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ERRATA 

Page 

ii Delete first's' in ancestres to read ancetres. 

ix 13. Change letters around inDodechacordon to read Dodecachordon . 

xv Insert ' h' in Arcives generales to read Archives generales; delet e 'h ( 
in Accademia filharmonica to read Accademia filarmonica. 

FN 1: Insert tel in superieurs to read superieures. 

4 Delete ' r' in Marcque to read Macgue; FN 10: insert 'n' in Iferioris to 
read Inferioris . 

5 Delete t r ' in Marcque to r ead Macgue; insert Ie' in Departme nt to read 
Departernent. 

9 FN 36 : De lete 'n' in Donai and insert 'u' to r ead Douai. 

10 FN 40:Delete 'z' in aprez and insert's' ; also add accent grave on 'e' 
to read apres. 

11 Delete 'w' in West-Flandre and insert 'Ou' to read Ouest-Flandre . 

17 Change l e tt ers around in Antione Olivier to read Antoine Olivier; FN 74: 
insert's' in Franzosiclze to read Franzosische . 

2 1 Add ' s ' a t the end of sedisieuse to read sedisieuses . 

24 FN 96: Replace's' in Missa as Placitum with 'd' to read Missa ad Placitum ; 
insert 'n' in covenables to r ead convenables. 

25 FN 98: Insert 'u' in Maudit to read Mauduit; FN 99; change letters around 
in Corunel to r ead Cornuel. 

27 Delete 't' in Wa e ltrant to read Waelrant. 

30 FN 105: Ins er t 'r' in Second Live to r ead Second Livre. 

36 FN 114: Delete 'u' in Ouziesme Livre and ' insert 'n' to read Onziesme Livre; 
delete 'h' in Accademia filharrnonica to read Accadernia filarmonica; delete 
extra 1m' in Gemmeente Museum to read Gemeente Museum; change lUi in Attai­
ngnant (in 3rd line) to 'n' to read Attaingnant; add's' to plusier autheurs 
(5th line from bottom) to read plusieurs autheurs. 

39 Add another 'n' to damaZs ein alter Man to read damals ein alter Mann; 
NF 120: insert 'i' in des musciens to read des musiciens. 

42 Delete 'r' in Jean de Marcque to read Jean de Macque. 

43 Ins ert ' e ' in chanson spiritull e (4 lines from bottom of main t ext) to 
read Chanson spirituelle. 

45 FN 137: Change l e tters around in Ipolitto to read Ippolito. 

46 FN 137 : Ditto , 

47 FN 14 4: Delete 'ne' in musiciennes to read musiciens. 

50 FN 4 : Add 'r' to oue d ' extiper to read que d ' extirper. 

52 FN 7: Add accent aigu to Piemont to read Piemont. 

54 FN 12: Change l e tters around in Reveu to read Revue ; FN 13: add ' u ' to 
Z'Oevre to r ead l 'Oeuvre ; insert 'n' in ligually to read lingually. 
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55 FN 15: Insert's' i n franzosichen to r ead franzosischen . 

56 Add accent aiQu to Theodore to read Theodore. 

57 FN 19: Ins ert 'r' 1n octante tois to read octante trois. 

60 FN 28: Ins ert 'c' in musicoZogia to read musicoLogica. 

61 Delete 'i' in poematium to read poematum; add accent grave to 'e' in Beze. 

62 De lete first ' e ! in auenement and insert 'c' in its place to read 
aucunement. 

64 FN 40: Add 'e' at the end of LaqueLL to read ZaqueZLe. 

66 Delete 'n' in Quenmadmodum to read Quemadmodum ; FN 46: delete 't ' in 
Konigreichts to read Konigreichs. 

78 Delete 'n' in Institutioni to read Istitutioni . 

79 FN 71: cognizzione should read cognitione. 

80 FN 72: Change le tters around in Kund Jeppesen to r ead Knud Jeppesen. 

89 Willaert's Ars Nova should read Willaert's Musica Nova. 

91 Top line: substitute '0' in proscribed with 'e' to read prescribed; FN 79: 
Kund Jeppeson s houlJ. read Knud Jeppe sen. 

107 Change l e tters around in Jean-Antione de Baif to read Jean-Antoine de Baif; 
delete extra 'm' in musique mmesuree to read musique mesuree . 

108 perspicuous s hould read perspicacious . 

113 Replace 'u' in Jenseitsbezugenheit with '0' to read Jenseitsbezogenheit . 

114 De lete 'h' in Thimotheus to read Timotheus; FN 10: delete 'r' in Literartur ­
to read Literatur-. 

115 FN 14: Delete 'c' in practica and insert another 't' to read prattica . 

118 Add accent a igu to second 'e' in mesures to read mesures; also add accent 
grave to ' a ' in a l ' antique to read a l'antique: FN 20 : delet e '6' at end 
of MeLopoiaeo to read MeLopoiae and insert 'c' in tetracentiae to read 
tetracenticae. 

119 Change l et ters around 10 Jean-Antione to read Jean-Antoine. 

120 FN 24 : Change letters around in Guilio to read GiuLio . 

122 FN28:Marcilius shoud read Mars ilius; insert another '1' in appeLandum to 
read appellandum : and in the las t line of that FN: change 'e' in entiquum 
to 'a' t o read antiquum and delete 'i' in carminium to read carminum ; FN 29: 
Marcilius s hould read Marsilius ; FN 30: ditto; insert 'i' in divno to read 
divino . 

123 FN 32: MarciL Ficin should r ead Marsil Ficin . 
125 Insert's' in Geites to read Geistes. 
126 Insert 'h' in Ornitoparcus to r ead Ornithoparcus ; the first 'n' 1n honines 

should be replaced by 'm' to read homines, furtheron accomodabit should 
r ece ive another 'm' to read accommodabit ; change letters around in porpter 
t o r ead propter ; FN 3: insert 'h' in Ornitoparcus to read Ornithoparcus. 

127 Insert 'h' in Melanchton to read Melanchthonj insert 'p' in expicatio to 
read expLicatio; FN 6: add ano ther's' (in 5th line) to Dresler to read 
Dressler : Atwerpen should r ead Antwerp; FN 7: add 'h' to Melancbton to read 
Melanchthon. 

128 Delete 'n' in Vincentino to read Vicentino; non se cOlnpogna should read 
non si cOlnpogna ; insert 'r' in aUo modo (two lines further) to read altro 
modo-.-
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129 Add another 'm' in accomodata (line 4) to read accommodata;' add another 
'c' in faciamo (line 15) to read facciamo; insert 'e' in allgre (line 28) 
to read allegre. 

131 Delete last 'a' in Adriaan to read Adrian. 

132 FN 18: The 'b' of Ballard should be a capital letter. 

136 Change letters around in Antione to read Antoine (2 times: lines 4 and 10) 

137 FN 37: ditto; FN 38: Jepperson should read Jeppesen. 

138 FN 40: Delete 'r' in prudicitia to read pudicitia. 

139 FN 44: alcwni should r ead alcuni ; insert's' before ono to read~; 
piene should read pieni. 

140 FN 49 : Delete 'n' in Institutioni to read Istitutioni. 

141 FN 52: alcumi should read alcuni; add another's' to attisimo to read 
attissimo ; separate Versi from lirici ; change letters around in contegnono 
to read contengono; FN 53: dicone should read dicono ; inser t atto between 
molto and Danze. 

144 FN 60: Insert 'n' in Chiavettefrage to read Chiavettenfrage. 

14 7FN 68: Join ordina and te to read ordinate ; FN 69: forte (Jrd line) should 
read sorte. 

148 FN 71: Insert 'n' in maiera to read maniera; possino should read possono. 

149 FN 74: Insert ' se' in~~hellisment to read Embellissement. 

159 Add accent aigu to couchee to read couchee. 

169 Delete 'r' in m' ourir to r ead m'ouir. 

173 Insert's' in Peaumes to read Pseaumes. 

178 Delete last ' n' in auskomponierten. 

179 Ditto 

198 (towards middle of the page) aiques should read aigues. 

205 Inser t 'u ' in Saveur to read Sauveur . 

209 Add's' to horrible to read horribles (2 times). 

227 Ex.204: C sharp to be inserted in the alto; Ex.205: B flats to be inserted 
in the tenor and the bass. 

248 FN 113: (line 9) Insert Ir' in vitute to read virtute. 

249 FN 114: Insert 'p' in redemtionem to read redemptionem. 

250 FN 116: Quanuis should read Qua"~is. 

252 Add another '5' to Geislerlieder to read Geisslerlieder ; FN 3: polychoral 
in stead of polychordal. 

253 Delete 'c' in Hellinck to read Hellink; FN 4: Montamus should read Montanuf 

255 Insert 'h' in harmonice to read harmoniche; FN 12: add another '5' to 
Vierteljahrschrif~ to read Vierteljahrsschrift; FN 13: Ohms should read 
Olms. 

256 FN 15 : (line 2) chiana should read chiama . 

257 FN 16 : Insert 'c' in perioche to read rz.ercioche (2 times); add accent to 
piu to read piu. 

258 Insert 'h' in dialogi tQ read dialoghi ; 
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258 FN 21: Insert 'n' in Mesurabilis to read Mensurabilis. 

259 Insert 'h' in dialogi to read dialoghi ; add accent aigu to quand fus - tu ne 
to read quand fus-tu ne ; FN 22: change letters around in Reveu to read 
Revue . 

266 Insert '1' in handing to read handling; add 'e' at the end of finess to 
read finesse. 

278 FN 53: osterreichische and real should both start with a capital letter. 

284 Change letters around in Jean-Antione to read Jean-Antoine. 

286 FN 4: Delete 'r ' in Dodecarcorde to read Dodecacorde ; add's' at the end 
of Octonaire to read Octonaires. 

290 Change letters around in Jean-Antione de Baif to read Jean-Antoine de Baif; 
insert 'I' in Pseaumes to read PseauLmes; delete ' e ' at the end of Geo~e to 
read Georg; replace 'z' at the end of aprez with's' to read apres; insert 
'e' in Anonyms to read Anonymes. 

29 1 Insert Umlauts on '0' and first 'u' of franzosischen Fruhhumanismus to read 
franzosischen FrUhhumanismus; add Welt - to Wiedergeburtsidee to read 
WeZtwiedergeburtsidee . 

292 Unterricht im der christ lichen Religion should read Unterricht in der ... 

293 (D'Aubigne) Add accent grave to completes to read completes; add 'de' to 
the name of Caussade ;> change 5 vo ls. to 6 vols.; add's' topacque to read 
Jacques Lefevre D'gtaples . 

294 (Davidsson, 2nd entry» Add accent aigu and accent grave to conserves a La 
to read conserves ala .. 

295 Di Bardi should read De' Bardi; change letters around in GuiZio to read 
GiuZio Caccini. 

296 Ficino, Marcilius should r ead Ficino, Marsilius; Gaillard: add accent aigu 
to Paul-Andre to read Paul-Andre; insert 'e' in ouvre to read oeuvre ; add 
accent aigu to first 'e' in pedaqoque to read pedaqoque. 

297 Delete 'n' 1n Glareannus to read Glareanus; Ohms Verlag s hould read alms .. 

298 Replace 'g' in Hermigjard with 'n' to read Herminjard; Correspondence 
should read Correspondance . 

299 (Huguet) Delete 'r' in Dictionnarire to read Dictionnaire. 

300 Change letters around in D'Antione Duverdier to r ead D'Antoine ... ; (Lance­
lin) insert 'i' in orignes >to read origines; (Lesure) pariessene should 
read parisienne . 

301 (Leutchtmann) Motteten should read Motetten ; change 'n' in Maldeghen to 
read Maldeghem; (Memoires historiques) insert another's' in L'Arrondisement 
to read LYArrondissement; (Memoires pour servir) Litterataire should read 
Littemire . 

302 (Mersenne, 3rd entry) Correspondence should read Correspondance ; avec Ze 
collaboration de Rene should read avec la collaboration de Rene ... ; 
add Umlaut to Monch> to read Monch; Platon-renaissance should~without the 
hyphen to read Platonrenaiss~ 

303 Add Umlaut to Nurnberger to read Nurnberger; insert 'h' i n Ornitoparcus to 
read Ornithoparcus; (Paillard, 2nd entry) add accent aigu to 'e' of ecZair­
issement to read eclairissement;(3rd entry) add accent circonflexe to 'e' in 
preches to read preches. 
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304 (Perrault) Add accent aigu to 'e' in Illustres to read Illustres; 
(Philippi) add a second 'f' to 8egrif to read 8egriff; (Potgieter) Filoso­
phie should read Filosofie; (Putzger) i nsert's' in Historicher to read 
Historischer; (Rebufat) insert 'e' in superieurs to read 8uperieures. 

305 (Renaudet) Add accent aigu to first 'e' in FTere f orme to read Prereforme; 
(Romier) a la cour des should read.£. la cour de ... ; Scheuer leer should 
r ead Scheurleer . 

306 (Schmidt-Gorg) Add Umlaut to '0' in Gorg to read Gorg; Leben und werk shaul 
read Leben und Werk; (Theve t ) add accent aigu to Andre and i lZustres to 
read Andre and ifftlstres. 

307 (Vogel) Ohms should read Olms ; (Wackernage l) add Umlaut to 'a ' in Nieder­
Zandische to read NiederZ~sche . 

308 (Wacke rnage l) Delete last ' e ' in deutschee to read deutsche . 

309 (Bautier-Regnier) musiciennes should read musiciens ; add accent grave to 
siecZe to read siecle; 

310 (Expert) Add accent grave to 'a' in a l ' epoque t o read a Z' epoque . . ; 
(Federhofer) Insert 'n ' in Chiavettefrage to r ead Chiavet t enfrage . 

311 (Kling) Add accent a igu in Genevois to read Genevois ; (La Revue) add accen 
aigu in Nume ro special to r ead Numero s pecial; add 'e' at the end of Fran­
cais to read Francaise; delete ' u' in nous to read nos ; (Lesu r e) Musicolo­
gigue should read Musico1.oljie ; (Masson) de Conservatoire should read du 
Conservatoire . 

312 (Wa~ner) Insert another's ' in Viertel j ahr schrift to r ead Vierteljahrsschr~ 
(Wa lker) insert ' n' in Seventeeth to read Seventeenth . 

314 1. Delete 'r' in auartre to read auatre; reo la ce 'v ' with t nt in vouvelle­
ment to read nouvellement; insert '5' in intrumentz to read instrument z ; 
2. delete one ' 5 ' in miss e s to read mlses . 

318 FN 2: canti firmi should read canti fermi. 

324 15. (last line) Insert ' 1 ' · in Ro t hschid to read Rothschild. 

325 17. cruante should r ead cruaute . 

326 Delete 'd' in l ' entend vas to read ? ' enten pas ; add 2. Toutte fois rossig­
no? to Rossignol mon mignon; Apres je vy fortir should read Apres je vy 
<,ortir . 

327 che reUegra should read che raUegra; Quele occhi should r ead Quegli occhf 
Tra le pui bel.le nimfe should read Tra le piu bene ninfe. 

328 Insert ' em' i n Emendus to read Emendemus . 

329 17 . Change letters around in Qunita to read Quinta Pars. 

336 29. Insert another 'c' in tocassi to read toccassi . 

341 Replace's' with ' z' in Zuos to read Zuoz. 

342 Ditto. 

343 Ps. 22: pourqoy should read pourquoy . 

345 Ps.84 : conbien should r ead combien. 

347 Rautecoutre should read Hautecontre . 

348 I nsert another 'c ' in tocassi to read toccassi ; FN 16: Staadbibliothek 
should r ead Stadtbibliothek ; insert ' r ' in Uniwesytecka to read Uniwersy­
tecka . 

350 Insert's' in Patourelles to read Pastourelles ; FN 18: insert's' in 
nacest" to read nascest ' Amor. 
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352 37. Insert 'I' in ducis to read duLcis; insert fullstop after eccelent iss 
read eccelemtiss . 

CompLetes . 355 

356 

FN 22: Add acceDt grave to CompLetes to read 

Replace's' with 'z' in Zuos to read Zuoz; 39. add's' to spirituelle to 
read spirituelles . 

358 40. Insert another 'I' in toLis to read toLLis. 

363 Insert's' in patoureLLes to read PastoureLLes . 

367 Chi secroto should read Chi secreto ; Tu fai aontre should read Tu fai cont) 

368 8furientes should read Esurientes . 

369 Conquiesme should read Cinquiesme. 

370 48. Insert 's'in Univeritaire to read Universitaire. 

372 £e fage should read £e sage a bien dit. 

374 51. Nambi should read Nanki . 

375 Ditto . 

378 Ps. 17: Separate Horan to read ear an; geregtigkeit should read gerechtigk 

379 Ps.73: Insert ' I ' in mid to read miLd. 

380 Ps.l01: Delete Umlaut OD'O ' in vorgesetzt to read vorgesetzt; Ps . l06: dann 
should read denn ; Ps .11 4: Du should read Va . 

381 Ps.137: Du should read Va. 

382 Insert '0' in Thedore to r ead Theodore; add Umlaut to ' a' in Vorsanger to 
read VorsQnger; add Umlauts to Stadtbucherei and Universitatsbibliothek to 
read Stadtbucherei and Universitatsbibliothek. 

383 Ancien fondo should read Ancien fonds. 

384 Ps.l0: day should read dat . 

385 Ps.40: Na should read Nu; Ps.61 : vertsaet should read verstaet; Ps.63: dan 
nu should read dan u.---

388 Ps.150: gepressen should read gepreesen. 

390 Insert 'i' in INTIAL to read INITIAL. 

394 Delete 't' in ortationem to read orationem. 

399 (1st stanza) Add ' e ' at end of D' estr to read D'estre; (2nd 
l etters around in Isarel to read Israel; (5th stanza) insert 
read terribles. 

408 (5th stanza) rnassa to read Massa. 

410 (6th stanza) do tout should read du tanto 

~ 
s~nza) change 
'I' in terribes 

418 (1st line main text) auj our huy should read aujour duy ; (halfway down) in­
sert 'n ' in chasons to read chansons saincts .. ; (towards bottom) insert 'r 
i~oncodance to read concordance. 

4 19 (2nd line) Insert "u' in approvez to read approuvez; (5th line) do Roy 
should read ~ Roy; (10 lines from bottom) insert 'ni' in magnarnite to read 
rnagnanimite; (1 line down) Tomothee should read Timothee. 

420 (3rd line) cornpagons should read compagnons; (halfway down) insert 'h ' in 
recerchez to read recherchez. 
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421 Electriae Palatine de Rhin should read Electrice Palatine du Rhin; (halfwa 
down) mariage il est forty should read mariage il est sort~; (same line) 
recommande should read racommande; (next line) recommandation should read 
racommandation; (3rd line from bottom) j'ofe should read j'ose; (next line 
foit should read soit; (last line) foit should read soit. 

422 (7th line) fauuere should read sauuera . .. 

427 Insert B flat in bass in tOE s::i stem . 

428 Insert B flat in bass in second system. 

431 Insert B flat J.n alto 1n top system. 

574 2nd measure (text of tenor): insert 'r' in Niga to read Nigra. 
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ABSTRACT 

CLAUDE LE JEUNE (born at Valenciennes , ca. 1528; died at Paris, 

1600) was a towering figure in French Renaissance music. In spite 

of this, few biographical deta i ls have survived the turmoils of 

his time , which was marked primarily by the Wars of Religion, the 

last years of the reign of the VALOIS, and the struggle of HENRY 

IV for the crown of France. In order, therefore, to attain a more 

complete picture of LE JEUNE's life and work, the general 

historical and spiritual background, 

circumstantial evidence, is considered more 

implicating much 

intensely than usual. 

The two dominating beacons in LE JEUNE's life are his 

to the Reformed Faith , involving close connections 

allegiance 

to leading 

Huguenot figures , and his inclination towards Humanism, confirmed 

by his association', from 1570 onwards , with the Academie de 

Poesie et de Musique of J EAN-ANTOINE DE BArF. 

