF

ec itat ive
-L1F. &A a A- -- 4L*--

AN,[Arm a67 

La c 6s ePA c vP-au le s A - 5llevotssassezvous Poyltn

Ii'

Pot -te a' vos bel-es Vos te r e, .5o - ps,
I i Id t 2

t4lh , 11 

80 'a.  

iA ',* 

Ato vi V) ovii OVI MP-VO't Pcilifc4e-

I I r r .rr< i :r 
L --

Daums la 1?mwl -p~Ateekda%.5 'o- a

"lore 

Source: Cons, LD.14077( 4 , CAN'TATES/I FHAKIOSES/ ET 

ITALIENNE/ A I. II VOIX LET:BASSE-CONTINUE,/ AVEC SYMPHONIESS/ 

Par JEAh-BAPTISTE STUCK, Florentin; Ordinaire de la lusique/ 

de Son Altesse Royale Monseigneur le Duc d'Orleans,/ LIVr

Air:

832

L I
Mir M-- An

W

I -ACV, I'Lo 
IF 

Im 1 4

A - 11-

Liecitativel*

LAir]:

.UUO4 
'1 , ,

IM- - -
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IV./ A PAIS ,/ dAChez CWIST2PI BA , seul Imprimeur du 

Roy pour la Musique,/ rue Saint Jean de Beauvais, au ort

Parnasse.,/ -. DCC XIV.,/ AVEC PIVILEGE DE -3A MAJESTY.  

Instruozentation: Solo voice (d -ab") and figured bass, 

ext: M Menesson.  

Themes:

14 J k . 10% +

Reci tative:
{dretthop j e-J. Flo-t-e.

f) L 
r 11 

j-'Ah, -K-
IN i 0 i "Ir

I ir 64 K
Air** I ;T ,r~e, WOV "Fi0yezrA s e-Sa~s LrK

A,

Recitativ e;
I --h. KiL I

C en est 4at, vous ce -8a aV "i& .aele- ax -

Air

ik

1rn~y IRr i F, V ii IL I 

quay-jeet q ve vots-je parotvce)!

F. IS 

1 r

L 

OC 

YF Na Sse Z. ae - Ou4s PaO:S, I sse 7- Nae5sezq, 

E I I i Lie i b"

kQ oi

Fuye ?- Wye 
#-- A&

Recitative:
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1:-r 

2Q U"Coeur - e - l e4 v~al7 v- 4 ,, 

Ain 4--I -. 1 U4 r T F 

&1 

L'Amour 2n&6 

Sourc: Cons. .D.14077 4 )(see Stuck, Book V, pace 832).  

Instrumentation: Solo voice (e'-g") and figured bass.  

Text: Hde Ser5, 

Themes: 

Air: 
Ot'eu evU - el, vazAqe :, d - ab .  

L 6' I F V '1 e de .  

Air: ico cablee I'Vge.l, Dea A ,oQ 

Recitative: I Ii 

ces i ottai tra po d'a-K e Y a-e, b-Cc- a'e.
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N N

Air~ h

a

F 41 i 1!1 F LIIi~

Oa. A-wou ct9Vhowis )a ye i-gevi-ce- Rd' A~

II~~~~I6=2!i L 4 L r 1

Diane 

source: Cons. LD.14077(4) (see Stuck, Book IV, page 832).  

Instrumentation jViolins, solo voice (e'-a") and figured 

bass.  

Text: 1" uzellier 

Themes;

~9-

I I r _

- 0 I Ipi

2.  

A L
11 t 169% Am -mlv 

I AVE rw 

aA :i, w h L ;EJE Ic Ic - it I 

L 0 Y t - ve VIS -at-fewdoit que Ia. 6%-l I I ai te Avyo ye-

Aurs,domez. dais ue. p
F-I A 

I I --- FAC' 

fp 
ge I a I* me 

I v6-
h~m6~Ip~~ ~ 

'9

#4, N

-citative:

Prelude: a'

(o7

& a

Go

~I ff- I A12 V I I.rI- i I 

%leYe z, 5 s eb 67 - Vous> ies com~pacpo~s ,eI-Ad s,

IL 
I's 

-Ah I F 

MAW F1 I

L

iecitativeo

Do e ZAir

a



a FI R T / I . IIL 

I AV A- I d 141I'1

DompfezesTivace. Cy -+he ve,

Recitative:
F r P-7 I

Tavdis gqe c I'AVout acrievnavt )a d K,

Ei U Ti L F. V

Air: __L'A,,___aovieviovte s a9 oo., fa pas6e-s

I I IIL J I

(0

PsichE 

Source: Cons. UD.14077( 4 ) (see Stuck, Book IV, page 832).  

Instrumentation: Flute, violin, bass viol, solo voice 

(d'-g") and figured bass (second bass viol).  

Text: Mr Fuzellier.  

Themes:

Mesurg :

Air:

836

A ''.Jat 9 e-e.oZ P-M- t s e ut vo-s ap-pele,

I I T, m 

dic I.J AL 

1,

a 0 -

I I

; ftw 40 lw
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Recitative
U- ie ba~r ba-ve Ioy *'ovdovinoi aams ces 14'evx

SUppl'eeX

,ecitative

A

AM 

V, 

UA lod C3 
w)h,.Plr F v w w

k
n r% . I A& I 
LF I Lig VF m 

I Plio M T - IF

y I F 
LAV

I *F*r quoy. woi mpr-esse. - wam+

- :i, In [Ir L- 

hI..

I I ;

recitative: 

Air:i I#- peI --- COws ja-ma I'esp - ay ce

Ai

x w 'L t% 
I 19C a A- L A P% I 

.& - -1 I F A .90 

60 AL lot 
I At jr I F1 Ef 'of r 

f-"+YaL he, pair 10- scw

YOOuir, m 00ir

I

Quej 

-4- I
Air:

Z -4
ho esle stt 4SL Chasmwalnt 9, igols
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Les testes Lolonoises 

Source: Cons, D.14077( ( )(see Stuck , Book IV, pag e 832).  

Instrumentation: Violins I and II, trumpets or oboes 

T and II, solo voice (c -g") and figured bass.  

e1A: 2 de Monriff, 
Thmes

'Preludel:

I I 3i" - -aI

-- 4 Quel birfait trete---i cete r-v e. c6% a avte

Air: 

Air

voe 

Da sIs ailvwn -phe- e

eoi native:
-. AL I , 

13(e "-toat vvi evvs glotrieux a t t'e4 :ces 6ovJs

A 4 Alk -*- -#- AL 

11 riptio L, AQ 

I AR I si. 
A#A-- ton 

-0- dv Ak 

Ii I Lin Im L A v 

R% -An 

OT 
IAk i I- 4tF. low . 16

ei t at 1* .Iie
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Airv 

I o 1II I 

Travenol, Louis Antoine 

(oa.1698-I?83)198 

Travenol probably learned the rudiments of the violin 

from his father. lie later studied with Louis-Nicolas Cloram

bault (a.vy.) and with Jean-Baptiste Senaill6 (1687-1730), the 

celebrated violinist. Until 1733, he served the exiled King 

of Poland, Stanislas Leszczynski (1677-1766), the father of 

the Queen of rance, as first violinist. Travenol performed 

in the orchestras of both the Opera and the Concert spirituel 

from April, 1739, until he retired in 1759.199 Also a writer 

of some note, Travenol rote many anonymous pamphlets attack

ing various personages, such as Voltaire (1694-1778) and J. J.  

Rousseau (1712-1778).200 He also wrote several on Free Mason

ry and collected material for a history of the Royal Academy, 

198Fran ois-Joseph Ftis, "Travenol, Louis Antoine," 
Biographies Vniversell, 2nd ed. , VIII (Paris, 1873), 251., 

1992oger Cotte, "Travenol, Louis Antoine," Die Musik in 
Geschichte.and; Gegenwart, Vol, XIII (Cassel and ~$~el, 1966T, 
co . 6i1.  

20Ftis, "Travenol," op. cit. , p. 251.
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LaT iert6 'a inc12 " a I' our 

Sorce:" 6h'v 7257, LA/ FIERTi/ VAIN ccU!AR L1'AOUR, / 

CANTATE/ a Voix seule et Simphonie,/ suivie/ D'un/ Petit 

Divertissement,/ VPA I' TRAVENLP/ Prix., 4-16s en Blanc./ 

Grave par Melle Michelon/ SE VEND A PARIS/ Chez ITHEUR 

Rue des Canettes, prs I'Academie de Vande uil, a' l'Image 

iichel/ La Veuve BoivinHu~e S Honor6, a' la Regle d'Or./ 

Le S, Le Clerx Md eii du Roule, a la Croix dOr,/ AV'EC 

PRIVILEGE DU ROY, i.DXC.XfiLIV.  

Instrumentationn: LViolin or flute I and II, solo voice 

(d'-a") and figured bass.  

T Let: Author unknown.  

ThIemes: 

lecitative; -1 A WLpA 

t rt 
Da~s uA a -- so-L 

Tout ra no%- tu~- ve&L --- M&L e;Be



A rO Rs *ouP e t &-wa.- - - -

r IR05S iet sovot aem ov re it A le a

I A 
EL I 

- lip I W -1 :ft= 

-or 

ke vp 
mod 44

I -- %-it - - 's SOL - M I -5e

-~-60

Recitative: 

Premiere MIusette: 

Deuxieme usette*

L _ _ _ 

11 4L. U L3~ 1 F 1A KI 1

fl' r P)~.,e h~-~ .h. r reI j? w- 

hab -iv~i-iWies %0

r L llo MI in n mlol o mIHIII aI IM I I d 

m I1 
IV f7

Daws ces U 9 es I'i-ioce,,ct I;- ,Pa~ Par Ieu,-s atha&h Os Iwcpayts

3 3IV

I

Air -*
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Air:

Trial, Jean-Claude 

(1732-1771) 

Trial began his musical career as a boy singer at the 

cathedral of Avignon and continued by studying violin with 

Garnier at Montpellier, Settling in Paris, he became con

ductor at the Opera and a close friend of Rameau. The Prince 

of Conti made him director of his private chapel and used 

his influence to procure for Trial the joint directorship, 

with Berton (.v.), of the Opera (1767).301 The composer 

of five oeras, Trial also composed short overtures, orch

estral divertissements, the three French cantatas, and several 

separate ariettes, 2 0 2 

hypolite 

Source: BNvM? 284, HYPOLITE/ CAITATE/ pour une Basse 

Taille,/ ou/ un Bas dessus/ avec Symphonie./ D6dide/ A 

201Roger Cotte and Frangoise Cossart, "Trial, Jean
Claude," Die iusik in Geschichte und Gegenwart, Vol ,XIII 
(Cassel andBasel, 196397, col. 649, 

202Gustave 1houquet (revised by Marie Louise Pereyra 
and Alfred Lorenberg), "Trial, Jean-Claude," Grove's Diction
ay of Music and Musicians, 5th ed., VIII (London, 195,743.