The present study is concerned with the initial years of CLAUDE 

LE JEUNE , cover ing the thirty- seven years of his l ife from 1528 

(the assumed year of birth) intil 1565. In terms of publications, 

this period includes his "youthful" works : four early chansons 

from 1552, the Dix Pseaumes with a dialogue for seven voices , 

Mais qUl es-tu,of 1564, and a single motet a 3, Nigra sum sed 

formosa, published in 1565. 

The background of his northern homeland is screened with 

particular attention to the involvement of the members of the LE 

JEUNE family in the religious affairs of the time. Also the 

general cultural and musical milieu of the Netherlands IS 

investigated 

within this 

and LE JEUNE's first published works are considered 

biographical framework. These works still bear the 

stodginess and gaucheness of an apprentice. The probability of a 

sojourn in Italy is explored with positive findings . This visit 

most likely b r ought LE JEUNE within the circle of the ageing 

WILLAERT at Venice, 

Major focus is p laced upon the Dix Pseaumes, the first 

comprehensive collection to appear entirely under LE JEUNE ' s own 
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name and dominating the initial period of his creative life. 

Detailed analyses reveal the hand of a now asserted composer. 

well-versed in technical matters and in possession of a fine 

perception for both the tenets of Calvinism and the aspirations 

of musical Humanism . As far as the latter is concerned. pertinent 

attention IS given to its roots in the rhetorical and 

philosophical traditions. and how LE JEVNE accommodated issues 

which sprouted from these and occupied the theorists of his time . 

Musical text expression holds. since the Dix Pseaumes. a central 

place in LE JEUNE's works . in which he maintains a fresh and 

subtle approach. steering clear of the dogmatism of some 

contemporary theorist s . Using various musical devices (modes, 

chiavette . melody. rhythm. harmony, texture. and even structure) 

to serve text expression. LE JEUNE ' s parlance gradually develops 

a currency in its own right. often expressing the meaning or 

implication of a text more comprehensively than can be attained 

by means of a linguistic medium. Appropriate 

to this particular trait of deve l opment in 

language. 

recognition is given 

LE JEVNE's musical 

Included into the discussion are concordances of works by other 

composers where these exist. as well as references to the 

relevant musical topography. A concluding summary of the moulding 

forces in the initial years of CLAUDE LE JEVNE's life as well as 

the gradual formulation of his distinct musical language 

concludes this study which can be regarded as an introduction to 

a more compr ehensive programme of research on the life. times a nd 

works of CLAUDE LE JEUNE . Huguenot and Musical Humanist. 

A general bibliography is 

appendices are attached: 

included. while the following 

1 . A Bibliography of the works of Claude Le Jeune (all printed 

editions from 1552-1775). complete with descriptions . text 

incipits. sources. and class nubers; 

2 . some relevant documents; 

3. the literary texts of the works discussed; and 

4. the "youthful" works. all of these (except the chanson 
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spirituelle. Mais qui es- tu,as yet not republished . 

Various portraits. maps and other relevant illustrations are 

intended to enhance the presentation. 
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PREFACE 

In his momentous work. Clement Marot et 1e Psautier Huquenot~. 

ORENTIN DOUEN 

c o nsidered t o be 

passed 

CALVIN ' s 

such negative judgement on what he 

attitude towards the arts in general 

that he . ironicall y . became the source 

subject . to the effect that wherever 

and music in parti cular2, 

of popular notion on this 

Calvinis t inf l uence 

negligible. Although 

of CALVIN ' s concept 

the existence of 

prevailed , artistic music was regarded as 

theologians today take a more balanced view 

o f est heti cs. and music o logists are aware o f 

music produced .by composers of Reformed 

persuasion , the general misconception created by DOUEN is still 

pervalent t o the extent that it continues to stiffle particular 

interest beyo nd the names of SWEELINCK and GOUDIMEL. This state 

of affairs is also reflected in the almost complete lack of new 

editions3 and the modest number o f monographies produced i n this 

field . 

Intrigued by this situation and unwilling t o accept its fa ce 

value. I have launched r esearches on Huguenot composers some 

~ The two volumes were published at Paris in 1879 and represents the 
first comprehensive and authoritative presentation of Reformed church music . 

2 Orentin Douen: Op . cit. , Vol I. p .377 : Esprit sec et dur. logicien et 
i ntellectualiste a outrance. Calvin manque de cette chaleur de coeur qui fait 
tant aimer Luther; i1 transforme 1e Dieu d 'amour. 1a mansuetude de Jesus 1a 
ronne nouvelle pardon. en un horrible systeme de damnation eternelle. fonde 
sur 1e ron p1aisir d 'un Dieu misericordieux pour 1es seu1s e1us. impitoyab1e 
et feroce pour 1es reprouves. qui sont presque toute 1 'humanite. Dms cette 
theo1ogi e sans entrai 11es. on ria pas de peine a retrouver 1e 1egiste. en meme 
temps que 1e disciple de Duns Scotus. de Bonaventure et de Thomas d 'Aquin. 
1 'ancien seminariste a qui 1a sco1astique avait p'lrU 1a reine des sciences. 
Calvin est tout entier dans s on systeme; i1 a fait Dieu a son image. Homme 
d"autorite. plein de zele et de devouement pour 1es siens, c 'est-e;-dire pour 
ceux qui sinclinent devant ses dogmes. i1 devient fanatique et cruel envers 
ceux qui lui refusent une soumission abso1ue. On the next page he continues t o 
describe Calvin as . . . froid . chagrin. austere. ennemi de tout p1aisir et de 
flute distraction. meme des arts et de la Musique . .. . concluding (on p . 387) 
that Calvin is ... 1e type du dogmatisme autoritaire. antiliberal . 
antiartistique. antihumain et anti chreti en. 

3 Except f or an occasional publication. nothing substantial has seen the 
light since Expert ' s monumental series at the turn of the cent ury. 
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thirty years ago, when I was fortunate enough to have spent just 

over a decade in Europe. The volume of inf ormation accumulated 

during this spell soon forced me to concentrate on a specific 

composer. My choice fell on CLAUDE LE JEUNE, not only because he 

emerged as by far the most important French composer of the last 

third of the sixteenth century, but also because in LE 

JEUNE I found the convergence of two worlds which , according to 

DOUEN, were supposed to be antipathetic : Calvinism and Humanism . 

Focussing, therefore, 

trace his complete 

on CLAUDE LE JEUNE , my first task was to 

extant works. Before RISM , this was an 

extremely laborious undertaking, involving extensive 

correspondence with many libraries and archives In France , 

Belgium, the Netherlands, England and Scotland , Germany. 

Switzerland . Spain. Sweden. Austria, Italy, further afield in the 

United States. and (for that time almost extraterrestrial ) in 

countries behind the so- called "Iron curtain". These endeavours 

also included repeated visits to major libraries and s ome 

archives. the travail of which was richly awarded by firsthand 

knowledge of the objects of research. occasioned by actual 

physical handling, and by accumulation, over a wide spectrum. o f 

complementary information from , especially, original sixteenth 

' century sources . 

Exactly how necessary these secondary sources were, became clear 

when it dawned upon me that no original manuscripts of LE JEUNE 

have survived, and that preciously little actual biographical 

information outlasted the suppression under LOUIS XIV of anything 

reminiscent of the Huguenots - which 

to often cited laudatory dictums by 

the embarrassingly brief entries 

dictionaries up to date. 

also explains, in contrast 

LE JEUNE's contemporaries , 

under his name In all 

One of the many unravel lings following upon the Second World War 

was the release of 

age of Humanism 

reassessment of 

relationship with 

have experienced 

a surge of renewed interest by scholars in the 

and matters related thereto . These included a 

CALVIN's attitude towards Humanism and his 

the Humanists of his time. I was fortunate to 

this development at firsthand and to have 
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profited from a number of resulting publications 4 , which assisted 

me in evaluating the coincidence of the relevant intellectual 

tendencies in LE JEUNE's life and work. 

Utilizing a considerable fund of microfilmed information, my 

researches began to shape into a comprehensive presentation of 

the Life , Times and Works of CLAUDE LE LEVNE , which includes the 

preparation in score of all works as yet not available in re­

editions. To date, approximately two-thirds of this had been 

completed, i . e. up to 1585 and including the second major 

collection devoted exclusively to LE JEUNE ' s works, his Livre de 

Melanges, which appeared in that year from PLANTIN's press at 

Antwerp. Since this material is far too voluminous for the 

requirements of a thesis, it was devided into two parts: The 

Initial Years (ca. 1528- 1565) of CLAUDE LE JEUNE (the present 

study ), and Tne Middle Years (1565- 1585) of CLAUDE LE JEUNE .' 

Huguenot and Musical Humanist, which may be considered for a 

different purpose. 

As the title of this study suggests. the general approach is 

biographical and the discussion of LE JEVNE ' s works is placed 

within this framewo r k . Included into the deliberations. are 

concordances of works by other composers, where these exist. 

References to current historical situations and prevalent 

spiritual influences, as well as mention of the relevant musical 

topography , are intended to render a more complete picture of the 

object under consideration. 

4 Among these are: Josef Bohatec: fude unci Calvin, studien zur 
Gedankenwelt des franz8sischen F'riihhumaniSIIlus, Graz, 1950; Franc;ois Wendel: 
Calvin, Sources et evolution de sa pensee religieuse,Paris, 1950; Werner 
Krusche: Dds Wirken des heiligen Geistes nach Calvin , Gottingen, 1957; Jean 
Boisset: 5agess et 5aintete dans la pensee de Jean Calvin, Paris, 1959; A M 
Hugo: Calvijn en Seneca . Een inleidende studie van Calvijn's Commentadr op 
Seneca, De Clementia, anno 1532, Groningen. 1957; Carta Calvetti: La Filosofia 
di Giovanni Calvino, Milan, 1955; B:lsil Hall: John Calvin, humanist and 
theologian. London, 1956; H. Hasper: Calvijn's .Beginsel voor den Zang in den 
eredienst. The Hague. 1958; John T McNeill: The History and Character of 
Calvinism. New York. 1954; T E Torrance: Calvin ' s Doctrine of Man. London. 
1949; H P Clive: The Calvinist attitude to Music and its literary aspects and 
sources (in Bibl iotheque d 'Humanisme et Renaissance, vol. XIX and XX. Geneva. 
1957/58) 
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With the period 1528- 1565 focussing on roughly the first half of 

LE JEUNE's ent ire span of . life, but only on a small part of his 

creative output. one of the main problems besetting the 

researcher looms ominously: the matter of the correct dating of 

LE JEUNE's works. From a total of altogether 659 extant works 

published in first editions 

had seen the light by 1565: 

between 1552 and 1612. only sixteen 

four out of a total of sixty-six 

from a total of three hundred and French chansons, ten psalms 

forty-six. one of altogether forty-one chansons spirituelles. and 

one from a total of ten Latin motets. It would, appear that LE 

JEUNE's productivity rose steeply from the middle of the 1560 ' s. 

while the publication of many works was seriously delayed­

doubtless on qccount of biographical circumstances - and major 

collections were only published after his death. The matter of 

dating, therefore, poses much less of a problem during the 

initial years than it is bound to cause later on. This is just as 

well, since next to defining LE JEUNE's historical position and 

the formative influences on his initial years, attention is 

concentrated in this study on what can be termed the formulation 

of LE JEUNE's distinct musical language. a matter of first 

concern for all further deliberations . 

A few technical matters need to be clarified F irst , the 

inconsistencies of sixteenth century French orthography in the 

literary texts. documents, as well as the scored music may prove 

to be irritating or even baffling. However, for the sake of 

authenticity, I have dec i ded to leave these exactly as they are 

found in the originals. Second l y. the designations of mode 

throughout this study supply dual details the finalis of a 

piece is ,' denoted by a letter (capitals to show "major". and the 

lower case to show "minor" modes), while an arabic numeral 

following the modal letter i ndicates the number of flats in t he 

signature. Third l y, concerning the scored music. the following 

need to be noted: first edit~ons were used throughout, with the 

exception of the four early chansons, where the editions of both 

the Second and Tiers Livre of 1552 are incomplete and the third 

editions of 1559 were therefore used . In case of the Dix 
Pseaumes, the omissions in the first edition (Ps 97, Part 1. vide 

infra. pp 2?1-2 7 3 ) were corrected from the second edition of 
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1580. Although LE JEUNE's discriminate use of chiavette suggests 

the selective use of voice classes. I have. for practical 

reasons, kept to the usual layout of SATB, employing the 

customary clefs . rather than to have followed BENRI EXPERT. who . 

in his realizations in score, heeded Renaissance ideals with 

respect to choral sound; he thus often transcribed a lowish 

Contratenor for a tenor, a rather low Tenor for a baritone. using 

the bass cleff, etc. This may be more faithful to an autentic 

performing practice, but infinitely complicates matters in the 

course of discussions. Keeping the factor of chiavette well in 

mind. I have, therefore, opted for the simpler arrangement - with 

one exception : the dialogue for seven voices, Mais qui es-tu, 

where the issue of dual choirs (and consequently timbre) comes 

prominently into play (vide infra. pp. 240-242) .Fourthly . 

Ligatura binaria cum opposita proprietate are indicated by a 

square bracket above the notes concerned . Fina l ly, the general 

bibliography had been compiled to pertain mostly to the present 

study and questions related to it. although it is well - nigh 

impossible to draw clear-cut lines - just as it is impossible, 

when dealing with the first part of LE JEUNE's life and works, to 

refrain altogether from references to later periods. 

Looking back over some three decades of research on CLAUDE LE 

JEUNE. I cannot but recall with great gratitude the many persons 

who guided me and who gave valuable assistance along the way . 

Among these, I think foremost of my teachers of long ago at the 

Friedrich-Alexander University of Erlangen-Nuremberg the 

musicologi s ts RUDOLF STEGLICH, BRUNO STABLE IN , and HANS- HEINRICH 

EGGEBRECHT, and, particularly. the Reformed theologian JAN 

REMMERS WEERDA, at whose house I was privileged to have spent 

many hours of stimulating discussions, which I cherished even 

more than the formal lectures and seminars of this noted church 

historian. Invaluable assistance was also given over many years 

by innumerable librarians and archivists. I gratefully remember 

their support and unfailing professionalism at the Bibliotheque 

Nationale, the Bibliotheque Sainte-Genevieve, the Archives 

Nationales. and the Bibliotheque de la Societe d' Histoire du 

Protestantisme fran~ais in Paris, the Bibliotheque municipale in 

Rouen, the Bibliotheque du Musee Conde in Chantilly. the Archives 
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du Departement du Nord in Lille. the Bibli o theque d'Eglise 

Reformee and the Bibliotheque municipale in Valenciennes. the 

Arcives generales du Royaume de Belgique and the Bibliotheque 

Royale in Brussels. the British Library in London. the 

Osterreichische Nationalbibliothek in Vienna. the Bayerische 

Staatsbibliothek in 

in Kasse I, the 

Munich . the Murhardsche 

Universitatsbibliothek 

und Landesbibliothek 

in Tubingen , the 

Universitetsbiblioteket in Uppsala . the Biblioteca del 

Conservatorio in Madrid , the Accademia filharmonica in Verona . 

the Bibliotheque Publique et Universitaire in 'Geneva. and the 

Koninklijk Huisarchief in The Hague . I also hold dear respectful 

memories of ALFRED CORTOT, who most kindly supplied inf ormation 

from his private collection of original sixteenth century 

editions and faithfull y answered all my queries in his own hand. 

To Dr. D.P . WALKER (London) and FRAN~OIS LESURE (Paris) lowe 

special thanks for precious advice from the great store of their 

idividual and collective knowledge which they generously gave me 

earlier on my way of research. 

Ln conclusion I would like to acknowledge gratefully 

* the sustained interest and valuable counsel of Professor 

Rupert Mayr (former Head of the Department of Music and 

Musicology at Rhodes University), cited as my supervisor; 

the generosity of my own university , the University of Fort * 

* 

* 

Hare. for the sabbatical granted me for the purpose of 

prepar ing the submission of this study as a doctoral thesis ; 

the endless patience of Mrs Peggy de Villiers. who typed 

this very involved text; and 

the love and support of my wife and children, who . over the 

y e ars , also brought their sacrifices . 
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CHAPTER I - VALENCIENNES 

INTRODUCTION 

CLAUDE LE JEUNE is a towering figure among all other French 

composers of the 16th century and certainly also a major factor 

on the European musical scene of that age. Evidence to th i s 

extent is borne out by many of his works which have come down on 

posterity . For this reason it is so much more baffling that very 

little information about the details of his life has survived1 • 

In order to gain a more complete picture of the composer's life 

and work. it is therefore necessary to assemble a considerable 

body of circumstantial evidence relating to his times and the 

surroundings in which he lived. to spiritual movements and 

political events as well as to persons known to have been 

associated with him. contributing. as they did . to mould both the 

century and the composer CLAUDE LE JEUNE. Huguenot and Musical 

Humanist . 

It is. particularly. no mean task to trace CLAUDE LE JEUNE's 

roots in his native town. Valenciennes. His early life is veiled 

in nebul ousness . and access to information is often only possib l e 

by employing deri vative procedures. carefully weighing the 

possibilities . Since the relative dependability of such 

information is also frequently confined by circumstances as they 

1 Up to date no monography has 'been produced on his lite. while 
occasional articles and sundry references can by no means claim to be 
compendious; in fact mispresentations occur quite frequently in these 
expositions . An early attempt by Ernest Bouton Esquisse biograp/Jique et 
biblioqrap/Jique sur Cl. leJeune (Valenciennes , 1845) is of little scientific 
value . and an unpublished thesis by J Rebutat for a Dipiame d' Etudes 
Su~rieurs (University of Paris 1910) : La Vie et 1 'Geuvre de Claude Le Jeune 
(of which a summary was supplied by A. Tessier in Riemann's Dictionnaire de 
Musique. 3rd French edition, Paris, 1931) reveals nothing beyond common 
knowledge . All then available information has been collected by D.P. Walker 
and Francois Lesure: Le Jeune and Musique MesuriJe (in Musica Disciplina III, 
1949 , pp . 151-170). Since that time, a number of American thesises have 
contributed towards the elucidation of some of Le Jeune ' s works; these will be 
referred to later. However, Le Jeune's life - within the context of his times 
- has, until now. remained very much a closed book. 
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occurred only later in the 

departure may sometimes 

However. until such time 

2 

composer's life. the initial point of 

appear objectionably hypothetical . 

that more concrete evidence becomes 

available - and in regard to some aspects this may never be 

attained the suggested approach will have to serve our 

endeavours to place CLAUDE LE JEUNE and his work in a fuller 

perspective. thus contributing to a more proper appreciation of 

the composer . 

1. Place of Birth 

CLAUDE LE JEUNE was a native of Valenciennes. This morsel of 

intelligence about his origin is reflected on the title page 

of his three-voice arrangements of the Genevan Psalms. which 

appeared posthumously in 16022. 

Situated in the province of Hainaut. Valenciennes belonged 

to the Grand Duchy of Burgundy before it came under Spanish­

Hapsburgian 

eventually 

joined to 

rule through dynastic marriages and was 

seized by Louis XIV in 1677. It was formally 

France in the following year by the Treaty of 

Nijmegen . After heavy bombardment. causing considerable 

destruction. the town was taken by the Austrians in 1793 . It 

was recaptured by the French in 1794 and experienced enemy 

occupation again in 1815 after Waterloo. as well as during 

both World Wars. when it was severely damaged. Especially 

the town centre suffered badly and most of it was destroyed 

in 1940. 

Yet. in spite of t he devastations and the absence of many 

original landmarks. the general delineations. many of the 

infrastructures and even some architectural witnesses of 

2 Vide infra. BibliograJily of the Works of Claude Le Jeune (later to be 
referred to simply as BibliograJily). p . 3f8- 349 : Premier Livre Contenant 
Cinquante Pseawnes de David. mis en Musique a III. Parties ... par Claud. Le 
Ieune. natif de Valentienne . ... 
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sixteenth century Valenciennes can still be perceived today , 

thus enabling one to reconstruct much of the old scenario. 

However, let us focus our interest on Valenciennes as the 

town presented itself in LE JEUNE's day. 