Alk, flftn mh & I L 4w 
I t I I rk- I 

11.1 0 i i i I I .I rmz rl 1 
1 -1 

1 

Ly av% fo%5 VA - N"Wy ce e'
40

i
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MOvIEUR ALLUT/ Secretaire du Roy./ PAR M, TRIAL./ Premier 

Violon de Q'1pera Comique./ Gravde par AC"* Leolair/ Prix 

3 .4i / A PARIS/ Chez M. De la Chevardiere, rue du Roule a la 

Croix d'Or! et aux Adresses Ordinaires de Musiue./ a Lyon 

4. Les Freres Legoux, Place des Cordeliers,/ a Rouen N.  

Magoy, rue des Carmes aux Armes d'Orleans., Aveo Privilege 

du Roy., I mprimne par 'Montulay.  

InstruTentation: Violins I and II, solo voice (A-f') 

and figured bass, 

Tet: Author unknown.  

f mes.  

-Recitative] FI 

Quel B"i d: - - - appe les AI S - soIev-ve 

i E-7 

aecitati e: 

To- ce-- .'.vea - - a- sa a-Ia5

LAirj: Re.ve- -vie z.a wa vox Ow.r ~-A v t 

4'r
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Secitative6 

RaV -me pa 5es p eu s -bouc i. die .es ac-c~wm 

Ariette- De L1 mour- 9oU-1o15is 'es at -ia 

Le TrIoMphe de Jnaud 

Source: 311 7283, LE T1IOMPHE/DE/ REAUD./ Cantate/ 

Pour une Basse Taille ou Bas dessus/ D4di6/ A MADE1OISELLE 

ALLUT/ PAR. 1. TRIAL/ Ordinaire de la Iusique de S. A. S.  

Monseigneur/ Le Prince de Conti./ Grave par i4g Leclaire./ 

Prix 3., / a Paris Chez M. De la Chevardiere rue du Roule a' 

la Croix d'Or/ Et aux Adresses Ordinaire de usique/ Imprim6 

par Montulay.  

Instrumentation: Lviolins I and II, solo voice (B-ff 

and figured bass.  

Text: Author unknown.  

r hexses: 

LAriettelLeu Cees deI44 -e.F--.

3 33
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Rec itative: wA9 J r I F10 

Acvi pav-tod Ra -vi PR da I Bele - -r i-- -e 

J'evl-teis rBe -Ion~- -- 

Recitative.  

Pa JAL J- 9 ies L;es a- ve-te' dans ce hea 

Ai .I 5u5 e5 tvaJ5 ~n FEV- Aal+t 
i4 

Les Triomphes De L2amour2 0 3 

Source: B- vm 282,0 LES TRIOPHES/DE/ L'AMOU/ CAN 

TATE/ Pour un Dessus/ Dedige/ A madame la Marquise de Besons./ 

PAR M4TVIIAL,/ Ordinaire de la Musique de S.A.S./ Monseigneur 

le Prince de Conti./ Gravge par Gerardin./ Prix. 3./ A 

PARIS/ Chez L'Auteur rue du gros-Chenet la Seconde Porte 

Cochere/a gauche en entrant par la rue de Clery./ Le Clerc 

4. rue Saint Honor6 entree la rue des rouvaires, et la rue

2 0 JJewnes Coeurs ch6risses ses flames," an ariette, was 
published in a collection of airs by Boilley in Paris, with
out date (see BN vm? 6180).
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Dufour a Saint Cecile. / Mi de la Chevardiere M rue du roule, 

al la Croix d'Or,/ .t aux Adresses Ordinaires./ Avec Privilege 

du i,/ ir mprimae par Montulay 

Instrumentation: LFlutes I and II, violins I and II*, 

solo voice (e'-a") and figured bass.  

Text: Author unknown.  

Themes.

AJW4. A 40I

t--VArL 1 fly - - I 1 V I II Ld I.F 1 I 

Q ls pectac a - - - e, et le s citqwA et (a ta v eI

wi tt IiI I I

LAir -vie Os COe& ch -s-sez es fla - -

*1

itive : flIj 1,1 ii 

Le-T- e ivJorspt ena - quoif a t 5a v c -- ob e 

i f -1 --t1 I

3 1

Ariette:

3It

'7 .,

5

IFI~~hnn~1~~ff r 'ri iF!t 'T AD

tw A j 

mm

LAir:

JF 

0 

6k lW'* S 0 1 i i i F i F f I 
lq OWN"

Li, ecitative]:

Vo- lez



a -tt -A 44- , __ - Lv -- p -- I s 

TTTF7'W~ 1 I 1 F 

4t a 

Villeneuve, Alexandre204 

(1677-1756) 

From 1697 until 1701, when he became music master of 

the Chapter,205 Villeneuve was a chorister at the cathedral 

of Arles. After 1706, his name appears in collections pub

lished by Ballard in Paris. Villeneuve was one of the rotat

ing chapel masters (January-4arch) for Louis XIV in 1726 and 

1727. His sacred and secular compositions were heard many 

times at royal occasions and at the Concert spirituel.2 06 

204Jean Bonfils and Aenri-Andr6 Durand, "Villeneuve, 
Alexandre," Die Musik in Geschichte und Gegenwart, Vol. XIII 
(0.assel and asel,1 966T, col. T1I. he authors point out 
that Alexandre Villeneuve is identical to Andr&-Jacques 
Villeneuve.  

2 0 5 i., ccol, 1640, 

206Michel Brenet, Concerts en France sous I ancien 
regime (Paris, 1900), p. 229.
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Le Voag _ Tde there 

source: BN m7 257, LE VOYAGE/ DE/ CYTIERE,/ CATATE2/ 

FRAN ISE , / A une Voix Avec Symphonie! /Par 1 VILLENEUVE,/ 

cy devant Maitre de Musique de la Metropole/ D'Arles.  

Prix 2.f10. en blanc.!/5E VEND A PARIS/ Chez L'auteur, ru 

des bons-Enfants, pres le Palais-Royal, dans la maison de 

Miell du Maine./ Le Boivin Mih- rue 3 Honore, a la regle 

d'or. /Avec Privilege du Roy 1727, 

Instrumentation: Flute and violin, solo voice (d'-g#") 

and figured bass.  

Text: Author unknown.  

Prelude.4*O 

Recitative: N1 p4U 1 

Air: Qua-"4 Oh pt~nAVw a.'MW OL& A po g Wi. Je qu'iIea clloede I Ot meis, 

-. 2 ~N 77-7--



-4j F% 

J r iii'AFJ Ir~r_-
hiams, Dieud1 je ciaingq- weldb

1!

Repie. sat Ies h uwi-Jes plai-wes

I J ~

recitative 4esur6;

q uef 3ov ca--nfe. -suc-ceLe

Le r a- -ge paroit, JQe touche au borJ haviquI e-

A -gris de mov-el - les al-a - -
I~~ -I ~ 1 

I I p---FL

e it ative,

Air; 41

M

4

Air :
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Unlocated Cantatas 

Mr.  

Source: J. Bachelier, Refueilldeantates contenant 

toutes celle Qut se chantent dans les concerts. (The 

Hague, 1728),. p. 316.  

Title: Penth6 ou l'Irreligion Punie, text by Mr. de B.  

M.** 

Source: Catalog included with Bouvard's L'Epoux In

different, BN Vm? 268, 

Titles: La d&faite de Mars 

L'attente de l'Himen 

Mr. ** 

Source: J. Bachelier, Recueil de cantates contenant 

toutes celie j. ise chantent dans les concerts. (The 

Hague, 1728), p. 383.  

Title: Les Vendes, text by Mr. I. D. V.  

MT Besanqon 

Sources Catalog included with Bouvard's Lipeoux In

different, BN Vm? 268.  

Title: Lda
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Bourgeois, Thomas Louis 

Source: Catalog included in ClArambault's Cantates 

Franooises, Book I, BN Vm? 168.  

Titles: Les Souhaits de l'Amour 

Le Coup d'Anacreon ou le m4pris des Richesses 

Le Combat d'Anacreon contre l'Amour 

Le Songe d'Anacreon 

Bouvard, Frangois 

Source: Catalog included with Bouvard's LjEpoux In

diftferent, BN Vm7 268.  

Titles: L'Amour champestre 

La Feste de Cloris 

La Ny mphe de _a Seine 

Burette, Bernard 

Source: L. de La Laurencie and A. Gastou6, Catalooe 

des Livres de Musique (Manuscrits et Ipfrims) de a Biblio

theque de l'Arsenal _d Paris (Paris, 1936), p. 31. Aegi4, 

Ars. M.286, is marked "fasicule 4gar4." 

Title: Afl4 

D. R. de F., S. A. Mgr. le 

Source: J. Bachelier, Recueil de cantates contenant 

totttes celle ji se chantent dans les concerts... (The 

Hague, 1728), p. 269.
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Title; Le.dQ3ojt des grandeurs, text by Mr. E .  

Daquin 

Source. Frangois-Joseph fltis, Biographie Universelle, 

2nd ed., II (Paris, 1873), 429.  

Titles: Circe, and others 

Dubreuil, Chupin 

Sources Catalog included with Bouvard's L'jpoux In

different, BN VM7 268.  

Title: Diane et l'Amour 

Guido, Signor Antonio 

Source: J. Bachelier, Recueil de antates aontenant 

toutesicelle ui se chantent dans les concerts, . . (The 

Hague, 1728).  

Titles: La Pomme dor, text by Mr. s., p. 341.  

Tiris et Climene, text by Mr. p., p 324.  

Guillon, Henri-Charles 
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Bernier . . . . . . .  

Stuck . . . . . . . .  

Dubreuil . . . . . .  

Bernier . . . . . . . .  

Blamont . . . . . .  

Blamont . . . . . . .  

Campra . . . . . . .  

Gervais, L. . . . . ..

* Campra ..  

Courbois 

* Morin . .  

* Campra . 9 

. LaGarde .  

* Stuck . . 9 

. Bousset, .

Bouvard .

* 9 9 0 0 .  

. . . 0 9 .9 

. 9 9 9 9 9 

9 0 9 9 9 .0 

* 9 9 9 . 0 

9 , 9 0 9 .9 

. 9 9 9 . .0

0 9 9 0 . 9 .9
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437 

453 

850 

852 

732 

677 

619 

717 

429 

478 

262 

835 

852 

276 

321 

324 

451 

603 

462 

551 

764 

465 

654 

816 

385 

389



L'enlevement d'Orithie . . . 0 Marchand du Maine .

L'Enl4vement d'Orith 

L'enlevement de Pros

Ennuis salutaires 

Enone . * . * . . .  

Eole * . . . .  

L'Epoux Imprudent 

L'Epoux Indifferent 

Esther . * . . .  

L'Et4 . * . . . .  

L'Et . . . . , , 

L'Et4 . . . . . .  

L'etrenne d'Iris 

Europe . . . . .* 

Europpe . . . . * 

Euterpe . * * . .  

Les Femmes . . .  

La Feste de Cloris

te . * . , Mont6clair 

erpine . * Bernier . .  

* . . . . * Anonymous .  

S. . . . . Morin .  

. . . . . . Lejay . .  