Located on the ri v er Escaut and on t he main trading route 

leading from Milan through Switzerland to Bruges, the town 

maintained during the 16th century manifold associations 

with France , England , the German Hanseatic towns and the 

free imperial towns of Augsburg, Nuremberg, and Ulm. 

Commerce flourished in Valenciennes as it did in the large 

Flemish towns of Antwerp, Ghent, Bruges, and Ypres. A place 

of turn-over for French wine, the town was renowned for its 

cloth and linen industry as well as for its coat and 

stocking manufacture, whi Ie its embroidery delighted 

France ' s Renaissance sovereign, FRANCIS 13. 

Valenciennes was well fortified4 • possessed its own 

foundry~. and. because of its wealth and exemplary communal 

privileges 6 . The great government , enjoyed 

number of churches 

many rights 

with their 

and 

royal burial vaults. the 

monastries. the magnificent public buildings and patrician 

dwellings, the town plains and the campanile with its famous 

clock7. also the hospitalse and the orphanages 9 • were 

3 Charles Paillard : Histoire des troubles religieux de Valenciennes 
1560-1567. 4 vol .. Paris. 1874-1876. Vol I . pp. 24-25. 

4 Chanoine H. Lancelin : Histoire de Valenciennes depuis ses origines, 
Valenciennes. 1933, pp . 159-160. 

~ Charles Paillard ; Op .cit . . Vol I . p. 24. 

6 Henri d' Outreman : Histoire de la ville et COlIlt§ de Valentiennes. 
Douay. 1639 . p . 353. seq. According to d' Outreman . the citizens of Nuremberg 
were inspired to their form of government by the example of Valenciennes. 

7 d' Outreman Op cit., pp . 249-250. 389. 

ed ' r-. ·treman Op -t 842 s q vu . Cl . • p. e . 

9 Charles Paillard Op. cit.. P 336 . 
Description des taus les Pais-res.. . par 
GentilhO/IJlIle Florentin. Antwerp. 1582. p . 431. 

vide also Guicciardini 
Messire Lovis GuicciardinL 
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manifestations of a prosperous and well-governed 

community~O, which counted, at the middle of the 16th 

century, more than 30 000 inhabitants~~. 

The cultural life of Val enciennes was most active~2. The 

chronicler recorded many hommes doctes, who either hailed 

from the town or worked there for some period of time. Of 

these, the 

CHASTELAIN, 

historiographers JEAN 

the poets JEAN MOLINET 

FROISSART 

and JEAN 

and GEORGES 

VIVIEN , the 

composers CLAUDE LE JEUNE, PIERRE MAILLART , SEVERIN CORNET 

and JEAN DE MARCQUE, the artist SIMON MARMION, the sculptor 

PIERRE DU PREAU, and the goldsmith JER~ME DE MAYENVILLE 

attained general recognition and fame~3 .. A printing press 

was accommodated in the town since 1480~4. The school system 

was exemplary~~, while the well-stocked library of the abbey 

of Vicoigne , one mile outside the walls of Valenciennes, 

contributed towards a scholarly atmosphere~6. 

~O For further descriptions of Valenciennes during the 16th century, vide 
Topogra¢ia Germaniae--Iferioris vel Circuli-B.irgundici das ist Beschreibung 

und Abbildung derlUrnembsten ~en in den Niderl~ischen XVII FTovincien 
oder B.irgundischen Krayse, Frankfurt am Main, bei Casper Merian, 1659, p . 215; 
Guicciardini: Op . cit., p. 429 seq. ; Neuwe Cosmogra¢ia und histori Teutscher 
Nation. [)as ist: Wahrhafte eigenlichte und wohlgestellte Beschreibung der 
Niderlanden, sampt aller darinn begriffenen. FUrstenthtlIIlb, Herrschaften, 
St1!!.dte, Flecken und dero Gebrt!i.uche, etc. etc. Frankfurt am Main, 1582, p. 194. 
(the supplement of this book is a German translation of Guicciardini's 
Description); d' Outreman: Op. cit., p.245 seq.; Marguerite de Valois: 
Memoires et Lettres . .. , ed. by F. Guessard, Paris 1842, pp. 93--94. 

11 Charles Paillard : Op. cit., Vol I, p. 25. The number is remarkable, 
considering the present population of ca. 45 000. 

12 For a brilliant presentation of Burgundian cultural life during the 
14th and 15th centuries, vide Johan Huizinga ' s The Waning of the Middle Ages, 
London, 1924. 

~3 d ' Outreman 
edition), p. 433. 

Op. cit. p. 374 seq.; Guicciardini: Op. cit. (French 

14 Chanoine H. Lancelin : Op. cit., p. 154. 

~~ Guicciardini: Op. cit. (French edition), p . 431. 

16 Guicciardini : Op. cit . (German edition), p. 194; (French edition), p . 
435; Merian: Op. cit., p . 215 . 
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Joueurs de farces mysteres17 also added to the cultural 

activities of the town, and a confrerie of singers was 

attached to the church Notre-Dame de la Chaussee since the 

13th century18 . A band of hautbois used to play from the 

balcony of the campanile 19 , while several choir schools 20 , 

of which that of Saint Jean-Baptist was especially active 21 , 

enriched the musical life of Valenciennes. It is more than 

probable that CLAUDE LE JEUNE, SEVERIN CORNET and JEAN DE 

MARQUE, but also PIERRE MAILLART, who is expressly mentioned 

as a singer22 , received their initial musical training in 

one of these choir schools. 

In Valenciennes , as also in other towns o~ the region 

TQurnai, Douai , Arras , and Lille annual lyric-poetical 

contests were held since the 13th century, while many of the 

great names in music history before the advent of the 

Baroque Era were supplied by the domains between the Meuse 

and the sea. Indeed, cultural life unrolled in Valenciennes 

according to the great Burgundian tradition, in the sign of 

which the history of this town presented itself. 

2. Family Name. 

LE JEUNE was the authentic family name of t .he composer . It 

was however , often interpreted in a qualitative sense. This 

is understandable, since the origin of the name undoubtedly 

17 Jules Finot: Inventaire sommaire des archives du Department du Nord, 
Lille, 1881-1882, Vol IV, p. 293; Vol V, p. 3 ; Vol VII, p. 156. Vide, also d' 
Outreman: Op . cit., p. 390 seq. 

18 Chanoine H. Lance 1 in: Op. cit., p. 135. 

19 Jules Finot: Op.cit., Vol VII , p. 296. d' Outreman: Op. cit., p. 389, 
maintains that the band of hautbois was founded by Jacques Ie Vairier, who 
died in 1522. 

20 Vide, Serie H (passim) of the Archives du D'ipartement du Nord at 
Lille . 

~ 

21 Jean Havense was its Maitre de Chapelle in 1527 (vide, 
Archives du oepartement du Nord: 40 H 46) . 

22 d' Outreman: Op. cit., pp. 376-377. 
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lies in its meanIng of qualification . Thus HAWKINS still 

simply translated the name by "the younger"23 . This was 

apparently done in order to distinguish the composer from 

both the elder CLAUDE DE SERMISY and LE JEUNE ' s Huguenot 

contemporary, CLAUDE GOUDlMEL24 which , nevertheless, did 

not altogether prevent errors of identification2~ . 

Although the composer was often referred to only by his 

first name 26 , all his compositions - als o the very first 

single pieces to have been included in various anthol ogies-

were, without exception, signed with LE I EVNE , while the 

first name Claude appeared either in the. diminutive form, 

Claudin, or, more generally, abbreviated to Claud., Clau., 

Cl . , or even simply C27 . 

An unequivocal confirmation for the family name of the 

composer is supplied by notarial do cuments - two each from 

1582 and 1600 respectively with CLAUDE LE JEUNE ' s 

signature in his own hand . 2s On the older documents, the 

composer signed with Claude Lejeune, while the others are 

autographed C. Lejeune . It wi 11 be not iced that, in both 

23 Sir John Hawkins : A General History of Music, 4 vol . , London, 1776, 
Vol III, p. 204. This appellation is, however, not consistently adhered to (cf 
Op . cit. , Vol III, pp. 454-56). 

24 Vide, BibliograjYlie Nationale, p.p. 1 'Academie Royale des Sciences, 
des Lettr-es et des Beaux-Arts de Belgique, Brussels, 1890-1891, Vol XI , col. 
727-728. 

2" ego Varillas : . Histoire de G1arles IX, 3 vol. Paris 1684, pp. 471-472. 
The Protestant historian Pierre Bayle , however made a point of correcting his 
Catholic colleague on this issue in his Dictionaire Historique et critique, 2 
vol., Rotterdam , 1697, Vol I, 1264-1265. 

26 Sc preferred still by Jean de Laborde Essai sur la Musique, 4 vol., 
Paris, 1780, Vol I, p . 118. 

27 Cf. also the (printed) signatures of the dedications which 
accompanied Le Jeune ' s Dix Pseames (1564) , the Livre de Melanges (1585)' and 
the Dxiecacorde (1598). Vide infra, Dxuments, pp . 419,4-2.0 . 

28 Archives Nationales, Paris: Minutier central 
dated 25 January, 1582); Minutier central XXIV, 203 
June, 1600, respectively). 

XVII, 83 (two times 
(dated 27 May, and 20 
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instances, the family name is written ·as one word. It had, 

however, become customary to write the name separately, in 

the form it constantly accompanied the composer's published 

works from 1552 onwards;:. Also the composer ' s sister , 

CECILE, who supplied the dedications of his posthumously 

published works, preferred LE JEVNE30. 

3. Date of Birth 

" 
Community or parish registers were kept in Valenciennes only 

therefore well-nigh impossible to 

JEUNE's date of birth with absolute 

since 15923~. It is 

establish CLAUDE LE 

certainty. In the absence of such a primary 

to rely on secondary support to lead us to 

that this date lies somewhere between the 

1530. 

source, we .have 

the presumption 

years 1528 and 

Foremost to corroborate such belief, 1S a portrait of CLAUDE 

LE JEVNE, which was published together with his Dodecacorde 

in 159832 . It is a carefully engraved likeness and shows the 

countenance of a septuagerian with a strongly greyed beard. 

By deducing seventy years from the date of the appearance of 

this portrait, we arrive , with a fair amount of accuracy, at 

the possible year of LE JEVNE's birth. 

29 Naturally, also other orthographical forms of the name Le Jeune 
existed. Documents from the 16th century often reflect spellings like Le 
Jonne, Lejonne, Lejone, Le Josne, le Joune, Le Ieusne, Le Joeusne, etc. 

30 Vide infra: D:xulIJents, p. 42.a. 

3~ Archives du Departement du Nord, Lille. 

32 Vide infra .. between pp. 1&: g • Besides this portrait of Claude Le 
Jeune, there is only one other iconographic document bearing the resemblance 
of the composer; for this the portrait of 1598 most likely served as a model. 
The portrayal appears on the title page of Le Jeune's fo~voice arrangements 
of the Genevan Psalms, supplied with German texts by Ambrosius Lobwasser, 
which were pub 1 ished in Amsterdam in 1646 (vide infra: BibliograIXlY p. 38 Z .) . 
The frontpiece displays a group of figures which can be identified as Le 
Jeune, the poets Clement Marot and Theodore de Beze, Ambrosius Lobwasser, and 
King David . 
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A further point 'of sUbstantiation is offered by the 

publication of four chansons by LE JEVNE his first 

compositions to have been sent to the press - in 155233 . If 

we assume that the composer was about twenty-four years of 

age at the time of the publication of these pieces (which 

can be accepted as a normal age for that time to make a 

first appearance in print), the date of birth can, again be 

calculated around 1528. Providing for a margin of , say not 

more than two years, 

LE JEVNE ' s year of 

other, more divergent suggestions as to 

birth34 must, in the absence of val id 

proof or admissable plausibility , be ignored as being 

incorrect. 

4 . Religious Upheavals 

As already stated, it is difficult to arrive at tangible 

details about CLAUDE LE JEUNE's early life in his native 

town, Valenciennes . However , events which came to pass 

during the religious upheavals and the revolt of the town 

against Spanish rul e 3 " , encourage us as far as an 

investigation of original sources .permit to various 

assumptions regarding the confessional orientation of the 

composer and some of the spiritual influences which shaped 

his personality . They also allow us to suspect associations 

with several leading figures of that time which proved to 

have been of great importance to LE JEVNE ' s career. although 

such connecti o ns often surfaced only much later in his life 

when it may not 

Valenciennes. 

33 Vide infra, pp . 24-40. 

appear possible to trace them to 

34 These differ considerably (without offering any justification) between 
1525 and 1540. Cf. in this regard MelllOires pour servir a 1 'Histoire 
Litteraire des dixsept Provinces des Pays-bas . .. , 18 vols., Louvain, 1764, 
Vol. IV, p. 162; BiograJilie Nationale, p.p. 1 'Academie Royale des Sciences, 
des Lettres et des Beaux-Arts de Belgique, Brussels, 1890-1891, Vol XI, col. 
727; Algemene Muziekgeschiedenis, ed. by A Smijers, Vol III, p . 148; Arrey von 
Dommer: Handbuch der Musikgeschi chte bis zur Ausgang des 18. Jhts. , Leipzig, 
1914, p. 220 ; J. Combarieu : Histoire de la Musique, Paris, 1913, p. 492. 

"" The period in question comprises the years 1544-1572. 
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A decade before PIERRE BRULLY , a personal friend o f CALVIN 

and his successor as minister of 

congregation in Strassburg , started 

Valenc i ennes according t o the 

the French immigrant 

in 1544 to preach in 

new tenets of the 

Ref ormation36 , a follower of the Augsburg Confessi on by the 

name o f MAILLOTIN was burnt t here at the stake 37 . The 

population showed much sympathy with this martyr, 

Protestant 

one of the 

first to have died f or the c ause in 

Valenciennes 38 • Although BRULLY was arrested o nly months 

after his arrival and executed ln Tournai 39 , the tide of the 

Reformation swelled and caused Valenciennes to become , next 

to Antwerp, a main centre of Protestantism in the southern 

Netherlands. The religious situation at 

Valenciennes 1S adequately reflected in 

that time in 

a report on the 

diocese to the bishop of Arras , dated March 1544: 

Monsigneur . Au quatier et doyenne de Valenciennes 
ou n ' a trouve ny 1ieux ny personnaiges suspects. 
Mais quant a 1a ville de Valenciennes, ou i1 n'y a 
que deux curez de vostre diocese , assavoir S . 
Vaast et S. Jacques , 1es au1tres, estant du 
diocese de Cambray, on n'a trouve dans cette ville 
qu'indevotion; Que 1es festes et dimanches se 
gardent et observent tres mal, et que peu de gens 
comparoissent au Sainct service divin et aux 
predications; Item que aUx festes et dimanches 
durant 1e Sainct service divin onse pourmene sur 
1e marchie devant 1 'hostel de 1a ville au grant 
schandale des bons et vertueux chrestiens: Itemque 
quant on porte 1e Sainct Sacrement par les rues 
peu de personnes 1uy font reverence, et, v ostre 
official estant illecq, a veu porter 1e Sainct 

36 When the Protestants in Tournai requested a minister , Bucer sent them 
Pierre Brully in 1544; he also served Valenciennes , Dounai, Arras, and Lille 
(vide, J . Reitsma - J . Lindenboom Geschiedenis van de Hervorming en de 
Hervorrrxie Kerk der Necier1anden, The Hague, 1949, p. 70 ) . 

37 Vide B:.zlletin de 1a Societe de 1 'Histoire du Protestantisme franr;ais, 
Paris, 1878, p . 302. 

38 Charles Rahlenbeck : Les CJJanteries de Valenciennes, in B:.zlletin de la 
Commission pour 1 'Histoire des £glises Wa11ones , Vol XIII, The Hague , 1888, p. 
126 ; vide also Jean Meyhoffer Le Martyro1oge protestant des Pays-Pas 
1523-1597 (Publication de la Societe d 'Histoire du Protestantisme Beige) , 
Brussels , 1907, p . 160. 

39 Cf . d ' Outreman Op . cit., p. 196. 



Sacrement et que personne n ' y assistoit, sinon le 
curez et son clerc : Item, que quant i lest 
question de recepvoir le Sainct Sacrement du 
mariaige les marians ne font plus debvoir de 
auparavant aller d confesse c omme font les bons 
catholiques ... 40 . 
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The local authorities appeared to have been reluctant to 

punish those who did not obey the di,rections of the Church. 

Protected by privileges and liberties of an imperial town, 

the Protestants started, in the meantime, to organize 

themsel ves. Soon, 

congregation with 

constituted. 

albeit in concealment , a proper 

preachers, elders, and deacons was 

During the night preceding Sunday 28th September, 1561, the 

Protestants launched an unique demonstration. They gathered 

at evening and marched through the streets singing Psalms41 . 

The massive singing, rising, as it did, spontaneously from 

the crowds and the darkness, engulfed the entire town and 

evoked an overwhelming impression42 . On 27 April the 

following year, the people freed two evangelists who were 

convicted to burn at the stake43 , and on 11 April , 1563 the 

first open air service was held for the masses assembled on 

the fields outside the town. A contemporary chronicler wrote 

the following about the public sermons which were ere-long 

being conducted everywhere: 

40 Archives Generales de Belgique, Farries de Vienne, No LIV, reprcduced 
in Rahlenbeck : Op. cit., p. 129. For a description of the then prevailing 
state of affairs vide also fulletin de la Societe d 'Histoire du 
Protestantisme fran9ais, Paris, 1927, pp. 468--476, and, Paul Beuzart : La. 
Repression d Valenciennes aprez les troubles religieux de 1566, Paris, 1930, 
p . 6 seq . 

41 Although the Genevan Psalter was completed only in 1562, individual 
melodies may well have been known and sung in Valenciennes. Equally, on this 
occasion the texts of Marot and de Beze could possibly have been intoned to 
the melcdies of popular songs, as have been the case with the Souterliedekens, 
much favoured at the time in the Flemish regiors . 

42 Vide , Rahlenbeck : Op. cit. , p. 135; vide also Charles Paillard Op. 
cit., p. 37, and Paul Beuzart : Op. cit., pp. 7- 8 . 

43 They were Philippe Mallart and Simon Feuveau, since referred to as the 
Maubruslez. 



La nouvelle courut, vers ce temps-la, que quelques 
invididus prechaient en plein champ la doctrine de 
Jean Calvin. Ils attiraient beaucoup de m~nde, le 
peuple etant avide de nouveautes et curieux de 
changement, peuchant qui 1 'entraine en de grands 
desastres et de vifs regrets. Les preches se 
tenaient pres d'Anvers, et aussi dans le Hainaut 
pres de Valenciennes, en West-Flandre et en 
d'aultre regions44 
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Thus came into existence the Eglise verte, which held its 

services with well ordered rites to the masses on the 

meadows outside the town walls4~ . Between 1562 and 1566 the 

number of those who have embraced the Protestant Faith grew 

that it soon represented the majority of 

Valenciennes46 . This expansion of the 

to such an extent 

the population of 

Reformation of Calvinistic coinage can be attributed 

especially to GUY DE BRAY47 and PEREGRIN DE LA GRANGE46 , 

who energetically served as reformed ministers in 

Valenciennes. 

In the late summer of 1566 a storm of revo lt took the 

Netherlands from Antwerp to Valenciennes. To the endeavours 

of religious reform was added the political resistance 

44 Marc van Vaernewyck: Memoires d'un patricien gantois sur les troubles 
religieux en Flandre 1566-1568, 2 vol. Ghent, 1905-1906, Vol. I, p. 1 seq. 

~ Up to 12000 and even more people gathered for these services . Vide 
Pierre Joseph 18 Boucq : Histoire des troubles advenues a Valenciennes a cause 
des Heresies, 1562-1579, tin§e de plusieurs e 'crits en 1699 . . . , ed. by A.P .L. 
De Robaulx de Soumoy, Brussels, 1864, . p . 14. 

46 Charles Paillard Les grands ~ches calvinistes de Valenciennes, 
Paris, 1877, p . 43. It is significant that converts for the new Faith came, 
almost without exception, from the ranks of the artisans and middle-class 
merchants . 