. . * , * * Bourgeois 

. * . . . . Bouvard .  

. . . * . * La Guerre 

0 . . . . . Boismortier 

. . * . . * Burette .  

. * . . . * Lemaire * 

. . . . . . Mr N... . .  

. . . . . * Monteclair 

Blamont .

1 0 .0 

. . .0 

0 .9

Les Festes Bolonnoises 

La Fiert4 Vaincue par 1' 

La Fin des Siecles 

Flore . . . . 9 

Les forges de Lemnos 

Les Forges de Lemnos

* . . . Morin 

Campra 

* . . * Bouvard 

O 9 .* Stuck . .  

Amour . Travenol 

. Dornel 

* . * * Stuck 

. . . . Bernier .  

* . . . Gervais, L.

.0 

.0 

.0

. . . . . 728 

. . * 0 * 275 

* . * , * 252 

. 9 . 9 9 750 

. . . . 690 

I . . 0 0 . 370 

. 0 0 0 0 9 395 

. 9 0 . 9 . 663 

. .. . . . 338 
* 0 0 0 0 0 455 

. 9 . . . . 440 

. 9 . . 0 . 694 

* 0 
9 * 0 0 774 

. 9 . 0 0 0 742 

. 0 . . 9 . 330 

. . 0 9 . . 745 

. 0 0 9 . 0 456 

* . 0 0 0 . 851 

. 0 0 . . . 838 

. 9 0 0 9 . 840 

. . . 9 . 0 563 

. . . 9 . . 832 

. . . 9 0 . 269 

. . 0 9 0 . 599

Les Forges de Vulcain . . . . . Cl6rambault, L.N.

864 

705. .0

9 0 0 529

.  

,

.



La Fortune . . * . . . . .0..0 Montgclair . . . .

La France . . * . . * .,0 

Les Francs Masgons . .  

Gregoire . . . . . * .  

La Guerre . * . * . .  

Heb6 . . . . . . * .  

Heraclite et Democrit .  

L'heure du Berger . ,* 

L'Heure du Berger , . * 

L'Heureuse Convalescence 

L'Heureux Epoux * * * .  

L'Heureux Hazard . * 

L'Heureux Jaloux . * * 

L'Heureux Moment * * 

L'Heureux Moment . . . .  

L'Heureux Presage * * * 

L'Himen. * * . * * .  

Hipolite et Aricie . .  

Hippom6ne * * * * * * * 

L'Hiver * . * * 

L'Hiver . * . * * * . .  

Horoscope . * . * * * * 

Hypolite * * * * . * 

L'Hyver . . * . * * * 

L'Hyver . * . * . * *

L'Impatience

Annnmousn

* 0 0 ClArambaul 

* * * Grandval 

* . * Campra .  

* . . Campra .  

* * * Stuck * 

* * * Brassac .  

* . * Grandval 

* * . Piffet * 

* 0 * Campra 

0 . * Mouret * 

, * * Campra .  

* 0 * Campra 

* * * Monteclai 

* . * Dubois.  

* * * Bernier * 

* * . Bernier * 

* * * Bourgeois 

* * * Brassac .  

* * * * Gervais, 

de Mars 

0 * * * Trial .  

0 * * * Boismorti 

* 0 * * Lemaire .

0 0 . . 0 0 . 0 Norin * .
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713. 9

. . . . . . * 236 

t, L.N. . . . 534 

* . 9 6 6 . . 636 

* . . . . . * 483 

* . 0 9 9 . . 448 

* 6 . . . . . 830 

* . . 0 0 . 0 404 

* 0 . 9 . 0 * 615 

. . 0 9 0 S * 779 

* . S 9 . 0 0 458 

* 0 0 9 0 9 772 

* 0 0 0 0 0 . 449 

* , 9 0 9 0 0 467 

* . 9 . 0 0 734 

* 0 . 0 9 0 0 568 

* 0 9 . 0 0 . 266 

. . 0 0 0 0 . 282 

. 0 0 0 0 . . 350 

* . . . 0 . . 403 

L. . . . * . . 602 

. 0 0 9 9 9 * 707 

* 9 . . , * * 842 

er . . . . . . 341 

* . 9 . 0 0 . 697 

. . 0 . 0 0 . 747



L'Impatience .. * *..  

L impatience Amoureuse 

L'Impatient 0 * 0 * * 

L'Impromptu du Z6le .  

L'Incertitude 0 * * 

L'Inconstance . * * * 

L'Inconstance * * * * 

L'Inconstant Fidelle 

L'Indifference Punie 

Iris . . * * * * * * 

L'Isle de Dglos * . .  

L'Isle de D6los 9 * .  

L'Isle de D6los * * .  

L'Isle de Dalos . . .  

Ixion . 0 * . * * * .  

Ixion . .* 0 0 . 0 * 

Ixion 0 * * 0 * 0 * .  

Jacob, et Rachel . * 

Le Jaloux 0 * * * . .

.* 

* 

.* 

.0 

.9 

.0 

.  

.0 

.0 

0 

.0 

0 

0 

.0 

0 

0 

.0 

.0 

.0.

Le Jaloux * . . * * ..* 

Les Jardins de St Cloud 

Les Jardins de Sceaux * 

Jason et Medee . * * * 

Jepth6 * * * * . * * .  

La jeune Flore .. 00.

Jonas * 0 0 0 0 0 0 0 0 0 0

* . * Rameau 0 * 0 . 0 

* . * Robert . . 0 * 

* * . Grandval . . .  

, 0 * Chupin de la 
Guitonniere 

S* . ~Morin * . * * * 

* * * Aubert . * * * .  

* 0 * Bernier * . * .  

* . * Bernier . . . .*.  

* 0 * Renier 0 0 * .  

* . * Bernier . * * . .  

* 0 * Burette . 0 0 .  

* 0 * Cl6rambault, L.N.  

0 . * La Guerre 0 * .  

0 * * Pipereau 0 * * * 

. * 0 Boismortier . 0 0 

0 **Bousset, J.B .* 

0 * * Grandval * * * 

0 * 0 La Guerre 0 . 0 .  

0 * * Campra . * * * * 

0 . * Cl6rambault,.L.N.  

0 * . Brulart 0 * 6 * * 

0 * * Bernier 0 * 0 .  

0 * * Courbois 0 * . * 

. . * La Guerre 0 * .

. 0 

* 0

Morin . . 0 0 0 0

La Guerre 0 # 0 * .*

0 . .0 

0 0 .0 

0 . 0

866 

794 

854 

613

0 668

* * 496 

* . 0 755 
P . 0 258 

0 0 0 263 

0 0 * 287 

0 . * 803 

0 . 0 279 

S.0 , 436 
* P 0 520 

0 0 * 685 

* * . 782 

0 . 0 344 

* P0 375 

* * . 628 

0 * 0 666 

0 0 0 474 

0 . 0 500 

0 . 0 423 

0 0 0 288 

* 0 0 550 

0 0 0 680 

* . * 761
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Joseph . . . . . . - . . . .  

la Joulssance . . . . . . . .  

Le Jour . . . . . . . . . - .  

Judith . . . . . . . . . . .  

Judith . . . . . . * . .  

Judith ou la Mort d'Holoferne 

Le Jugement de Paris . . ., .  

Le Jugement de Paris . . . .  

Le Jugement de Tiresie . . .  

Junon et Pallas * . . . . . .  

Jupiter et Europe . . . . . .  

Leandre et HSro . . . . . .  

Leandre et Hero . . . . . . .  

L6andre et Hero . . . . . .  

Leda . . . . . . . .- . .  

Leda . . . . . . . - - - - -

La Lire d'Orphee en Astre . .  

Le Lis et la Rose . . . . . .  

La longue Nuit ........  

La Lyre d'Anacreon . . . . .  

Mars et Thetis ... . .  

Mars Jaloux . . . . . . . .  

La Natrone d'Ephese . . . .  

Med6e . . . . . . . . . . .

M dee . . . . . . - - .

La Guerre . . . . .  

Robert . . . . . .

Gervais, L..  

Bousset, H. .  

La Guerre .  

Brossard 

Brunet de Mol 

Renier . ..  

Desfontaines 

Morin . .. 0 

Bernier .  

Bouvard .  

Cl6rambault,

Grandval .  

M Besangon 

Grandval 

Briou . . 9 

Campra .  

Bernier * 

Bourgeois 

Biferi .  

Stuck . .  

Grandval .  

Bernier .

Cl6rambault

. 9 .9 

. . .9

* .9 

. .9

867 

678 

853 

598 

379

. 9 . * . 671 

. 9 * * * 418 

Land .. 428 

. 9 9 9 . 802 

. 9 . 9 9 555 

. 9 9 . . . 758 

. . . . . , 292 

. . . 9 . . 393 

L.N. . . . 510 

. 0 9 9 9 * 624 

. 9 9 . . . 850 

. , 9 . . . 616 

. 9 . . 9 9 412 

. 6 9 . . * 476 

. . . . * , 310 

9 0 9 , . . 360 

. . . 0 . . 319 

. 9 9 . . . 828 

9 . . 0 .630 

. 9 9 .* . - 289 

, L.N. * . * 504

M 6d e .* . 9 9 9 9 9 9 9 9 Rameau . 9 9 . 9 90. 853- - - .



Le mepris de 1'Amour . . .# 0

Momus et Venus . . .  

La Mort de Didon * .  

La Mort d'Hercule * * * 

La Muse de .'Opra .s* .  

La Musette . * . . . * 

La Musette * . . .*.  

La Naissance d'Achile . .  

La Naissance du Bal * . .  

Narcisse * . * . . .  

Narcisse . . * * * * .  

Le naufrage d'Ulisse 

Le Naufrage du Pharaon 

Neptune et Aymone .. .  

La Nuit d'un voile obscus 

La Nymphe de la Seine . .  

La Nymphe de la Seine ..  

Les Nymphes de st Cloud .

Oenone . 0 0 0 0 0 

Orphee . * * . * .  

Orphee . . . . . . .  

Orph6e * . . * . * .  

Orphee 0 0 0 0 0 .
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238Anonymous . . . .

, 0 0 Hubineau 0 

* * * Montgclair 

* * . Clrambault, I 

. 0 0 Cl6rambault, I 

* . . Cl6rambault, I 

* 0 * LaGarde . .  

* * * Stuck * . .  

. a a Iouret . .

* 0 ,0 

* 0 0

Briou * .* .  

Desfontaines

. 0 Morin * .*.  

* . . Bousset, R.  

* , * Stuck * .  

* * * Stuck . 0 

* 0 * Blamont .  

* , 0 Bouvard * 

. . Mr Gxx.

* 5 S S 

* . 0 0 

* 0 0 ,0 

* 5 0 0 

. 0 0 0

Orph6e descendant aux Enfers 

La Paix . * 0 * 0 * * * *# *

Destouches 

C1&rambault, 

Courbois .  