47 Guy de Bray worked in Lille and surrourdings during the years 
1552-1556. After a sojourn in Geneva, he served as Reformed minister in 
Tournai . Following the publication of his Confession du Foi, he fled to the 
Huguenot stronghold of Sedan. Subsequent to a call to Antwerp, he devoted 
himself to the congregation of Valenciennes. 

46 When the Reformed Protestants of Valenciennes asked Geneva for a 
permanent minister, a young French nobleman , Peregrin de la Grange, was sent 
to them . After the intervention of the Duke of Alva in the southern 
Netherlands , de la Grange was seized when he took flight with Guy de Bray; 
both were executed in Valenciennes on 31 May, 1567. 
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against Spai n. 

whirlpool of 

On 24 August Valenciennes was drawn into the 

spreading i c onoclasm . The predominantly 

Cal v inistic populati on destroyed paintings and statues 

which, a c cording t o their belief , dishonoured t h e divine 

servi c e , and on the Sunday foll owing Saint Bartholomew's 

day . they took possess i on of the churches of Saint G~ry and 

Saint Jean as well as t he Begu i ne nunnery, where, from then 

on , they held their Protestant services49 • 

The regent MARGARET could not tolerate this state of affairs 

any longer , and when Valenciennes de c line d to admi t a 

Span i sh garrison , she ordered the governor of Hainaut, 

PHILIPPE DE SAINT-ALDEGONDE, to beseige the t own which was 

taken after heavy fighting on 22 March 1567 . With the revolt 

of the citizens of Valenciennes the political struggle for 

freedom of the Netherlands had commenced . 

In the meantime the Duke of ALVA had arrived in the 

Netherlands and the relentless suppression of Protestants 

was launched. In Valenciennes alone, 128 citizens were 

executed until Augus t , 156950 , wh i le 212 were banished from 

the town51 Once more on 23 May, 1572 - underground 

Protestants o f Valenciennes succeeded, with the assistance 

of the Huguenot general FRAN~OIS DE LA NOU~, to take 

possession of the town in the name of the Prince of ORANGE. 

However , when LA NOU~ was called to Mons and Spanish troops 

arrived from Tournai on 29 May, Valenciennes had to 

surrender again52 . 

5 . Family Engagement in Religious Matters. 

49 Pierre Joseph Le Boucq : Op . cit . , p . 14. 

50 Paul Beuzart : Op. cit., p . 102 . 

51 Pierre Joseph Le Boucq : Op . cit . , pp . 41-42. 

52 Paul Beuzart : Op. cit. , pp. 85 and 99; vide also Pierre J oseph Le 
Boucq : Op. cit . , pp . 92-93, 98 , and Kervyn de Lettenhove Les HUguenots et 
les Gueux, 6 vol. , Bruges, 1883-1885, Vol III, p . 450 seq . 
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A considerable amount of primary sources, mainly court 

records, lists of confiscations, and official reports - some 

giving quite detailed information - is available about the 

religious upheavals in Valenciennes~3. Two such documents~4 

repeatedly mention 

(or Lejonne) , who 

unrests; they are 

persons with the family name of Le Josne 

played a prominent rOle during the 

a 1 so "a 11 uded to by LE BOUCQ~". The 

references to those persons allow us to assume, with 

reasonable certainty, that members of the composer's family 

were involved - although the connecting lines to CLAUDE LE 

JEUNE may only become apparent in course of time as our 

quest progresses. 

Since no uninterrupted record on the LE JEUNE family is 

available, it is necessary . to accumulate as many details as 

possible and to weigh these in respect to their relevance , 

before a not entirely .unhypothetical picture, but the most 

dependable witness to date concerning the Reformed religion 

of the LE JEUNES - and thus the confessional orientation of 

the composer - can be assembled. 

The earliest mention about persons bearing the family name 

of Le Josne56 , who were actively engaged in promoting the 

Reformed cause in Valenciennes, is found in LE BOUCQ's 

tireless entries. He reports four different citizens by that 

name who fled the town or were banished in 1568 because of 

the disorders of the previous year. The first is GERY LE 

~3 Most of this material is kept at the Archives Generales du Royaume de 
Belgique in Brussels, the Archives du Departement du Nord in Lille , and the 
Archives Communales in Valenciennes. 

~ Archives Generale du Royaume de Belgique Papiers d 'flat et de 
1 'Audience No . 536 (Recueuil de &soigne des Commissa ires du Roy nostra sire a 
Valenciennes sur 1e faict des troubles et rebellion advenue en icelle ville); 
No. 530 (Conceil des Troubles 33 - Deposition faite . ... par devant Couronnel & 
de la Val). 

"" Pierre Joseph Le Boucq 
161-162. 

Op. cit., pp. 28-29, 41-42, 92- 93, 98, 

:>6 It should be noted that the name was constantly used as a family 
designation and not as an adjective to qualify a younger person. 
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JOSNE, tasneur, who was arrested on 1 March, 1568 and 

banished five days later~7 . He was a respected merchant and 

a member of the consistory, founded by GUY DE BRAY according 

to the Genevan model of presbyterian church government~a. 

Evidence about GERY LE JOSNE is also supplied by ERNEST 

BOUTON~9 , who , however, without revealing his source, also 

got his information from LE BOUCQ60. Indeed, BOUTON presents 

GERY LE JOSNE as a tanner by profession, but also adds that 

he was domiciled at the inn called La Hure61 . 

But, to return to LE BOUCQ : a few pages after his mention 

of GERY LE JOSNE, he cites three more citizens with the same 

family name 62 , viz . JEAN LEJONNE (sic ) , THERY LEJONNE and 

HUGUES LEJONNE63 . An official document. dated 6 September, 

1568 , lists them as absconded64 ; they are instructed therein 

to return by 4 October of that year in order to account for 

~7 Pierre Joseph Le Boucq : Op. cit. , p. 28 . 

~e Archives Generale du Royaume de Belgique 
1 'Audience, No . 536. 

Papiers d'etat et de 

<59 Ernest Bouton Op. cit" p. 14. 

60 Bouton refers to "a manuscript" , which he consul ted for his 
information. Without naming the author of this work, he cites the title of 
this MS as Troubles advenues en la ville de Valencienne par 1 'introduction de 
1 'Heresie. In spite of the incorrect title, it was possible to identify this 
MS as Le Boucq's Histoire des troubles advenues a Valenciennes a cause des 
Heresies, 1562-1579. Bouton's reference to "a manuscript" is explained by the 
fact that this work was only published in 1864 by A.P.L. De Robaulx de Soumoy . 

61 It is of topical interest to note that La Hure means "the Head", e .g . 
of a boar, a great fish, etc. We can thus easily imagine that according to the 
custom of those times, the head of a large fish decorated the entrance of the 
inn. Why it would have been the head of a fish rather than that of a boar, 
will be explained below. 

62 Pierre Joseph Le Boucq : Op . cit., pp. 41-42. 
r 

63 This reminds us that the compcser also wrote his family name as one 
word. 

64 Because 
previous year, 
Reformed cause. 

of their participation in the religious unrests of the 
meaning that they clearly associated themselves with the 



1-
2. 
3. 
4. 
5. 
6 . 
7 . 
8 . 
9 . 

LEGEND 

Rue de Tournai 
The inn -cum-tannery HI 'Our s" 
Marche aux poissons 
Rive..- Escaut 
Belf..-oy 
Saint-Ge..-y 
Saint-Jea n 
Saint-Jacque s 
Not..-e Dame de Ia Chausee 

\j:\1 ~NCJHj;\jE; r __ 

P'L>...r.: .;. .'i.-.-- .t.. "'.;r"\'·C ..e -.,.l. 
H.OM~ r: <J ; . !l-r~ .: 

------------

.. . " " .. ,~ ... 

// 

" 11 ,. 

f 



15 

their absence form the town6~. The first mentioned is 

qualified as the pr oprietor of the inn 1 'Ours, while the 

seco nd is described as his son; the third is described as 

being also a tanner . 

JEAN LEJONNE was among a group of respected citizens - some 

of whom became members of the consistory - who, on 9 August, 

1566 , went to meet GUY DE BRAY, the new predicant arriv i ng 

from Antwerp, outside the walls of Valenciennes 66 . THERY 

LEJONNE is - as far as could be ascertained - not menti o ned 

again, neither by LE BOUeQ nor in any other document which 

was scrutinized. HUGUES LEJONNE , on the other hand, surfaces 

again in the events of 1572. 

Except for the father-son relationship indicated above 67 , 

there is a strong suggestion of family connections among all 

those with the name of LE JOSNE (or LEJONNE) who have thus 

far attracted our attention . Of particular importance in 

this regard is the fact that the professions of tanner and 

innkeeper figure prominently among the persons in questi on. 

Especially since such professions were in those days usually 

conducted as family enterprizes 6B , we can fairly safely 

assume that GERY LE JOSNE, JEAN, THERY ·and HUGUES LEJONNE 

6~ Two of the refugees mentioned in this list were immediately seized and 
executed when they ventured near the t own (vide Paul Beuzart : Op . cit. , p. 
95 . ) . 

66 Archives Generales du Royaume de Belgique Papiers d 'Etat et 
1 'Audience, No 536. In this document his name is written Jehan Le Josne, in 
which case the orthography of the family name corresponds with that of Gery 
Le Josne. 

67 Ernest Bouton: Op . cit . , p . 14 declares Jean and Thery Lejonnes the 
sons of Hugues Lejonne, whom he calls the innkeeper of 1 'Ctzrs . This will be 
exposed as a hasty and unqualified deduction. 

6B In the inventory of the Archives du Departement du Nord in Lille an 
entry under the c l ass--roark 40 Hl143 reflects the name of a Cola.n:i Le Jonne, 
who was a cabaretier (i .e . a tavernl<eeper) in Valenciennes in 1520 . With some 
margin of probability he could well have been an ancestor of the landlord of 
the inn 1 'Ctzrs. 
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were members of the same kin69 . 

Although HUGUES LEJONNE was. since 6 September. 1568. listed 

as absconded and consequently 

succeeded to return to 

banned. he must somehow have 

Valenciennes without being 

apprehended. for he appeared to have been one of those who 

prepared the coup resulting - as was already mentioned above 

- in the town being taken possession of in the name of the 

Prince of ORANGE on 23 March. 1572 . LE BOVeQ calls HUGET 

LEJONE (sic ). together with others like SIMON LOGIER and 

GEORGE LEBLOND. les chefs de ceste malheureuse 

entreprise70 . 

The conspirators met secretly with DE FAMARS71.. a nobleman 

from the region and a consociate of DE LA NOV~. to map out 

details for the overthrow72 . An exile with the name of 

TVRQVEAV . who was in possession of certain vital 

intelligence. was appo inted a key-figure in the audacious 

undertaking73 • The control over Valenciennes was part of a 

more comprehensive goal to free the major towns in the 

69 The different spelling of the family name in an age not exactly 
handicapped by orthographic preciseness. should not be considered an obstacle. 

70 Pierre Joseph Le Boucq Op. cit .. , pp . 92-93. Simon Logier was a 
member of the consistory . George Leblond commanded a company during the siege 
of Valenciennes by Saint-Aldegonde . Both were banished from the town together 
wi th Gery Le Josne on 6 March. 1568. Le Boucq reports that the coup was 
executed par plusieurs gens bannys. etant de ceste ville. comme des autres 
vi lles voisines. lesquels etoient. passees plusieurs journees. secretement en 
lIJuche. en plusieurs logis de ceste ville. tenant leur partie. 

71. Charles de Lievin. seigneur de Famars. 

72 Vide. Kervyn de Lettenhove ; Op. cit .• Vol. III. p . 444 seq. 

73 It was. apparently his task to open the town gate for La Nou~ to enter 
at a given time with his troops in order to support the ursurpators in taking 
Valenciennes. A certain Jean Turqueau. lIJulquinier. natif de Maries. was 
banished on 23 October. 1579. together with Jean Mochet. nepveu de 1 'host de 
1 'CUrs. It is not known. whether this person is identical with the one who 
played a key-rOle in the coup. fut again the cross-connections to the Le 
Jeune family are noteworthy. 



17 

southern Netherlands from Spanish rule7"' . Concurrently with 

LA NOU~'s march into Valenciennes. LOUIS of NASSAU took Mons 

- with a certain ANTIONE 

services as TURQUEAU . Although 

OLIVIER7~ rendering similar 

both towns were taken. they 

had t o be abandoned t o the Duke o f ALVA's superi or Spanish 

forces . In Valenciennes the Reformed Protestants could 

maintain themselves for only one week. Et pour augmenter la 

frayeur . say.;LE BOUCQ . 1 'host du logis du Lourd. en la rue 

Tournisiesne. en ceste ville. 1 'ung des principal des gieux 

de la prise de la ville. bouta lui-mesme le feu en son logis 

du Lourd . a v ant de senfuy r hors de la ville76 • 

There can be no doubt either about the engagement of the LE 

JEUNE family in the religious unrests in Valenciennes. nor 

about its adherence to the Reformed confession . The 

available sources point to HUGUES LEJONNE having taken the 

most active r6le of all the members of this family known to 

us . The quoted extract from LE BOUCQ's chronicle is. 

however . also noteworthy be cause of certain refer ences which 

are invaluable for a flirther illumination of the kinships 

within the LE JEUNE family . 

We gather from the extract that HUGUES LEJONNE was the owner 

of the inn 1 'Ours and that the property was situat ed in the 

rue Tournisiesne. This information permits the deduction 

that he was . next to THERY LEJONNE. a son of JEAN LEJONNE 

and that the ownership of the inn came to him after his 

father's fl ight and subsequent banishment in 156877 . 

74 The driving forces behirxi this urxiertaking were. without doubt. the 
followers of the Prince of Orange and the French Huguenot leaders. Since it 
was politically directed against Spain. also the French king . Charles IX, gave 
it urxiercover support (cf . Leopold von Ranke : F'ranz'6siche Geschichte, 2 vol., 
ed . by Willy Andreas. Wiesbaden(8erlin . 1957. Vol . I . p . 147) . 

7~ Olivier was previously employed by count Egmont ; he was especially 
known as a drawer of town plans - which adequately explains his function in 
this urxiertaking . 

76 Pierre Joseph Le Boucq Op . cit . • p. 98. 

77 Vide supra . pp. 14-15. 
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Surely. HUGUES at that st'age must have fled together with 

JEAN and THERY LEJONNE, since all three were - as we have 

learnt subjected to eviction. We do not know what had 

happened to JEAN (who could have died) or, for that matter, 

to THERY , since their names are lost from that time on and 

they are never referred to again in documents or reports of 

whatever kind. When HVGUES LEJONNE is mentioned in 1572 as 

the owner of the inn 1 'Ours, it can therefore only be 

interpreted that the property became his after his (legal or 

illegal) return to Valenciennes78 . 

The family relation in respect to GERY LE JOSNE remains, 

however , unclear. An assumption that he belonged to the same 

family is based mainly on two facts, viz. that, as a member 

of the consistory, he played a prominent rOle among the 

Reformed Protestants. and that he was also - like HVGUES LE 

JONNE a tanner79 . It has already been 

profession featured prominently among 

question. This circumstance. together with 

the inn 1 'Ours in the rue Tournisiesne. 

closer scrutiny. 

noted that this 

the persons in 

the location of 

calls for some 

Valenciennes 1S situated on the Escaut , and in the 16th 

century the water of this river filled the trenches outside 

the town walls. The main stream of the Escaut winded its 

78 This is also the clue 
14) at which he arrived by 
description of the events 
completely and based his 
occurrences of 1572. 

to Bouton's misleading inference (cf. supra, p. 
either misreading or misinterpreting Le Boucq's 
of 1568 ; or. even. because he ignored this 

conclusions solely on the presentation of the 

79 It is certainly no co-incidence that - besides those persons presented 
above - there is (with one exception) no further reference to the name Le 
Jeune (in whatever spelling) in the many official documents mentioning 
numerous citizens of Valenciennes. either as defendants or witnesses , which 
could be indicating the existence of other families with the same name. And if 
these did exist, they were surely not involved in the religious turmoils which 
also serves to single out those alluded to as belonging to the same family. 
The single exception surfaced in the court records of the proceedings against 
one Jean Holland (1563) involving the testimony of a certain Jacqueline de la 
Fontaine. vesve de Jacques le Joune (Archives Generales du Royaume de Belgique 
: Correspondence de Hainaut et Cambrai, Vol V. p. 97 seq.) . It is not known 
who this Jacques Le Joune was. 
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course through the northwestern part of the town of that 

time. feeding the main tributaries which interlaced the 

remaining urban area 80 . The rue Tournisiesne led from the 

Tournai Gate in the northwes tern wall across one of the 

channels. as well as the main stream. to the centre of the 

town 8 l. . 

If we consider that an unrestricted supply of flowing water 

is . an essential commodity for running a tannery - and 

keeping in mind that HUGUES LEJONNE was said to have resided 

in the rue Tournisiesne - there are only two sites where the 

inn 1 'Ours could possibly 

the street crosses the 

over the main stream. The 

have been situated either where 

only channel. or where it bridges 

town plan of Va lenciennes from 

GUICCIARDINI's Description des touts les Pais-Bas shows only 

two very small houses on the one. and a garden on the other 

side of the street where it crosses the channel . Bearing in 

mind that a combined business of an inn and a tannery needs 

rather spacious accommodation. the only remaining location 

for such enterprize appears to have been at the main stream. 

eo Although the Escaut still occupies a dominating environmental rOle . it 
today divides into two branches. one of which (the Vieil EScaut) flows - much 
of it now subterraneously - through the town. while the other. canalized and 
forming a port . skirts it on the west , 

8l. In order to identify the area. three topographic documents were used 
which are reproduced by Guicciardini. d 'Outreman. and Chanoine H. Lance I in . 
In question are (a) a detailed. exquisitely engraved town plan of 
Valenciennes. dating (according to the dress fashion of two figures in the 
lower righthand corner) from the 16th century; (b) a presentation of the 
location and surroundings of Valenciennes as well as a prospect of the town. 
seen from the northwest (especially helpful with its clear designations of the 
different church towers); and (c) a town plan of Valenciennes. dating from the 
year 1767. which supplies the names of streets and plains . while also 
indicating important bui ldings. The old town walls and the 17th century 
fortifications into which they were incorporated have disappeared long ago. 
except for the Tour de la Dbdenne in the southwest. In their place fine 
boulevards encircle today the centre of the town (which was the old town of 
past centuries). The main thoroughfares are. however. much the same as they 
used to be four hundred years ago: from the Place de Ja Republique in the 
northwest (where the Porte de Tournai used to be) an axis cuts diagonally 
across to the southwest. to the Place cardon (where the Porte cardon was 
situated). On this route the RUe de Lille (the old Rue Tournisiesne) and the 
surroundings of the Place OJarJes de Gaulle (the old Marche des Poissons) are 
the locations in question on which our special interest is focussed. 
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A large building on the northern bank of the river and­

looking towards the centre of the town - on the left hand 

side of the rue Tournisiesne answers· to the requirements as 

previously advanced. It can be assumed as the site of the 

inn cum tannery business of the LE JEUNE family. for it is 

the only large house. which was situated both on the rue 

Tournisiesne and. at the same time. directly on the water 

edge of the main stream. On the plan of 1767. which LANCELIN 

included with his Histoire de Valenciennes. it is even 

clearly decernable that a part of this house was built over 

the river62 . 

According to GUICCIARDINI's plan. the extension of the rue 

Tournisiesne led to an attenuated plain. somewhat to the 

south of the main stream and prefatory to the Grand Place of 

the town . On the p l an of 1767 this plain is called the 

Marche aux PoissonsS 3 . Considering. once more. that GERY LE 

JOSNE was a tanner and that he lived at the tavern La Hure. 

we may assume both his working place and his residence to 

have been in the vicinity of the inn 1 'Ours. After all . the 

name of his logis can be interpreted as "the fishhead "64. 

quite an understandable appellation. if we bear in mind the 

proximity of the fish market . 

belief that GERY LE JOSNE may well' 

family as JEAN. THERY and HUGUES 

document mentions a certain AlMERY 

This also strengthens the 

have belonged to the same 

LEJONNE. When an official 

BETTREMA instead of GERY 

62 Although the plan was drawn about two centuries after that of 
Guicciardini came into existence. it may safely be accepted that this rather 
extraordinary construction (which was. however. quite typical of medieval 
building) was no recent addition. If anything would have been changed during 
the 18th century for the sake of advancing modernization, then , surely . this 
part of the building would rather have been demolished in order to open up the 
river. Fire could have destroyed the framework house (as indeed it did in 
1572), but the foundations and the stone masonry would · hardly have been 
affected. 