Grandval 

Rameau * 

Charpentier 

Dutartre

Pan et Sirinx . * * . .. . 0 . Montgclair * .*. 0 0 0 726

. 0 0 0 . 652 

. . . 0 . 718 

.N. . . .523 

L.N. . . . 536 

L.N. . . . 511 

. 0 0 0 * 656 

. . , . . 824 

. 0 0 0 . 771 

* 0 * 6411 

. 0 0 0 . 556 

. S 5 0 . 762 

* 0 0 0 * 380 

. , 0 0 . 823 

. , 0 0 . 820 

. 0 . . . 334 

* . * . . .851 

, 0 . 0 0 . 583 

. . 0 0 . 559 

L.N. . . . 501 

p . 0 0 0 . 548 

. . S . . * 637 

* 0 . . . 795 

. 0 . 0 
. 489 

. . 0 0 0 0 578
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Le Papillon . . . . . . . . .  

Le Papillon , . . . . . . ...  

Le Parnasse Lyrique ou 
Polimnie . . . . . . . .  

La parodie de Didon . . . . ..  

Le Passage de la Mer Rouge . * 

Penth6 ou l'Irreligion Punie 

Ph6dre et Hypolitte . & . .  

Le philosophe amoreux . . .  

Pigmalion . . f. . . . . . ,.  

Pirame et Tisb6 . . . . . . .  

Les Plaisirs de la Campagne 

Les Plaisirs de L'Himen . . .  

PolipheMe . .'0 0 . . . . . . .  

La Pomme d'or . . . . . . . .  

Pomone . . . . * . * * . . .  

Le portrait d'Uranie . . . .  

Pourquoy plaintive Philomele 

Le Printemps . a 0 . . . . . .  

Le Printemps . 0 . . . . . . .  

Le Printemps . # # . . . . . .  

Prise de Berg-op-Zoom . . .  

Proserpine . . . . . . . . .  

Prot4e . . . . . . . . * * .  

Le Prunier 

Psich6 . . * . 9 # * . ..

Campra . . . .  

Nsron . . . . .  

Blamont . . . .  

Anonymous . . .  

La Guerre . . .  

Mr. . . . . . ..  

Bourgeois . . ..  

Chauvon . . . .  

Cl6ranbault, L.N.  

Clgrambault, L.N.  

Campra . . . . .  

Dupuits . . . . .  

Clrambualt, L.N.  

Guido . . . . .  

Gervais, CH..0.4 

Bernier . . . .  

Stuck . . . . .  

Boismortier . .  

Burette . . . .  

Lemaire . . . .  

Bury . . . .  

Stuck . . . . .  

Bernier . . . .  

Bousset, J.B. . .  

Anonymous . . .

* . . 473 

. . . 776 

* . . 331 

. . . 239 

. . . 664 

* . . 850 

. 0 9 357 

0 . . 491 

a . . 514 

. . * 513 

. . . 471 

. * . 576 

. . . 503 

* . * 852 

* 9 9 593 

. . . 280 

. . * 813 

* 0 9 337 

* . . 438 

* . . 692 

. . . 443 

* . . 821 

* , . 270 

* . * 372 

. . . 254



Psich6 . . , . . . , . . . # 

Psich& . . . . . . . . . .  

Psichg et sa seurs *.  

Pyrame et Thisbe . . . . .  

Pyrame et Thisb* . . . . . .  

Ragotin . . . . . . * . . .** 

Ragotin, ou la Serenade 
Burlesque . . . . . .

Remors et regrets du pecheur .  

La resolution inutile . . . .  

Le Retour de la Paix . ..  

Le Retour d'Eurydice aux Enfers 

Le Retour d'Heb6 sur la terre

Le Retour de Mars * . .  

Le Retour de Tendresse 

Le Retour de Themire 

Le Rveil de Venus .  

Rien du Tout.  

La Rose * . * . . * .  

La Rose * . . . * , , 

La Rose * . . * * * .  

Le Rossignol * * * *0 .  

La Roze . * . . . * *0# 

Les Saisons * * * * * 

Samson * . * . * .*.

Bourgeois . . .  

Stuck . . . . .  

Morin . . . . .  

Brunet de Moland 

Mont4clair . .  

Gervais, L. . ..

"V/5JVo 4 Ie . e * 

Anonymous . .  

Philippe, Duo 

Monteclair 0 

Piroye . .  

Guillon . .

* . . . Dupuits * * 

* 0 * * Bouvard. . .  

* . . * Dupuits .  

* . . * Mongaultier 

* * . . Grandval .  

. . . , Bousset, J.B.  

*. * Grandval . * 

* * * * Morin . * .  

* . . , Fdwrier .  

. . * * Gervais, L.  

* . . . Grandval * 

* * * . La Guerre .

. 0 .* 

* 0 .0 

* 0 0 

, 0 0 

* . 0 

. 0 .S

d' Orl6ans 

* 0 0 0 6 

* 0 0 0 0 

* 0 0 0 

* 0 0 0 0 

* 0 0 0 0 

*0 0 0 0 

* 00 0 0 

* 0 0 0 .0 

* . 0 . .0 

* 0 0 . .  

. . . 0 .S 

* 0 0 0 .0 

* 0 0 0 0 

* 0 0 0 .0

Samson Trahy par Dalila . 0rossard0 0 416

870 

356 

836 

765 

427 

730 

607

854 

249 

853 

720 

786 

650 

574 

396 

573 

708 

620 

374 

612 

755 

581 

601 

617 

681

0 .# .0 . . . . . .
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Sapho . . . . . . . . . . . .  

Sappho . . . . . . . . . .  

S6mel . . . . . . . . . . .  

Semel4 . . . . . . . . . . . .  

S6mel . . . . . . . . . * .  

Sentimens d'humilite . . . .  