63 It is generally accepted that town plains (especially where markets 
used to be held) developed together with the settlements and can be found on 
the same location for centuries . serving as venues for the very purposes which 
led to their beginnings . Therefore a IDarche aux [X)issons in 1767 was most 
certainly also the fish market two centuries earlier. 

64 Vide supra. p. 14. footnote 61. 
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LE JOSNE as the inn-keeper of La Hure Be , it could be on 

account of the property having changed hands after GERY LE 

JOSNE's banishment in 1568 . 

It is not known what had happened to HUGUES LEJONNE after 

the Spanish recaptured Valenciennes and he reportedly set 

fire to his own inn ; most probably, he fled the town. In 

November, 1579, however, his name surfaced again. According 

to reports , he was seized and on 7 January , 1580 he stood 

trial pour estre suspecte 

charge 

the 

de loger p1usieurs personnes 

sedisieuseB6 . This apparently 

coup of 1572, 

referred 

since 

to 

1uy 

his 

fut activities preceding 

deffendre de ne plus tenir logis; ains louer sa huisine a 
personne au contentement de justice et se representer quand 

i1 p1aira a Mesdits sieursB7 . Consequently he was once 

again banished from the townBB, and so the 

finally drops out of sight in Valenciennes . 

indirect reference is recorded with the 

LE JEUNE family 

A single further 

banishment on 23 

October, 1579 of JEAN MOCHET , nepveu de 1 'hoste de 1 'Ours, a 

marier, natif de 1a vi11eB9 . It thus appears that the LE 

JEUNE family was attached by marriage to PHILIPPE MUCHET, a 

member of the consistory and one of the most prominent 

..", Archives Generales du Royaume de Belgique Papiers d 'i:tat et de 
1 'Audience, No. 530 (Conceil .des troubles no. 36, Sentences Copie des 
sentences crimine11es rendues par Messieurs 1es cOIlllDissaires du Roy, notre 
seigneur, ordonnez en 1a ville de Valenciennes, allencontre de p1usieurs 
prisonniers cy apres denoIllIllez et executez - p. 309 seq . ). Aimery Bettrema was 
executed on 20 January, 1569 and his possessions were confiscated . 

56 Pierre Joseph Le Boucq : Op. cit., pp. 161-162 . 

57 Ibid. 

BB Pierre Joseph Le Boucq Op. cit . . pp . 166-167. It is rather 
enigmatic that the Le Jeunes, in spite of their adherence to the Reformed 
confession and their active participation in the revolt against the Spanish , 
somehow escaped more severe punishment , while many citizens were executed for 
apparently much less offences. It is also strange that their names do not 
appear in the confiscation lists of Valenciennes (vide Archives du 
Departement du Nord, Lille : B 12696-12698. 

B9 Pierre Joseph Le Boucq : Op. cit., pp. 152-153. 
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Reformed Protestants of the town 90 . He was banished . 

together with GERY LE JOSNE , on 6 March , 1568. On 9 August . 

1566 , he was . together with JEHAN LE JOSNE (sic) part of a 

group who accompanied GUY DE BRAY to Valenciennes. The 

latter initially resided in the house of JACQUES BIZON91 . 

and later went to live au Iogis qui fust au seigneur de 

Farmars sur I e s v i vie r S92. 

We cannot establish with certainty where this Iogis was 

located . However. the fact that it was "at the fish pond" , 

allows us to suspect that it must have been near the main 

stream , or at least , near the fish market93 - in other 

words , also in the neighbourhood of I 'Ours and the LE JEUNE 

family. When the Reformed ministers started to conduct 

divine services in the churches on the Sunday after the 

iconoclastic fruor of Saint Bartholomew. GUY DE BRAY 

significantly chose the church of Saint Jean . which was in 

the immediate vicinity94 . 

Thus also these, seemingly irrelevant details, contribute to 

form a picture of the LE JEUNE family in Valenciennes, 

communicating to us some facets of their lives, their 

90 Since the name Muchet does not, as far as could be ascertained, re­
appear , the probability of Jean Mochet being the son of Philippe Muchet is 
strong enough to justify such a supposition. Thus Philippe Muchet would have 
been a brother-in-law to Hugues Lejonne, while Jean Mochet could have received 
his christian name from his maternal grandfather. 

91 He was a member of the consistory and was banished together with Gery 
Le Josne. 

92 Archives Generales du Royaume de Belgique : Papiers de I 'Etat et de 
I 'Audience, No. 536. 

93 None of the available topographic documents reflect these vlvlers. It 
must be accepted that they were not ponds or artificial lakes in the normal 
sense of the word, since these cannot be imagined within the t own walls. 
However, if they were indeed situated in the town (or even outside the walls) , 
they would certainly have been shown on the town plans. It would seem that the 
vlvlers were rather some type of vivariums - enclosures in the river, which 
allowed fresh water to pass , whi Ie retaining the fish . In such case viviers 
would have been situated upstream well clear of the tannery . 

94 Archives Generales du Royaume de Belgique : Papiers d'Etat et de 
I 'Audience, No . 536. 
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the religious and 

but, above all, 

demonstrating very decisively their firm commitment to the 

Reformed Faith. The obvious question now t o arise is : how 

did the composer CLAUDE LE JEUNE fit into this picture? 

The absence of his name from all reports, o fficial documents 

and lists concerning the unrests at Valenciennes is 

conspicuous. This is especially striking in the light of the 

references to persons with the same family name who were 

presumably his relatives - an assumption, which is strongly ' 

based on the association of these with figures who were 

prominently connected with patrons in the composer's later 

life, or who were his direct benefactors, eg o FRANCOIS DE LA 

NOU~ , the co-dedicatee of CLAUDE LE JEUNE ' s first major 

publication under his own name9~. It is furthermore 

significant that LE JEUNE, for the greater part of his life, 

enjoyed the protection of prominent Huguenot leaders who 

displayed a marked interest in developments in the Southern 

Netherlands, or who were active participants in some of 

these events . Their patronship and protection of the 

composer could thus also quite possibly have been motivated 

by a recognition for services rendered by his family to the 

Reformed cause and the political insurrection against Spain . 

The absence 

Valenciennes 

of any mention of CLAUDE LE JEUNE in 

the possible reason for which will be dealt 

with later on - makes it obviously difficult to place him in 

a definite relationship to the members of the LE JOSNE (or 

LEJONNE) family which I was able to trace and identify. 

9" Dix PseaUJ11es de David, noevellement composez a quatre parties en forme 
de motetz . . . par C1audin 1e Ieune ... , Paris, 1564 (vide Bib1iography,'pp.311r 
31! ). There were also others eg o Charles de Teligny (the other dedicatee of 
the Dix . Pseaumes, and son-in-law to the Admiral de Coligny), Henry de la 
Tour, Duc de Bouillon, the daughters of William of Orange, etc . Notably 
Claude Goudimel, also a Huguenot and to be placed alongside with Le Jeune as 
far as his Psalm motets are concerned, did not enjoy such illustrious 
patronships. His life seems to have missed most of the great events of the 
time into which he was drawn only by his tragic martyr death on Saint 
Bartholomew, 1572. It was decidedly different with Claude Le Jeune. 
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According to 

LE JOSNE and 

his age , 

THERY and 

he belonged to the generation of GERY 

HUGUES LEJONNE. But we do not know 

whether he had been a brother. a cousin, or a more distant 

relati v e. We can, however, be quite positive about his 

confessional orientation : CLAUDE LE JEUNE as a Protestant 

of the Reformed Faith . This is palpably borne out by the 

engagement of the family . 

We cannot say f or sure when he had embraced Protestantism, 

but, to judge by the family's commitment, CLAUDE LE JEUNE 

must have decided in favour of the new religion when he was 

still relatively young. This could have been as early as 

1544 , when BRULLY started his preaching in Valenciennes. 

Views sometimes encountered to the effect that LE JEUNE was 

"overcome " by Protestantism much later in his life, and that 

he wrote a mass 

to prove his 

rejected in the 

prior to his conversion - which is supposed 

long adherence to Catholicism96 - must be 

light of the considerable circumstantial 

evidence advanced here . 

6 . Apprenticeship 

6.1 First works (1552) 

The publication of four chansons in 155297 presents the 

first evidence whatsoever of the existence of the composer 

CLAUDE LE JEUNE. At that time he was about twenty-four years 

of age, while nothing is known about his initial training in 

musical composition. It was pointed out that he might well 

have received the rudiments of this art at one of the church 

96 Ernest Bouton : Op. cit . , p. 13. Cf also Biographie Nationale p.p. 
1 'AcadeIDie Royale des Sciences, des Lettres et des Beaux-Arts de Belgique, 
Brussels, 1890-1891. Vo l XI, col. 727-734. The mass usually referred to, is 
the Missa as Placitwn, which was published posthumously in 1607 (vide 
infra,Bibliography pp .3S&-3S'9). At this stage it need only be stated that the 
mass does not date from the composer's earlier years . 

97 These appeared 
parties noevellement 
instrumentz COIDIDe a la 
31 4 ). 

in Second (and Tiers) 
COIDjX)Sez & mises en 
voix . .. , Louvain, 1552 . 

Li vre des OJansons a qua tre 
musique, covenables tant aux 
(vide infra, Bibliography p. 
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choir-schools in Valenciennes. The proximity of Saint Jean­

Baptiste to what could have been the dwelling of the LE 

JEUNE family is of interest in this regard . 

It seems unlikely, however, that CLAUDE LE JEUNE has had a 

renowned teacher from his home-town surroundings to lead him 

into the secrets of his future profession. If this had been 

the case, it would definitely have been mentioned somewhere 

- for instance , on the title pages, prefaces or privileges 

of the first anthologies published entirely under his own 

· name. Such practice was indeed common to the age and 

obviously intended to facilitate the launching of such 

debuts. It would rather appear that LE JEUNE had to rely on 

his own talents and resources for his initial development as 

a composer and that he was - as far as this can be said 

unqualifyingly - an autodidact like his later colleague and 

acquaintance , JACQUES MAUDUIT"8 . 

The supporting influence of the cultural milieu in 

Valenciennes and the surrounding region should nevertheless 

not be underestimated in the moulding of CLAUDE LE JEUNE. 

The poet JEAN MOLINET, who died in Valenciennes in 1507, 

ma i ntained relations with many of the illustrious musicians 

of the Burgundian court"", and LE JEUNE would surely have 

had the opportunity to establish contact with some of the 

leading figures in music who 1 ived .and worked in the 

neighbouring towns of his day . 

Valenciennes lies midway - about thirty-five kilometres from 

either point - between Cambrai (to the southwest ) , and Mons 

( to the northwest) . Arras , Douai , and Tournai are more or 

"8 Marin Mersenne : Harmonie universelle, Paris , 1636 , p . 63 seq. (Eloge 
de Jacques Mauduit excellent Musicien) , says that Maudit studied sans autre 
secours que des li vres. 

99 Omer Jodogne : La caractere de Jean Molinet, in La Renaissance dans 
les Pnovinces du Nord (Etudes reunies et presentees par Franqois Lesure) , 
Paris. 1956, pp. 110-111 . The composers mentioned are Jean Ockeghem, Jean 
Corunel, Antoine Busnois, Loyset Compere, Josquin de Pres, and Alexander 
Agricola . 
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less on the same radius to the northwest. Courtrai and Ghent 

are somewhat further 

mentioned, connected 

north 

with 

but, like 

Valenciennes 

the 

by a 

other towns 

convenient 

transportation infra-structure involving the Escaut, Scarpe 

and Lys rivers, with the towns of Ypres and Bruges also 

within comfortable reach. Namur, Louvain, and Antwerp are 

more distant one-hundred-ten, anQ one-hundred-thirty 

kilometres, respectively from LE JEVNE's home town, yet 

still considerably nearer than the nearly two-hundred 

kilometres to Paris. Thus it would have been natural for LE 

JEUNE to orientate himself rather at the models of his 

northern homeland with its rich musical culture than at the 

trends and fancies of the French capital. 

ANTOINE DE FEVIN , PIERRE DE LA RUE, JEAN RICHAFORT, PIERRE 

DE MANCHI COURT , CLEMENS NON PAPA, JACOBUS BUUS , JACOB 

ARCADELT, NICOLAS GOMBERT, ADRIAN WILLAERT, PETRUS MASSENUS, 

CYPRIAN DE RORE, PHILIPPE DE MONTE, THOMAS CRECQUILLON, JEAN 

LELEU, and many other lesser figures, may have attracted LE 

JEUNE's attention from the surrounding towns where they 

abided at certain stages of their lives. Indeed , evidence 

exists that certain works of those mentioned actually served 

as models for some of LE JEUNE ' s own endeavours. 

When the young composer started to explore the possibilities 

of an outlet for his works, Antwerp and Louvain were the 

obvious centres in his northern home country to have come to 

mind , since these towns boasted with the leading music 

publishing houses of TYLMAN SUSATO and PIERRE PHALESE, 

respectively. Both firms had serIes of chanson editions 

running for more than a decade through the 1550 ' s . We have, 

however, no indi cation why LE JEVNE should have preferred 

PHALESE to SUSATO . The initiative could, of course, have 

emerged from the latter. More probably, this is what had 

happened, since PHALESE had just seriously launched his 

music publishing business on receipt, in 1551, of a royal 

privilege to use single-impression type-printing and may 

have cast an eye about the Low Countries for worthwhile new 

talent to be included in his anthologies. 
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The publication of LE JEUNE's four chansons by PHALESE 

therefore does not necessarily signify that the composer 

had, at that stage, left Valenciennes, either temporary or 

permanently, in favour of Louvain, which was, moreover, 

known for its solid Catholic sentiments. Quite to the 

contrary: for all we know, CLAUDE LE JEUNE had continued to 

live in Valenciennes during most of the 1550's. Special 

mention of his name at this early stage of his career is not 

to be expected. The conspicuous absence of any reference 

later on. when several persons of the same fami ly name-

most probably his kinsmen - got deeply involved 1n religious 

and political matters, justify, on the other hand, a 

pertinent question as to his whereabouts at that time. 

Meanwhile we may focus on CLAUDE LE JEUNE's first works and 

scrutinize the composer's company in . PHALESE's series of 

chanson collections . It appears that the six anthologies for 

four voices of the early 1550's drew their contributi ons 

from a limited circle of Northern masters, the bulk of whose 

music was supplied by 

PAPA, JOSQUIN BASTON, 

Complimentary material 

CRECQUILLON, DE LATTRE, CLEMENS NON 

HUBERT WAELTRANT, and JEAN LE COCQ. 

came from lesser figures, also 

connected with the Lowlands . The local character of these 

collections 1S even more accentuated by the inclusion of 

only one piece by a Parisian composer~oo, and the total 

absence of works by a master of international stature like 

GOMBERT. 

But LE JEUNE's initial close alignment to his Northern 

homeland had much more important than being merely a 

geographic matter noticeable stylistic consequences for 

his early compositional endeavours. While the Parisian 

chanson composers of round about 1520 displayed a marked 

inclination to simplify the texture of their music and thus 

~oo 

parties 
1552. 

Jannequin's Ouvriez-moi 1 'huy in 
nouve 11 ement composez & mises 

Tiers livre des chansons a quatre 
en musique .. ", Louvain , P. Phalese, 
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moved towards homophony with concurrently increased 

declamation and clearer formal outlines . the Northern 

masters moved 

became more 

into an 

polyphonic 

opposite direction. Their writing 

and melismatic. the texture more 

involved. with a tendency to expand towards five voices. The 

declamation was neglected as before. and clear sectional 

divisions with internal repeats were quit e atypical. 

Furthermore. a distinct preference for the through- composed 

forms (especially with shorter texts) prevailed . These 

archaic trends remained for several decades and only changed 

when the publication of LASSUS's six chansons in SUSATO's 

Quatoirsiesme Livre (1555) caused a fresh wind to blow 

through the heavy and ill-ventilated Northern textures . The 

result was a new awareness of the relation of chanson music 

to the text and an increased sensitivity for a subtle 

handling of vocal lines ; esthetics and techniques LASSUS 

had acquired in Italy and relayed to the North. 

CLAUDE LE JEUNE's four chansons of 1552 display most of the 

characteristics of the music of the Lowlands before the 

middle of the 1550's. This confirms the assumption that he 

had . up to that time. not left his native land . and was 

still uninfluenced by either Parisian or Italian musical 

practices. Having delineated the general musical topography 

in which LE JEUNE had moved at least up to the publication 

of his first known compositions. a nearer investigation of 

these chansons now seems appropriate. 

The four chansons for four voices (Avant mes iours. Bon iour 

mamye. En espoir vis et crainte. and Le feu qui m 'ard) are 

l inked by a common factor. which . indeed. also ties them 

with the great majority of pieces in PHALESE ' s Second and 

Tiers Livre they are all love songs with rather 

sentimental texts. only the second one being in a lighter. 

slightly ironic vein . Except for the first chanson. the 



29 

texts are all anonymous 101 , an additional common quality 

being that these appeared to have been drawn from popular 

poetry collections of the earlier 16th century102, 

6,1.1 Avant mes iours 

The text of this chanson103 is arranged from a five-line 

rondeau , As KENNETH J, LEVY points out 104 , the first three 

and the last two lines of LE JEVNE ' s sixain are taken from 

MAROT's refrain , while LE JEUNE's fourth line is the first 

line of the half stanza that follows, This kind of recasting 

of the antiquated formes fixes became general practice from 

the late fifteenth century onwards in order to free 

composers of a clumsy system of repetitions, Later on, even 

this procedure was superceded by the supply of free chanson 

texts by the new generation, Vestiges of the older kind of 

recasted rondeaus continued, however, 

202 Avant mes iours appeared under the title De 
Rondeau in a collection published by Galliot du Pre 
1532 onwards it appeared under Clement Marot's name. 

to be set in the 

1 'ament douloureu;'(: 
in Paris in 1527 , From 

102 Possible sources could have been for Avant mes iours Rondeaux au 
nombre trays cent cinquante Singuliers et a tous propos .. Nouvellement imprimez 
a Paris, Jehan Sainct Denys, S.d. (Bibl. Nat . , Paris Ye 1401 Res), 
S'ensuyvent les trays cens cinqante Rondeaux moult singuliers a tous prapos 
nouvellement imprimes. On les vend a Lyon cheulx Olivier ArnoulleL 1538 
(Bibl. Nat., Paris : Ye 1403 Res.), or Rondeaux noeveaulx iusques au nombre de 
cent et trays, Contenant plusiers llJenuz propos que deux vray amans ont euz 
nagueres ensemble de puis le commencellJent de leur amour jusques a la mort de 
la dame, .. , s.d., circa 1530 (Bibl. Nat., Paris: Cat. Rothschild, 587): for 
En esooir vis et crainte La fleur de ~sie francoyse, recueil joyeulx 
contenant plusieurs huictains, dixains, quatrains, chansons et aultres dictez 
de diverses matiers, mises en notes musicales par plusieurs autheurs, et 
rOOuictz en ce petit livre, Paris , Alain Lctrian, 1543 (Bibl , Nat " Paris: Ye 
2718 Res.); for Le feu qui m'ard: liecatomphile. De vulgaire Italien, tourne 
en langaige Francoys, Les Fleurs de ~sie Francoyse, Paris, Galliot du Pre, 
1534 (Bibl. Nat" Paris: Ye 2256 Res,) as well as the two re-editions of 1536 
and 1539, respectively (Bibl . Nat., Paris : Cat. La Roche Lacarelle , and Cat, 
Rothschild, 803). I could not find a source for the text of Bon lOur m'amye; 
however, most probably it is to be found ln a collection similar to the 
aforegoing. 

103 Vide infra, Texts, p. 3~1. 

104 Kenneth J Levy : The chansons of Claude Le Jeune, unpublished Ph .D . 
thesis, Princeton University, 1955 , p. 47. 



third and fourth decades and , occas i onally, 

the 16th century10~. 
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even later in 

Musically Avant mes iours stands alone without an 

alternative setting by another composer. At 

the technique of this chanson (and of the 

conventional and reminiscent of 

predilection for canonic imitation . 

A · -

A - . • 

A- _ 

PIERRE 

first glance, 

other three ) is 

DE LA RUE ' s 

106 

The piece is through-composed and, starting with paired 

imitations, the continuous flow of the music - unhindered by 

few rests and rather intensified by extended melismas - is 

broken only at the end, when LE JEUNE interrupts the 

polyphony with chords, while repeating the whole last line 

of the text. 

~ ,. 

v~ \- t.. I't.~.vc,.v. ~~ t.. r--'" . , hi ..... .< «- ~I - ~~ . - - ,,:.. 

... v.~ ,~ t.. ~.v~ ,~ .... I p~1. .. w... •• .. . - I---=-:. -- . ~ 

, e"/" v~ b ~~ t. p ....... t'1. ,{....., ,,~ t.. p...e.," 
~ f-, . ."-

b .... - .u.:. c.. .. ;: - ~'I;~ Scp CQ'U.- ~ 

10~ One such late contribution by Le Jeune is his Avant en emporte le 
vent (anonymous text), which appeared in his Second Live des Meslanges, 1612 
(vide infra: Bibliography, p.366 ), but was most likely composed round about 
1575. 

106 Is one of seve ral "rough spots". 

• 



31 

There are tentative internal references and a quasi 

restatement of the initial theme occurs in the penultimate 

line . However, real musical repetitions break through only 

in the last line. Fi nally, the music does not particularly 

attempt to express the text beyond the general mood of the 

poem. The chordal stressing of the last line is . however. an 

interesting deviation from the usual Northern unconcern for 

the text and may be a hint at the awakening of an awareness 

in which LE JEVNE later excelled as a mature composer. 

6.1.2 Bon iour m'amye 

LE JEVNE ' s second chanson in the Second Livre of 1552 

presents a special case in quite an unexpected way. CHARLES 

BURNEY chose this piece as the only one of the four chansons 

worthwhile reproducing~07, although he also criticized it 

boldly. He found that " ... the determined spirit of Fugue 

never appeared stronger than in this Song, in which there is 

indeed great art and skill", but that it has "so little 

melody and rhythm. that the time and modulation are 

equivocal from the beginning to the end". BURNEY also' 

disapproved of the fa ct that "the melody manifestly begins 

and ends on the chord of G. yet keeping F constantly 

natural. there is a stronger impression throughout of the 

key of C than of any other"~oe . At this point a short 

excursion on the matter of "key" is deemed necessary - also 

as an introduction to later considerations on "harmony". 

BURNEY's remarks about the "key" of Bon iour m'amye and his 

rather superficial reference to the "ancient modes of the 

~07 Charles Burney : A general History of Music, 4 vol .. London, 1776, 
Vol III. p. 271. Burney could not have seen much of Le Jeune's music though, 
if he describes Bon iour m 'amye (which he reproduced in full ) as "the best of 
his compositions . . . . except his psalms". 

~oe Burney made these remarks on a MS of the chanson which he had scored 
in his own hand (British Library, London: Add. 11584. fol. 45). For the 
ambiguity of key Burney offered (Op. cit.. Vol III . p. 273) his own 
explanation: "This was still adhering to the ancient modes of the Church, and 
may be called a Rag of Popery; for however reformed the author may have 
thought himself in religion , his music was still Papistical" (!). 
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Church" lays bare how deeply stooped he was in the 18th 

century's concept of tonality and how this barred him from a 

correct assessment of the matter in question - i . e. to what 

extent the old modes were still applicable to 16th century 

polyphony, and how these were utilized In a situation 

rapidly changing from the old to the new system of major­

minor tonal centres. 

In order to understand the essential differences between the 

"polyphonic" ecclesiastical modes and major or minor scales. 

one should realize that every ecclesiastical mode actually 

had at its disposal many more chordal possibilities than the 

major or minor scales . The following illustration shows the 

resources ordinarily available -

E')(.2. 

iff 51 Ci) e g , ~ ~it§ ~ 12$ i* :Jf g 
"':;w" " --e- -!7- 0 -9- -S"-
~ ....-

Mixolydian: I i i i II iii iiio6 IV iv v V vi vies VII viios 

G Major: I i i iii IV V vi vii o109 

If modern music (with its major-minor 

superior to the older style , it is 

system) 

in the 

is greatly 

matter of 

modulatory possibilities which is (in the real sense of the 

term) unknown to the latter. On the other hand , the greater 

richness which the ecclesiastical modes inherently 

possessed, lended a kaleidoscopic charm to the tonal 

atmosphere, avoiding the compulsory accommodation of a semi ­

tone between the 7th and 8th degrees of the scale (and the 

corresponding raising of the leading note), which a modern 

ear IS so accustomed to hear. Within their respective 

limits, the ecclesiastical modes thus provided for as many 

cadences (in order of preferences) as possible. And In this 

way they even inclined to a kind of transient "modulation" 

in order to avoid tiresome or inartistic repetitions. 

~09 In 16th century style diminished (and augmented) triads were used 
only as chords of the sixth. 

" 
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The chanson Bon iour m'amye is clearly conceived in the 

Mixolydian mode. From the aforesaid, it follows that it can 

be expected to employ, for instance , F in both its natural 

and raised forms and - keeping in mind both the established 

practice of musica ficta and the fact that the 16th century 

began to show signs of a transition to major- minor tonal 

concepts that such alterations would depend on the 

respective melodic lines as well as the character of the 

cadence points. As a rule composers did not write in the 

accidentals involved , but assumed that the singer would 

introduce these himself (semitonia sub intellecta) . 

Thus BURNEY grossly erred when he maintained that F is kept 

"constantly natural" in Bon iour m'amye. Although he may be 

pardoned for committing this error in the 1770's, it is 

rather disappointing that FRANK MERCER in his modern edition 

of BURNEY's opus (which appeared "with critical and 

historical notes" in 1935) perpetuated this inaccuracy , even 

underlining it by inserting in the reproduced chanson, F­

sharps where none are called for 110 . This in turn led LEVY 

to find fault with "doubled leading tones on F- sharp within 

a three voice texture (meas. 6, 23, and 35)"111 , where these 

actually do not exist and the criticism is, consequently, 

out of place! 

110 Charles Burney A General History of Music, ed. by Frank Mercer, New 
York, 1935, Vol III, pp. 220-222. 

111 Kenneth J Levy : Op. cit., p. 56 . To these examples of "doubled 
leading tones" could be added measures 26 and 28, which should also have F 
naturals. Mercer's version reveals many more inaccuracies in respect to 
accidentals; also the ending of the piece is incorrect in as much that it has 
too many notes (wrongly transcribed) in the Contratenor! 
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~1.2 

The text of Bon iour m'amye with its short lines and refrain 

does not belong - like the previous chanson - to the type of 

recasted rondeaus . However, I have been able to trace what 

initially appeared to be an alternative setting of Bon iour 

m'amye in PIERRE ATTAINGNANT's collection Vingt et huict 

chansons nouvelles en musique a quatre parties . .. Paris, 

15311
1.3. The piece figures as number 18 in the said 

anthology and is given to be by an anonymous composer . A 

comparison of LE JEVNE's setting with this piece revealed 
the existence of a second stanza , which is ignored in the 

version of 1552 . But more dramatically - it also exposed 

the chanson published under LE JEVNE's name to be identical 

(except for a single note omitted in the first line of the 

Superius and for two ornamented cadences ) with the anonymous 
setting of 1531! 

1.12 The sharpening of F at (a) and (c) is correct. At (b) it should 
remain natural , a clash of rules being decided in favour of the latter , since 
an augmented melodic interval in the Contratenor is not acceptable. Thus here 
(and at other places) there is no "doubling of the leading note within a 
three-voice texture". 

1.1.3 Bayerische Staatsbibliothek, Munich 
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Since this has, until now, escaped detection. KENNETH LEVY 

was obviously also unaware of the true state of affairs and 

consequently his acknowledging remarks (following BURNEY) 

about Bon iour m ' amye are addressed to the wrong composer. 

Nevertheless, this setting does loosen up the texture, while 

the gay refrain hints that the lover may not be quite so 

martyred at withdrawing from his lady. The "obstinate 

polyphony" to which BURNEY also refers - indeed serves as 

a constant excitation throughout the chanson and underlines 

the ironic text , as does with an insight unusual to 

Northern practice - the relative care with the declamation. 

I cannot offer any elucidation as to the origin of the 1531 

version of Bon iour m 'amye, while the reason for the 

appearance of the chanson under LE JEVNE's name in 1552 is 

equally clouded. The possibility of a mistake in name (with 

respect to the older CLAUDIN DE SERMISY) is not acceptable. 

since the certain measure of compositional clumsiness 

detectable in Bon iour m'amye is hardly to be expected from 

the hands of DE SERMISY, at that time a fully mature 

composer well-stooped in the chordal style of the new 

Parisian chanson school. 

that by recognizing 

characteristics of Bon 

One 

the 

iour 

emulation - to the 

piece LE JEVNE 

judgement, but has 

extent of 

has not 

evidently 

future course of development. 

6.1.3 En espoir vis en crainte 

can therefore only conclude 

above-mentioned positive 

m'amye, as ideals worthy of 

consciously "adapting" this 

only earned credit for good 

taken a bearing as to his 

The first of two chansons by LE JEVNE which appeared in 
, 

PHALESE's Tiers Livre , was set to a text obviously popular 

among 16th century composers, Slnce no less than six 

different versions (which includes LE JEVNE's own) exist , 
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allowing interesting comparative perspectives~~4. The text 

of this chanson - a quatrain - appeared for the first time 

anonymously in LOTHIAN's La fleur de po~sie francoyse of 

1543~~~. yet it was already set to music and published two 

years earlier. also unsigned. 

This anonymous 

which employed . 

Parisian setting of 1541 is the 

typically. the fixed form ABA; 

only one 

a 11 the 

others are through-composed . It is also the shortest of the 

settings. beating 

JEVNE's verSIon 

LASSUS' 30 breve measures by one. while LE 

IS the longest with 42 measures~~6. 

occasioned by its more extended musical lines as well as 

more text repetitions. Whereas the rather chordal texture of 

~~4 Two were written before. and three after Le Jeune's chanson . They are 
An anonymous. in Ouziesme livre contenant XXVIII chansons a quatre 

parties ... , Paris. Pierre Attaingnaut et Hubert Jullet , 1541 (British Libr . . 
London: K.4 .g.1: Bay . Staatsbibl . Munich: Rar. 900. 1-2; Bibl. Nat . . Paris 
: Res. Fol. Vm7 23149 . N; Accademia Filharmonica. Verona); 2. a setting by 
Jean La Cocq in Le second l1'vre des chansons a quatre part1'es . .. , Antwerpen. 
T. Susato. 1544 (~terreichische Nationalbibliothek. Vienna: 5A. 76. F. 44; 
Bibl. Royale. Brussels: only Bassus ; Universit~tsbibliothek Ttibingen. Abt. 
Depot der ehem. Pr. Staatsbibl . ; Bay. Staatsbibl . , Munich 40 201; 
Erzbisch~fl. Akad. Bibl .. Paderborn Altus, Tenor; Bibl. Nat . . Paris: 
Superius . Res Vm7 510; British Libr .• London; Bibl. Naz. Marciana. Venice: 
SUperius; Gemmeente Museum. The Hague: SUperius; Univ . BibL Uppsala); 3. 9 
setting by Orlandus Lassus in D'Or-lando di Lassus j] Pr1'mo Ubro Dove S1' 
Contengono Madr1'gali Vilanesche Canzon1' Francesi E MotetU A Quattro Uoci 
Nuouamente Impressi ... , Antwerpen , Tylman Susato, 1555 (Uni . Bibl .. 
TUbingen. Abt. Depot d. ehem. Pr. Staatsbibl. : SUperius - this piece appears 
in the Gesamtausgabe [old editionJ. Vol. Xii. p . 1 seq. ) : 4. a composition by 
Severin Cornet. in L1'vre de Meslanges contenant un recuej] de OJansons a 
quatre part1'es choisy des plus excellens auteurs de nostre temps ]Er lean de 
Castro Mus1'cjen. mis en ordre conuenable suyvant leur tons . .. , Louvain. 
Pierre Phalese / Antwerpen. Jean Bellere , 1575 (Landesbibl .. Kassel 
SUperius . Altus . Tenor 40 1222 ; Libr. Alfred Cortot [SUccessorJ. Lausanne: 
Bassus; Bibl. del Real Conservatorio, Madrid Superius. Altus); and 5. 9 
setting by Didier Le Blanc . in Premier livre de chansons a deux parties. 
Compose]Er plus1'eur autheurs, Paris . A Ie Roy & R. Ballard, 1578 (Oster . 
Nat. Bibl .. Vienna: Superius Univ. Bibl., WUrzburg: Tenor; Bibl. Nat . • 
Paris : Tenor missing fol . 1-15. 22-32. Res. Vm7 228; Harvard Univ . Libr .• 
Cambridge/ Mass . SUperius; Sibley Music Library. Eastman School of Music. 
Rochester. NY). 

U~ Vide supra. footnote 102 . La fleur was newly edited by Ad. van 
Bever. Paris. 1909 . There the quatrain in question appears on page 89 . 

U6 The last 15 measures are repeated. thus adding up to a total of 57 
measures. 
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the anonymous is quite in keeping with the approach of the 

Parisian chanson composers of the time. LE COCO's setting 

with its long melismas and weighty mo'tto opening ll· 7 2 clearly 

displays Northern characteristics from the 1540 ' s. LE 

JEUNE ' s setting is akin to that of his compatriot 1n 

polyphonic technique and mode. while the incipit of his 

Superius is recognizably paraphrased from LE COCO's: 

as - -
f 1['(, 

pelLT'" \l~S et 

( L't.- ]e.u..n.e.! EI'I ~:spol.r 'lis 

r (Ifill f : cr ITr .1 F 
.t cr.u...tL, """""'. < -,.) 

I" ,VI'" If i' ,. 
En to. 

~" L~~" .... s c:t ...... Q.i, .... t" .... e.o,.Q.I-5) 

.J r i' : F ('" \ J 

A main point to consider here. however. 1S the musical 

treatment of the text. a matter at which LASSUS excelled 

with his setting of 1555. But in this he had. to a certain 

extent. an example in LE JEUNE's En espoir. published just 

three years earlier. Indeed, LASSUS did not fail to bring to 

the fore the contrast in mood depicted by je ris and je 

lamente (by means of dramatically ascending and descending 

passages. respectively). While the ATTAINGNANT anonymous of 

1541 ignores this without a sign of affectation. not even in 

the Tenor. LE COCO likewise steers clear of any kind of 

symbolism. Not so LE JEUNE. Although still hesitant and much 

less proliferous. 

to ris as well as 

the leap of a 4th and a 5th, respectively 

the general tendency in all voices to fall 

on lamente . cannot . be overlooked. 

Similarly. LASSUS adopted the entreating , effect of the 

flattened upper-second 1n LE JEVNE's Superius on vostre 

doulx oeuil. 

117 The rather ponderous incipit may have common rots with that of the 
anonymous of 1541. 
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In addition to this he also seems to have taken his cue from 

LE JEUNE as far as the fashioning of the last two lines of 

the text is concerned . LE JEUNE significantly breaks these 

up into shorter musical lines with interspersed rests, 

rendering greater pregnancy to the expression of the words. 

Over-and-above this, he deliberately repeats me constraint 

soupirer sequentially a 4th higher in the Superius and then 

adds supplementary stress by restating the last 15 

measures . LASSUS follows the fractionation of the text but 

carried it further by incorporating a madrigalistic panting 

effect on souspirer which he repeats five times. 

Again . the anonymous of 1541 makes no special attempt t o 

stress the words by way of musical symbolism . To be sure . it 

uses a text variant in 

Nevertheless. it is 

attention to it had it 

which souspirer does not appear . 

doubtful whether it would have given 

had the word at its disposal. LE COCQ 

emphasizes it with long. sighing, rather stereotyped, 

melismas in all the voices. The remaining settings by 

SEVERIN CORNET and DIDIER LE BLANC. respectively. are both 

from the 1570's and have obviously taken LASSUS as their 

model - LE BLANC's bicinium even to the extent of assuming 

the role of a parody. CORNET (LE JEUNE's compatriot from 

Valenciennes ) reveals. on the other hand. no more 

adventurism than to adopt in his Superius LASSUS' symbol for 

je ris. 

WOLFGANG BOETTICHER11B erroneously took LE JEUNE's setting 

of En espoir to be a composition by CLAUD IN DE SERMISY. His 

~1B Wolfgang Boetticher 
KassellBasle, 1958, p. 118. 

Orlando di Lasso und seine Zeit, 1532-1594, 



39 

complimentary remarks are therefore, addressed to the wrong 

master. Indeed , it was not DE SERMISY , . . . damals ein alter 

Man, who, at a late stage , displayed touches of breitere 

malerische Stellen in his setting of the homonymous text , 

thereby paving the way for LASSUS , but CLAUDE LE JEUNE , who 

deserves this tribute at least, in the sense that he 

ingeniously anticipated new developments of musical 

expression rather than having determined LASSUS' style at 

that stage. For the moment the difference between LASSUS and 

LE JEUNE lies in the influence of Italy to which the former 

had already been exposed and the latter as yet not. Soon the 

two would be equals as chanson composers. and eventually LE 

JEUNE, a progressive spirit till the end of his life, would 

carry the medium much further than LASSUS , who turned 

conservative in his later years, ever cared to . 

6 . 1.4 Le feu qui m'ard 

The text of this chanson - the fourth of LE JEUNE's early 

chansons and the second in PHALESE's Tiers Livre of 1552 -

is again a rondeau vestige, arranged from the refrain of an 

anonymous rondeau which first appeared in DU PRE's 

Hecatomphile of 1534~~9. The original text was set to music 

by JACOB BUUS and published In 1541~20. Since BUUS was 

attached to San Marco in Venice as a singer and organist 

during the 1540's , some Italian influence may account for 

the comparative transparency of his piece which comprises, 

almost parsimoniously, only forty-one breve measures . LE 

JEUNE, on the other hand, uses fifty-five breve measures 

with many text repetitions. 

Through-composed like BUUS ' setting (whose chanson is nearer 

~'9 Vide supra, footnote 102. A reference IS to be found in Frederic 
Lach'eve: Bibliographie des Recueils Collectifs de Poesies du XVle siecle, 
Paris, 1922, p. 419. 