Sentiments de Salomon . . . .  

Les Serenades et Les Jouers .  

Seul bonheuren Dieu . * . .  

Silene . . . . . . . * . . .  

Les Sirenes . . . . . . . . .  

Les Sirenes * . . . . . . . .  

Le Soleil Vainqueur des Nuages.  

Le sommeil de l1'amour . . . .  

Le Sommeil d'Ulisse * . . . * 

La Sonate . . . . . . . . . .  

La Songe . . * . . . . . .  

Le Songe d'Anacreon . . . . .  

Le Songe d'Anaor6on . . . * .  

Les Songes * . .. ..  

Les Souhaits de l'Amour * . .  

Sous un bocage Apais . . . .  

Le Suplice de Cupidon . . . .  

Sur la prise de Lerida . . .  

Sur un Arbrisseau . . . . .

Bernier .  

Anonymous 

Cappus * 

Destouches 

La Guerre 

Renier .  

Anonymous 

Anonymous 

Campra . .  

Anonymous .  

Campra . .  

Bourgeois 

Briou . .  

Clerambault 

Morin . . .  

La Guerre 

LaGarde .  

Mont4clair 

Bourgeois 

Briou . .  

Bernier .  

Bourgeois 

Stuck . .  

Briou . .  

Stuck . .  

MontAclair

.4 

.4 

.  

.  

.

. . . . . 311 

* . . . . 256 

. . . . . 485 

. . . . . 561 

. . . . * 683 

I .4 .4 *807 

. 5 . . . 251 

. 5 . 0 . 0 247 

I 5 . . 0 . 481 

I. 0 5 0 . .248 

. .. .. .459 

. . . . . . 353 

. . 0 4 5 . 407 

L.N. . . . 538 

. 0 . . . . 759 

* 0 . . 0 * 688 

* . 0 . 0 . 657 

. , 4 0 6 . 740 

. . 4 . . . 851 

. . . . 0 . 410 

. . . . . . 272 

. 5 0 . 0 . 851 

. . . . . . 814 

. . 0 0 0 . 409 

. . 0 4 . * 826 

* 0 . . . . 736



Suzanne . 0 6 . . . . 9 0 . . 0

Les Syrenes . . . . . . . .  

Les Syrenes . . . . . . .  

Telemaque . . . . . . . .  

Le Temple de Bacchus . .  

Le Temple Rebasti.. . . . .  

Le Tendre Solitaire 0 . * * 

Te verrai-je toujours sombre 

Thetis . . , . . , . . . .  

Thetis , . * * * * . * . .  

Tiras et Climene 

Tircis . . . . . . . . . .  

Tircis et Climene . . . . .  

Tire du Pseaume 83 . . . .  

Tire du Pseaume 121 . . .  

Tire du Pseaume 147 . . .  

Les Titans eg......  

Tobie . . . . . . . . . .  

La toilette de Venus . . .  

La Toillette de Venus . . .  

Le Tombeau de Clorinde . .  

Les Travaux d'Ulisse . . .a 

Le Triomfe de la Constance 

Le Triomphe de Bacchus . .  

Le Triomphe de Bacchus . .

Le triomphe de l'Amour . .

La Guerre . .

Gervais, L.  

Montgclair 

o Gervais, C.H.  

. Bouvard .. .  

* La Guerre .  

* Chauvon . .

* 

.0 

.  

.9 

.  

.C 

.C 

.  

.C 

* 

.C 

p e

Stuck . * . * 

Rameau , .  

Villeneuve 

Monteclair .  

Gervais, C.H.  

Guido . . *.#.  

Bousset, R..  

Bousset, R. .  

Bousset, R. .  

Boismortier .  

Bousset, H. .  

Dupr . .0. .  

Blamont . . * 

Dornel . .  

Piffet . .  

Monteclair 

Gervais, C.H.  

Gervais, L.  

Bernier .

. . I . .
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669

267

. . . . . 597 

* , 0 0 . 723 

o . . * . 592 

* . . . C 398 

S . . . 675 

. * a . . 493 

. 0 1 1 . 818 

. . . . * 796 

* . . . . 854 

* . . . 0 739 

. . . . . 586 

* . . . . 852 

. . . . . 377 

* 0 0 0 0 381 

* 0 . 0 . 382 

o . . . . 346 

* 0 . C . 387 

. . . * . 569 

. * . a * 325 

. . . . . 565 

* . . * . 780 

* * . . . 714 

O . . . . 591 

. . . . . 604

. .0 .0 .0 .0.0



Le Triomphe de 1'Amour 

Le Triomphe de l'Amour 

Le Triomphe de la Paix 

Le Triomphe de la Vertu 

Le Triomphe de l'Esprit 
sur la Beaut6 . . ,.  

Le Triomphe de Psich6 .  

Le Triommhe de Hnaud .  

Les Triomphes De L'amour 

Les Trois Enfans de la 
Fournaise de Babylon 

Les Tuilleries . . . .  

Ulisse et Pnelope . .  

Vangeance de l'Amour .  

Les Vendages * .  

V6nus . . . . . . . .  

Venus et Adonis . . .  

Venus Retrouvde . .  

Vertumne et Pomone . .  

La Victoire imparfaite 

La Volupte . . . . ..

. U . LaGarde . . .U. .

* * * Iontclair * * 

0 . * Cl6rambault, L.N.

0 0 . Bousset, H

* * * Brassac 

* 0 . Bernier 

* * . Trial * 

* * * Trial .

. . .  

. . .U 

* . .U 

* U .U 

* . 0 

* . .U 

* 0 0 

* 0 .  

. * .U 

. U .* 

. . .U
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