~20 In Le Paragon des chansons. Neufviesme livre contenant XXXI chansons 
nouvelles au singulier prouffit et delectation des musciens . . " Lyon. J. 
Moderne, 1541 (Bay. Staatsbibliothek, Mlmich; British Library, London). 
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to the French than the Northern style of the time), there is 

a hint in the direction of ABA when the text incipit 

returns at the end of the arranged form, LE JEUNE 

acknowledges this by bringing the music back as well , On the 

whole. the music is certainly more articulate than that o f 

BUUS , in spite of its denser texture. The irregular ly spaced 

falling entries , for instance, reveal a clearly expressive 

intention which, however, does not permeate to details 

throughout the piece . Block chords. which contribute to 

make divisions in the polyphonic f l ow as well as a fair 

attention to declamation render a welcome plasticity to . 

this chanson, which places it more or less ln the same 

category as Bon iour m'amye : although still not freed from 

the thick and stodgy polyphony of the North, it strives 

towards a lighter make-up , 

sensitivity. 

clearer contours, and greater 

If one regards LE JEVNE's four chansons of 1552 together, 

the particular character of the Northern style of that 

period is sti ll clearly evident its thick , intricate 

polyphonic texture . its predilection for extended melismas, 

as well as its general poor regard for declamation and text 

content. Equally conspicuous is the inexperience of the 

young 

spots 

f Hhs, 

composer : the occasional 

(like the over lapping 

unexpected inversions, 

harsh progressions and rough 

in seconds) , some para 11 e 1 

as well as angular and 

sometimes pointless melodic 

shortcomings, the chansons 

consciousness o f technical 

were to determine the music of 

skips. But in spite of these 

also reveal an arousing 

and expressive features which 

the later 16th century . And 

perhaps it is on account of the inherent promising qualities 

of LE JEUNE's early chansons that they were perpetuated in 

two more editions during the 1550's121 , 

7 , Possible SOjourn abroad 

121 These appeared at Phalese's i n 1554 and 1559 (vide infra 
Bibliography, pp. 315-316 ). 
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Vi ewi ng matters from ' the I ate 18th century and wi th 

undoubtedly much less perspective insight, Dr CHARLES BURNEY 

rightly, but somewhat one - sidedly , criticizes LE JEUNE's 

four early chansons as " .. . clumsy, like the exercise of a 

young & timid contrapuntist"3.22 . Of special interest here. 

however, is an additional remark by BURNEY who says that his 

impression of LE JEUNE's music " ... renders the assertion of 

MERSENNE very probable, who tells us that when Claudin first 

presented his pieces of five, six and seven parts to the 

masters of Italy and Flanders. they would not lOOK at them; 

and his compositions would never have been performed by them 

if he had not written something 1n two parts; in which , 

however, he at first succeeded so ill, that he confessed 

himself ignorant of the true principles of his art"3.23. 

The quotation from MERSENNE, which is taken from his 

Harmonie Universelle~2"', strongly hints 

CLAUDE LE JEUNE in Italy at a time of his 

at a sojourn by 

life which would 

still have fallen in his years of apprentice , i.e. the later 

1550's until the beginning of the 1560's. This indication 

once again brings to the fore an earlier question as to LE 

JEUNE's whereabouts during these years. The most obvi ous 

answer to a query about his not being mentioned anywhere in 

connection with the religious upheavals in Valenciennes 

during that time (when a number of persons with his family 

name and most likely his kinsfolk were deeply involved), is 

that LE JEUNE was not resident there anymore . This would 

tally 'remarkably with MERSENNE ' s information, and one may be 

tempted to conclude forthwith that LE JEUNE had spent some 

years in Italy. At this point the evidence is. however, 

still flimsy and to work on such an assumption, it would 

require further, if only circumstantial, proof . 

3.22 Charles Burney Op. cit., Vol III, p. 273 (in Frank Mercer's edition 
Vol II , p. 222) , 

3.23 Char 1 es furney ibid . 

3.24 Marin Mersenne : Harmonie Universelle, Paris, 1636, Fourth Book, p. 
197 . 
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It is noteworthy that no less than four prominent musicians 

emerged from Valenciennes during the 16th century. Of these, 

we can safely regard CLAUDE LE JEUNE as the most important, 

although JEAN DE MARCQUE (born in 1552) launched a 

successful career in Italy and gained a reputation 

comparable to LE JEUNE's during their lifetimes. SEVERIN 

CORNET (born 1525) also went to Italy before he returned to 

the Low Countries to take up a post at the Antwerp 

cathedral. Of PIERRE MAILLART we know little except that 

'he was active in . Antwerp after 1570, and eventually held a 

post at the cathedral of Tournai. There he published in 1610 

. a treatise on the modes called Le Tons. a work which was 

held in considerable esteem for many decades12~. Hence, two 

of the four Valenciennes musicians - besides the possibility 

of CLAUDE LE JEUNE - spent some time in Italy, while the 

fourth - MAILLART - also appears to have been directed that 

way, if only in a theoretical context. since his treatise 

ties up with a main concern of the Southern musical 

Humanists of the day, notably ZARLINO. 

This involvement with Italy is hardly surprising, 

considering that Italian courts and cathedrals had been 

for many years and that, on the 

and new methods had started to 

recruting Flemish musicians 

other hand, redeeming ideas 

be cycled back from the South, revitalizing the art of the 

oltramontani. In this connection the names of especially 

ISAAC , ARCADELT , BUUS. DE RORE, NASCO, WILLAERT, and 

ORLANDUS LASSUS come to mind . Although LE JEUNE 's four 

chansons of 1552 give no indication that he had yet left his 

Northern homeland, he may have registered - and probably did 

pick up - impulses which were diffused by the music of the 

masters just mentioned. Indeed, in spite of the 

shortcomings of his early compositions, they more than any 

of the many other chansons in PHALESE's collections point 

signifi cantly towards the future in revealing an awakening 

12~ Ernest Bouton Op. cit., p. 4. 



43 

sense of balance between polyphony and homophony, a stronger 

feeling for harmony, and an improved relation between music 

and text. The urge to be liberated from the laborious 

Northern style of the 1540 's in a way reminds one of 

MICHAELANGELO's unfinished sculpture . "The awakening 

giant", struggling to free itself fr om the bonds of stone . 

As far as LE JEUNE is concerned, all these factors converge 

in an inclination towards the South. 

Still assuming that LE JEVNE did go to Italy, the question 

LEVY advances the yet remains where to? KENNETH 

hypothesis, well-supported by circumstantial evidence, that 

he probably went to Venice and joined a circle of musicians 

who gathered around the ageing WILLAERT~2 6. To corroborate 

this opinion , he also quotes MERSENNE, but then adds other 

factors as well : LE JEVNE's inclination for Italian forms, 

poets , and methods, which is evident in both his later 

chansons and in his thirty-six Italian canzonettas127 ; more 

pointedly, his almost exact parody of WILLAERT's dialogue 

for seven voices, Quando nacest' amor, from the latter's 

Musica Nova of 1559.28 , which was written during the 1570's 

to a translation by PHILIPPE DESPORTES129 ; another dialogue 

for seven voices by LE JEVNE, his chanson spiritulle Mais 

qUl est-tu? (added to his Dix Pseaumes of 1564) , which must 

also be ascribed to the . direct influence of the Musica 

Nova· 30 ; and, finally. LE JEVNE's acquaintance with the 

~26 Kenneth J. Levy : Op. cit . . pp. 57-59. Already Eouton (Op. cit., p. 
13) made this suggestion, however, without any attempt to substantiate it. 

127 Tne canzonettas appeared in his Livre de melange (1585), publiShed in 
Antwerp by Plantin (vide infra; Bibliography, pp.32S-3Z,9 ) . 

• 28 Published by T. Susato in Antwerp . 

129 Amour, quand fus-tu ne, no. 39 in Le 
infra; Bibliography, p.35'0 ). This piece 
albeit late homage to Willaert. seeing that 
1562 . 

Jeune's Printemps of 1603 (vide 
can be regarded as a direct, 

this composer died in Venice in 

• 30 At a time, it must be noted, when this technique was rather foreign 
to composers of both the Low Countries and the French capital . Some Parisian 
dialogues did exist, but nothing as elaborate and also without employing the 
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Venetian polychoral style, which is reflected in at least 

two compositions a bichoral echo, Quae celebrat 

thermas~3~, and another echo for double- chorus, 

de nos voix , for eight voices~32, 

To this circumstantial evidence one can also append LE 

JEVNE's Dix Pseaumes mentioned above. Since this 

collection will be dealt with in detail in the next chapter. 

it should, in respect to a probable. sojourn in Italy. 

suffice to draw attention to the quasi madrigalistic style 

of its music - so radically different t o the pieces of 1552 

- displaying an acute sense for harmony, declamation, and 

subtle melodic line. It is also significant that no attempt 

was made to incorporate into these "motets" the Genevan 

psalm tunes as canti firmi, since this would have resulted 

in a limitation of their unfretted, free rhythmic 

deployment. And ultimately, LE JEUNE. displays in his Dix 

Pseaumes a si ngular awareness for selected texts which he 

treats very consciously in combination with the music. With 

this attitude he reveals a marked perception of matters 

which the musical Humanists were very much concerned . Taken 

together, all these factors accumulate to stress the strong 

probability that CLAUDE LE JEUNE had indeed spent some 

formative years in Italy , notably in Venice. 

It is of secondary importance how it came to pass that he 

joined the circle of musicians who gathered around WILLAERT. 

His way could very well have gone via Antwerp, at that time 

the largest centre for commerce and culture in the Low 

houses and , if not a Countries, possessing famous printing 

majority inclination towards, then at least a remarkable 

tolerance of the Reformed Faith . HUBERT WAELRANT, thought to 

technique of two unequal choirs (cf. infra, pp. 252-2%) . 

~3~ The concluding Hork in Le Jeune's Livre de Melange (1585) . 

~32 This piece was probably written during the 1560 ' s, but only appeared 
in Le Jeune's Second Livre des Melanges (1612), published in Paris by Ballard 
(vide infra: Bibliography. p . .3&8 ). 



45 

have been a pupil of WILLAERT, was at that stage a highly 

regarded composer, mUS1C pedagogue and publisher of the 

town. GUICCIARDINI rated him among the best of his age1~~ . 

His music school, founded in 1547 , was sti 11 operating in 

1581, and he was known for his progressive techniques in 

musical composition as 

mindedness towards the 

we 11 as 

Protestant 

his 

ideas 

apparent open­

of some of his 

German connections1~4. Notable for our interest is also the 

fact that his Book of Motets1~o was published in Louvain by 

PHALESE in 1557 (three years after he and J EAN LAET had 

entered the publishing busi ness themselves), and that he 

contributed nine compositions td several of PHALESE's 

chanson collections for four voices which also figured LE 

JEUNE's early pieces of 15521~6 , These factors may have 

helped to bring about a connection between CLAUDE LE JEUNE 

and WILLAERT for which WAELRANT had been instrumental, 

considering also that the ageing master of San Marco visited 

his home country in 1556 to recruit new singers and to 

set t le his personal affairs but , most likely, also in 

preparation of the publication by SUSATO of his motet 

collection, which came from the press in Antwerp during the 

years 1561-621~7 . 

>'33 Guicciardini : Op. cit .. , p. 42. 

134 Notably the dedicatees of some of his music collections: Wilhelm 
Trainer (Regensburg), and Marcus Welser (Augsburg). Waelrant appeared to have 
been suspect to the Inquisition, since his Book of Motets was placed on the 
Index , while his Primo lib. de Madrigali et canzoni francezi (1558) was 
confiscated in Mons in 1568. Wae 1 rant composed eight psalms on texts by 
Clement Marot . 

.13!5 Cantionum sacrarum, vulgo Mottetas vocant, quinque et sex vocum, a D. 
Huberto waelrant Ad. liber nonus .. . , Louvain, Pierre Phalese , 1557 . 

>'36 These collections appeared in six books, published between the years 
1552 and 1560. some were r epublished during the 1560's. Le Jeune's chansons 
appeared in the Second and tiers Livre respectively, those of Waelrant in the 
Premier, Second, tiers, and Quatrisme Uvres 

137 Although Willaert's Catholicism was never under overt Susplclon it is 
interesting to note that, with the exception of the period 1525-27, when he 
was Maestro di capella of Archbishop lpolitto II in Milan , he never held a 
position provided and paid by the Church; nor was he ever awarded a dignitary 
title by the Church ; in Venice (where he spent 35 years of his professional 
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RIEMANN was evidently unaware of all the above circumstances 

which point so pertinently to a visit by LE JEUNE to Italy. 

since he thought him to be resident in Paris already from 

1554 onwards. Unfortunately he did not bother to 

substantiate his hypothesis13B. EITNER . on the other hand, 

wrongly interpreted BOUTON 

LE JEUNE at the court of 

to have fixed a temporary stay by 

the Bavarian duke ALBRECHT in 

Munich during 1559139 . In reality BOUTON merely referred to 

an illustration in the second volume of LASSUS' Penitential 

Psalms which bears, among the names of other prominent 

European composers , also that 

Incidently , BOUTON's fixing of 

illustration to the years 1559~4o is 

of CLAUDE LE JEUNE. 

the origin of this 

another error, since it 

life) he owed allegiance only to the Signoria . Ipolitto II was, of course, the 
son of Duke Alfonso I of Ferrara , at whose court Willaert worked from 1522- 25 . 
He maintained close relations with the court of Ferrara during the rest of his 
life. Thus Alfonso II (the grandson of his former employer) was instrumental 
in effecting the publication in 1559 of his MUsica NOva, and visted the old 
master in Venice the year the latter died. Incidently, the MUsica Nova was 
subjected to strict censorship in Rome before its publication was allowed . But 
this was probably due to the harsh regulations of the Colmter-Reformation and 
the Inqusition, for the madrigals of the MUsica Nova was set mainly to verses 
by Petrarch . There is also an intriguing perspective to Willaert's Ferrara 
connection: the fact that Renee de France was married (1528) to Ercole II (son 
of Alfonso I and Duke from 1534) and that her court at Ferrara became a 
meeting place for liberal thinkers and a refuge for French Protestants, among 
these Clement Marot (1535) and Calvin (who sojourned there in 1536 under the 
name Charles d'Espeville). Renee stopped to practice Catholicism in 1540, was 
briefly imprisoned in 1554 and, on bad terms with her son, Alfonso II (Duke 
from 1559) , returned to France in 1560, where she continued to sponsor the 
Protestant cause up to her death in 1575. Certainly, Willaert had left Ferrara 
three years before Renee's arrival there and it is doubtful whether he had in 
any way been involved in the circle which later gathered around her . But he 
must have been aware of events at Renee ' s court and. as a humanist with crypo­
Protestant associations, could well have entertained a measure of sympathy 
with the new teachings. 

1.36 Hugo Riemann Dictionnaire de Musique, 3rd French ed., Paris, 
1931 , p. 736. Actually, the author of the article in question, A. Tessier, is 
to be blamed (cf. supra, footnote 1) . He (or Rube fat , whose thesis he 
summarized) also seems to have been Lmaware of the existence of the 1552 
edition of the four early chansons. 

139 Robert Eitner : Biographisch-bibUogrdphisches Quell en-Lexicon, 11 
vol., new ed. Musurgia, New York, s.d., Vol VI, p . 123. 

1.40 Ernest Bouton: Op. cit., pp . 9-11. 
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was created by HANS MtiELICH between 1565 and 1570~4~. 

Hence Paris and Munich must be deleted as possible stations 

in LE JEUNE's life at that particular time. On the other 

hand, not much doubt can remain about a sojourn in the 

South, although we do not know exactly when the composer had 

gone there . We are equally uncertain about the time of his 

return. However, he would hardly have extended his stay much 

beyond WILLAERT ' s death in December, 1562 , although he could 

also have returned earlier. Unfortunately. we have no 

documented evidence of such dates, nor any written record of 

his activities whilst 1n Italy 

casual references~42. 

except for MERSENNE's 

The total absence of any published works between 1552 and 

1564 remains a teasing enigma. This may have been due to 

external circumstances detrimental to LE JEUNE , since it is 

unlikely that published works would have got so completely 

lost that not even a single voice part is preserved . 

Consequently BURNEY must be in error when he says that a 

considerable number of LE JEUNE's works were published in 

Italy143. Quite to the contrary, BAUTIER-REGNIER could not 

produce a single such piece 144 . Much rather and more in 

keeping with probabilities , some early manuscripts by LE 

JEUNE could indeed have got lost or destroyed by the 

composer during the years between his known first and second 

publications. How else could one recount for ses pieces de 

musique a 5. 6. & 7 voix, but especially those a deux 

~41 Wolfgang Boetticher Op . c i t . , p. 158. 

142 Vide supra, p.4l. 

~43 Charles Burney: Op. cit., (ed. Frank Mercer)~ Vol. II ~ p . 217 . 

144 Anne-Marie Bautier-Regnier 1 'ruiUon musicale italienne et iss 
musiciennes d 'outremonts au Y.VIe siecie (1503-1563) , in La Renaissance dans 
ies Provinces du Nord (Etudes reunies et presentees par Franqois Lesure). 
Paris, 1956, p. 33. 
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parties to which MERSENNE refersl. "'" and of which there are . 

for sure, no traces left today? 

Besides Italy, something else of g reat importance took place 

in CLAUDE LE JEUNE ' s life during the late 155 0 's or the 

early 1560 ' s: during this time he linked up with the 

families of leading Hugueno t figures who patronized him and 

often gave him much 

years of religious 

returned from Italy. 

needed 

wars 

France 

protection during the turbulent 

in France. Because, whenever he 

it was where LE JEUNE spent most 

of his remaining 1 He . The c o ntact with his influential 

fellow-believers could have been established before or after 

his Italian sojourn; it was certainly intensified af t er that 

visit . 

The possibility for such contact was created when HENRY II 

concluded a treaty in 1552 with the German Pro testant 

princes against CHARLES V in consequence of which he took 

possession of Metz, Toul, and Verdun. and French f orces 

invaded Hainaut. From this time onwards until COLIGNY ' s 

defeat at Saint Quentin in 1557, a maj or part of French 

foreign political interest was concentrated on the southern 

Netherlands. This brought about a more or les s permanent 

presence of French military forces with young noblemen in 

their ranks , eager to deserve well in war and gain honour 

for themselves. 

Indeed, under the influence of his brother, FRANC;OIS 

D'ANDELOT, COLIGNY finally and publicly converted to 

Protestantism only during his imprisonment after the battle 

of Saint Quentin. It can , however. not be overlooked that 

many of the young noblemen who served under him already 

confessed to the new Faith, or were , at least , crypto­

Protestants. In this regard the names of the Admiral's son-
/ 

in-law, CHARLES DE TELIGNY, and his friend o f about the same 

l."'" Marin Mersenne: Harmonie Universelle, Paris, 1636 , Fourth Book. p . 
197 . (c . f . supra, footnote 124. 
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age FRAN~OIS DE NOU~146, come to mind. Both later assumed 

prominent r o les among the Huguenot 

soon figured in LE JEUNE's life 

leaders. Both also very 

: he dedica ted the first 

collection of compositions which appeared entirely under his 

own name - the Dix Pseaumes . . . en forme de Motets of 1564 -

jointly to them in recognition of I 'affection 6; obI igation 

que j 'ay 

in 1585 

a vostre 

that he 

service147 . Moreover. 

had actually been 

LE JEUNE testified 

LA NOU~'s musi c 

teacher1.48 . A fact which also points to the years in 

question here. It is therefore conceivable that LE JEUNE had 

spent an interlude on the Breton estate of the LA NOU~ 

family before he went to settle in Paris, more or less at 

the time of the publication of his Dix Pseaumes. 

This concludes the first period of CLAUDE LE JEUNE's life. 

Although it is not possible to reconstruct his path without 

remalning obscurities and even blatant gaps, the composer 

emerges at the beginning of the sixties of that great age of 

spir i tual surge and religious 

well-wroughted by the events 

provincial living in the 

regeneration as an individual 

of his time not gaining a 

stagnancy of intellectual 

backwaters, but, precasted by the situation of his northern 

homeland , inspired by redeeming musical 

South. and conscious of the protection 

ideas fr om the 

of prominent 

political figures , he set out to establish himself in the 

French capital. 

146 He was born in 1531, and, like Coligny, converted publicl y to 
Protestantism in 1558. 

~47 Dix Pseaumes (1564) 
p·4 18 ) 

Letter of dedication (vide infra Documents, 

~48 Livre de Melange, C. Plantin, Antwerp, 1585, Dedication to Ctiet de 
la Nou~ (son of Fran~ois) : .. . ie me suis adresse a V.S., estant esqui110nne du 
bon nature1 qu 'e1 le a de ses tant nobles et vertueux p;Jrens, avec Ie promte 
inclination a ceste science, 1aque11e i 'ay apperceue en luy pro[X)sant les 
premiers rudimens. 
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CHAPTER II - PARIS DEBUT 

1. Arrival and the Dix Pseaumes ... en forme de Motets (1564) 

1.1 Historical context 

We do not know with certainty when CLAUDE LE JEUNE arrived 

in Paris with the intention of settling there . It can, 

however, be assumed to have occurred not later than 1567~ , 

but. more probably three years earlier, when his Dix 

Pseaumes ... en forme de Motets were published by ADRIAN LE 

ROY and ROBERT BALLARD2, or even somewhat prior to that. 

On the other hand, it is questionable, whether LE JEUNE 

would have settled In Paris at a very much earlier date 3 -

the reason 

conclusi o n 

for 

on 2 

this being 

Apri I, 1559 

that HENRY II , after the 

at Chateau Cambresis o f the 

peace treaty with Spain, regarded the elimination of the 

French Protestants as his prlme task4 . After his unexpected 

death, this po licy was pursued with even greater ardour and 

consequence by CHARLES DE GUISE, Cardinal of Lorraine, in 

~ According to the Charter of Jean-Antoine de BaH ' s ACe de-mie de Poesie 
et de Musique, with which Le Jeune was closely associated since its inception 
in 1570, work on this enterprise started about three years previously 
( .. . depuis trois ans en ca i1s avroient avec grande estude e t 1abeur assi due1 
unanimement tra va i 11 e ... ) 

2 Vide infra: Bibliography, p.~t1. 

:3 Rene Vannes: Dictionnaire des Musiciens, BnlSsels, S.D. p . 239, 
maintains that Le Jeune had his first chansons published in Pari s in 1544, and 
that he remained there ever s i nce. Quite evidently he confused Le Jeune with 
the older Claudin de Sermisy . 

4 Leopcld von Ranke : FranzBsische Geschichte, 2 vol . . ed . by Willy 
Andreas, Wiesbaden/Berlin, 1957. Vol I , p. 95 . Indeed, the papal Nuncio in 
Brussels reported on 17 May, 1559 to Rome that SO! Majeste tres chrestienne ne 
vent pius s 'occuper desornais d 'autre chose dans son royaume, que d 'extiper 
1 'heresie rEmil Doumergue: Jean Calvin: 1es hommes et 1es choses de son 
temps, 7 vol. , Lausanne, 1899-1927, Vol. VII , p . 216; cf. also ibid., pp. 
197-198, 241). 
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whom FRANCI5 II still a youth when he ascended to the 

throne - vested practically all power of state. 

However. when GUI5E attempted to infringe upon the authority 

of the Queen Mother. who acted as regent for her minor son 

the new king. CHARLE5 IX. CATHERINE DE ' MEDICI. rightl y 

fearing for the throne of the Va l ois. sought to assert 

herself with the support of the Protestant leaders CONDE and 

COLIGNY. This manoeuvre provoked the Guise party to increase 

its assaults on the Huguenots (as the French Protestants now 

came to be called). contributing as they did. to a mounting 

spirit of confrontation and leading. ultimately. to the 

armed clashes . of 1562 and 1563 which triggered off open 

civil war in France . 

It can certainly be reasoned that such circumstances must 

have made it equally unsafe for a composer of the Reformed 

Faith to reside in Paris. Yet. o n the other hand - and in 

spite of this state of affairs -, a Reformed congregation 

actually existed and was ministered in the capital by, 

amongst others. ANTOINE DE LA ROCHE-CHAND lEU , FRAN~OI5 

MOREL. and JEAN LE MA~ON. LE JEUNE could h ardly have been 

more exposed than these, who were all known for their 

involvement in an urge among many French Protestants of the 

day towards greater radicalism. This attitude, bearing 

marked political overtones, was directed mainly against the 

Guise party. which now came to be considered an usurpative 

force, undermining both the Faith and the Kingdom . 

Although CALVIN warned against this trend towards radicalism 

and insurrect i on against authority~. the spirit of 

resistance among French Protestants, duly fanned by the 

views of HOTMANN and associates 6 • gathered momentum and 

characterised further developments which led to the ill-

fated conspiracy of Amboise in March. 1560 and the eventual 
outbreak of civil war. 

"Vide. Richard NUrnberger: Die POlitisienmg des fran:z!Osischen 
Protestantismus. T1Thingen. 1948 . pp. 35-36 . 50. 92-93. 

6 Ibid .. pp. 86. 94. 
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We shall probably never be quite sure about CLAUDE LE 
JEUNE's exact movents during this particular point in time. 

As mentioned earlier. he could have enjoyed the safety and 

protection offered by his noblemen patrons and fellow­

believers on their northern estates. Or he COUld. instead. 

have moved within the walls of the capital where he hoped to 

accomplish fame as a composer. We can. however. be sure of 

one thing : LE JEUNE appears to have been closely associated 

with the events of these turbulent years. an involvement 

which IS reflected in several pieces of complementary 

evidence adding eloquently to the biographical picture of 

the composer. Before advancing these. we must yet cast our 

eyes back to the general historical scene . 

When the Queen Mother decided to continue her entente with 

the Protestants even after the assassinati~n of FRANCOIS DE 

GUISE. it was by no means her intention to alloH the 

Reformed Faith to establish itself on a broad basis In 

France. Political opportunism much rather caused her to 

decree the Edict of Amboise on 19 March. 1563. which 

guaranteed to the Huguenots a considerable measure of 

tolerance . Even though the Edict did not grant the 

Protestants everything they had strived for. it nevertheless 

allowed them to erect their churches under the protection of 

the law and to develop an ecclesiastical way of life 

according to the example of Geneva. At this stage. attention 

is focussed on CLAUDE LE JEUNE by the publication in 1564 of 

his Dix Pseaumes . 

The dedication of this collection suggests that the composer 

- as mentioned 

patrons for 

dedicated the 

above - enjoyed the 

some time preceding 

set of compositions to 

protection of Huguenot 

its publication. He 

FRANCOIS DE LA NOU~7 

7 In the war against Spain de la Noug proved himself also in Piemont. 
After the concll~ion of the Peace Treaty of Chateau Cambresis. he retired to 
his estates in the Bretagne (cf. Louis Moreri : Le Grand Dictionnaire 
Historique. Lyon. 1674. ed . of 1716. Vol. IV. p. 39; also Eug. and Em . Haag: 
La France Protestante, 10 vol .. Paris/Geneva. 1859. Vol. VI. pp. 280 seq.) 
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and CHARLES DE TELIGNye in return for 1 ' affection et 

obi igation que j ' ay a vostre serVlce, a cause de bienfais 

qu'ordinairement je recoy de 

dedication we also learn that LE 

delay the publication of his 

vostre liberalite ... From the 

JEVNE was intent not to 

Dix Pseaumes but , aprez 

1 'obscur et facheux temps qu'avons veu durant ces troubles 

passez - a clear reference to the unrest which followed upon 

the abortive religious Colloquy of Poissy to come out in 

print with those avai lable: . , je n 'ay voulu faire le long a 

publier ce que j'eu avoy de composes. 

It would. therefore, seem that the Dix Pseaumes were only 

the first of more psalm compositions LE JEVNE intended to 

produce in this or similar vein . Indeed, ultimately almost 

half of his extant 659 works are based on the Huguenot 

Psalter, not counting the Dix Pseaumes and the 24 Psalm 

texts of his Pseaumes en vers mesures", Hhich do not employ 

the Genevan melodies. Curiously enough, 34 years would pass 

after the publication of 1564 before another co llection of 

Psalm settings, the Dodecacorde of 1598~o, came from the 

press. L'injure du temps , to which LE JEUNE also refers in 

the dedication (to ODET DE LA NOU~) of his Livre de Melange 

of 1585~~, may well be responsible for this lapse of time. 

Evidently, many of his psalm settings mostly published 

posthumollsly - were written during the later decades of his 

life. Noteworthy at this stage is the fact that CLAUDE LE 

from where he played an important rOle in the disputes during the wars of 
religion. He married Marguerite de Teligny, the sister of his friend, Charles 
de Teligny. 

e Protege and later son-in-law of the Admiral de Coligny, together with 
whom he was murdered in Paris on the night of Saint Bartholomew, 1572. 

" Vide infra, Bibliography, p.35'3. 

~o Vide infra, Bibliography, p.33-,. 

U Vide infra, Bibliography, p . .3ZS. 
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JEUNE engaged himself from an early po i nt in his career with 

the Psalms. and that this particular interest was maintained 

throughout his entire life. It is also i ndicative not only 

of LE clEUNE ' s firm commitment t o the Ref o rmed Faith. b u t 

also of a strong Calvinist attitude which remained with the 

c omposer throughout his life and certainly also influenced 

his approach to ·Humanism . In this connect i on . it may be we l l 

worth while to remind ourselves briefly of CALVIN ' s own 

position with regard to the arts and letters . 

It is genera l ly accepted that CALVIN , ligual l y the most 

powerf u l French reformer. was a Humanist educated ln a 

tradition well - governed by humanistic ideals 12 . His contact -with MELCHIOR WOLMAR, LE FEVRE D'ETAPLES. GUILLAUME BUDE . 

FRANyOIS VATABLE . PIERRE L'ETOILE . ANDREA ALICATI and other 

notable Humanists of his time did not fai I to leave a rfl,:tI"J:ed 

impression, and already at the age of twenty-three . CALVIN. 

in his commentary on SENECA's De Clementia. revealed himself 

as a well-informed student of classical literature. However, 

after his surrender t o Protestant ism and his subsequent 

conversion13 , a decisive turning-point was reached in the 

life of the future Reformer. His conversion. which can be 

regarded as a discovery of the biblical messag e of the 

binding authority of God, henceforth governed the life and 

works of this man, whose task it became to renovate the 

Church. its theology and its organization. and t o lead human 

society to a restoration under the authority of Holy 

Scripture. 

Consequently, although CALVIN regarded not only the 

12 Cf. Emile Doumergue: Op. c i t . , Vol . I. p. 193 seq . ; also . J. 
Neuenhaus: Calvin als Humanist . In Calvinstudien. Leipzig. 1909; Josef 
Bohatec: Calvin et I 'humanisme. in Reveu historique. Paris. 1939; Andre M. 
Hugo: Calvijn en Seneca . Groningen. 1957. 

13 Indeed. in that order. On his conversion. see Calvin's own evidence in 
the Foreword to his Commentary on the Psalms, Geneva. 1557 (Lat)/1558(Fr) .: 
also F.J.M . Potgieter: Die Vemouding tussen die Teologie en die Filosofie by 
Calvyn, Amsterdam, 1939. pp . 16-33; Williston Walker: Jean Calvin. 1 'Homme et 
I 'Oevre. Geneva. 1909. p . 78 . 
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Reformation, but also the humanistic currents of his time. 

as a revIving or restoring of 

although he shared in the 

the genuine Orig inals14 • and. 

opini on that the liberal arts 

affect humanitas - since they are capable of shaping and 

refining Man. the movement thus envigorating Man's studies 

becom" ing "Humanism" in the true sense of the word - the 

Reformer. with regard to the spreading cult of Classicism 

and the attached danger of paganism. 

the boundaries of Christianity 

Class ical Philosophy . the latter 

consciously demarcnted 

as opposed to revived 

of which he correctly 

recognised as the essential component of French HumaniBm1~. 

Thus, in spite of his own humanistic background (or perhaps 

because he knew the terrain so well). CALVIN. often enough 

crossed swords with the gens de 1ettres. "those who would 

like to change Christianity to a semi-philosophical 

system16 ". while his appreciation of the arts and letters 

was always qualified by the condition of their serving the 

glory of God and the well-being of Man redeemed in Christ . 

This approach is also perceivable in the attitudes of 

students and followers like DE BEZE, CHANDIEU , D'AUBIGNE -

].4 Corpus Reformatorum: Ioannis Calvini Opera Omnia , ed. Baum. CUnitz. 
Reuss, Braunschweig. 1863--1900. Vol. VII. col . 516: Dieu ... aurait reve1e de 
nostre te.mps 1a purete de son Evangi le, toutes fois. veu qui' 1 a resuscite 1es 
sciences humaines, qui . .. en servant a nostre utilite peuvant aussi servir a 
sa gloire . . . i1 nous a es1argy tous 1es deux. c 'est qu' jJ nous a remis les arts 
et sciences en leur entiC'r, et sur tout nous a restitute la pure cognoissance 
de sa doctrine celeste . 

1~ Cf. Jean Boisset: Sagesse et saintete dans la pensee de Jean Calvin. 
Essai sur 1 'Humanisme du Reformateur franqais. Paris 1959 , p. 315 seq.: also 
Josef Bohatec: Euck§ und Calvin. 5'tudien zur Gedankenwelt des franzosichen 
FrUhhumanismus. Grai. 1950. p. 121 seq. Bohatec aptly points out (p. 124) that 
Calvin thus more accurately grasped the spirit of French Humanism than later 
presenters, notably Jules Michelet. who (in his Histoire de France au seizi'eme 
siecle. 2nd ed., Paris. 1855, Vol. VII, p . 141 indeed acknowledges the 
significance of the etudes antiques, but other"ise sketched the character of 
the French Renaissance to be primarily 1a decouverte du monde, la decouverte 
de 1 'homme. the 16th century as a heroic epoch (le seizieme siecle est un 
heros). Michelet' s conception was later tota lly embraced by Burckhardt in his 
Die Kultur der Renaissance in Ita1ien (1860). 

16 Vide: Excuse de Jehan Calvin a Messieurs 1es Nicodemites (C.R .. Ca1v. 
Opp., Vol . VI, pp. 593 seq.) : .. Ceux qui convertissent a demy la CJJristiente en 
ph~· losophie. 
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to name but a few literary figures - and would also seem to 

surface in the oeuvre of CLAUDE LE JEUNE. 

1.2 Choice of texts 

From LE JEUNE's remarks ln the dedication of his Dix 

Pseaumes it becomes clear that he must have devoted himself 

to the composition of the collection in the period between 

the proclamation of the Edict of Amboise (19 March, 1563) 

and the year of publ ication (l564) ~7. Of equal importance is 

the fact that all the texts of the Dix Pseaumes are by 

THEODORE DE BEZE, CALVIN's right hand and eventual successor 

in Geneva, and also the leader of the Protestant side at the 

Colloquy of Poissy. The psalms in questi on are ( in sequence 

of ' their appearance in the collection): 

96 

102 

135 

88 

57 

98 

149 

95 

97 

81 

Cantate Domino 

Domine exaudi orationem 

Laudate nomen Domini 

Domine Deus salutis 

Miserere mei Deus, miserere 

Cantate Domino canticum 

Cantate Domino 

Venite exultemus 

Dominus regnavit 

Exultate Deo adiutori 

- followed by a chanson spiritulle, Mais qui es-tu, a 

dialogue for seven voices. 

Except for Psalm 57, the text of which had appeared in 

1554~e as one of the six Appendix Psalms added to the tunes 

~7 Since no dated Letter of Privi lege is attached to the Dix Pseaumes, 
artd with also the dedication undated. the exact month of publication cannot be 
pirt-90inted . 

18 Octante trois Pseaumes de 
().1aranteneuf par Clement Marot, 
commandemens .' Et trente quatre 

David, mis en rime Francois,' A scavoir, 
auec le Cantique de Simeon & les dix 

par Thecdore de Beze. Auec Six Pseaumes 
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of the Psalms already included in the 1552 edition 19 , all 

the other Psalm texts employed by LE JEUNE were entailed for 

the first time in the completed Psalter. published 

simultaneously in Geneva and Paris in 1562 2 °. Considering 

the relatively short period of time elapsed since their 

appearance in print and their use in the Dix Pseaumes, these 

texts could only have been available to LE JEUNE In a 

pronounced, perhaps even ecclesiastically organised Reformed 

circle. Such company could - as, indeed, the Dedication to 

FRANyOIS DE LA NOU~ and CHARLES DE TELIGNY suggests - be 

expected In the proximity of the Huguenot leaders CONDE and 

COLIGNY, but equally well among some of the activist 

ministers mentioned earlier. For sure, since 'THEODORE DE 

BEZE repeatedly visited the Huguenot leaders and ministers 

at that time, it is quite possible that he had brought the 

texts to France himself! 

In this connection it is of more than passing interest to 

note that DE BEZE was initially - before he was persuaded to 

accept CALVIN's VIew on the matter - not averse to the idea 

of an insurrection against the GUISE21. This was borne out 

traduictz de nouueau par 1edict de 
(Universit'atsbibl. , TUbingen; Herzog 
Nationa1e , Parls). 

Besze . . , lean 
August-Bibl. , 

Crespin, Geneva, 1554 
Wo1fenWttel; Bibl. 

29 Pseaumes octante tois de Dauid miz en rithme Francoise . A Scauoir, 
quarante neuf par Clement Marot auec 1e Cantique de Simeon et 1es dix 
Commandemens . Et trente ql.latre par Theodore de Besze de Veze1ay en 
Eburgogne ... , Jacques Berjon, Geneva, 1552. (According to Pierre Pido~x: Le 
Psautier Huguenot, 2 vol., Basle, 1962, Vol. II. p. 57, a copy, once available 
in the Library of Frankfurt am Main, got destroyed - presumably during World 
War II) . 

20 Les Pseaumes mis en rime Francoise, Par Clement MaroC & Theodore de 
Beze. Pseaume IX. Chantez au Signeur qui habite en Sion, & annoncez ses faits 
entre 1es peuples .... , Francois Jaquy, Geneve, 1562 (Geneva: M.H.R.); Les cent 
et cinquante Pseaumes de David, mis en ryme francoise: c 'est a scavoir, 
quaranteneuf par Clement Marot, & 1e surplus par Theodore de Besze . .. , Richard 
Breton, Paris, 1562 (Bibl. de la Ville, Neuchatel). 

:n Vide H. Naef:La conjuration d'Amboise et Geneve, Geneva, 1922, p. 113 
seq., and 217 seq. 
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by evidence which surfaced at two rather intriguing court 

cases conducted in Geneva during the 1560 ' s. the motive of 

which had been to establish the possible involvement of 

CALVIN and the Genevan pasteurs in the abortive coup of 

Ambiose, Clearly, the city's Council was (for political 

reasons) more than anxious to disavow any connection to such 

a design22, 

Although CALVIN and the pasteurs could not be blamed as 

accessories to Amboise , the issue was also not quite 

cleared. One of the details offered in testimony against DE 

BEZE revealed that he had given his translation of Psalm 94 

(the so-ca 11 ed "vengeance Psa 1m") to LA RENAUDIE, the head 

of the insurgents of Amboise , supposedly as a sign of his 

sympathy for their views . 

by stating that he had 

However, DE B~ZE excused himself 

also given LA RENAUDIE other 

Psalms 23 . The impression nevertheless remained that he - at 

least initially - shared the views of the French activist 

ministers. But we now know for sure that he actually 

provided copies of his translations of some of the Psalms to 

the circles of activists in the orbit of which CLAUDE LE 

JEUNE appears to have moved. Undoubtedly the composer ' s 

connection with LA ROCHE-CHANDIEU24, whose Octonaires de 1a 

Vanite et Inconstance du Monde he later set to music, dates 

from this period. 

Divulging as LE JEUNE's choice of author of the texts of his 

Dix Pseaumes and circumstances incidental to this may be, it 

is yet more emphasised by DE BEZE ' s association with the 

22 Vide Richard Ntlrnberger: Op. cit. , p. 93. 

23 Vide Richard NUrnbelger: Op, cit., p. 94. 

24 It may also be noted that the brother of La Roche-Ghandieu. Bertrand, 
belonged to the closest followers of La Renaudie. 
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text of the chanson spirituelle. Hais qui est-tu2~. 

intentionally added to the collection. According to KENNETH 

LEVY, the text of this dial ogue had its origin in an 

epigrarrune called La Religion by the Catholic poet . JEAN 

VAUQUELIN DE LA FRESNAIE (ca . 1535-1 607). dedicated to the 

Duc DE JOYEUSE26. 

Que11e es-tu , di 1e moy, si pourement vestue? 
Je suis Religi o n, fille de Dieu connue. 

Pourquoy 1 'habitat as-tu d'une si poure 1aine? 
Pour ce que ie meprise une richesse vaine. 

Qu e1 Liure portes-tu? 
Les loix de Dieu mon pere . 

01.1 de ses testaments est compris 1e mystere . 
Pourquoy 1 'estomac nu? 

Decouurir la poi trine 
Conuient a moy qui veux une blanche doctrine. 

Pourquoy sur cette Croix t'appuy' -t u charitable? 
La Croix m 'est un repos qui m 'est fort agreable. 

A quel1e fin es-tu de ces ailles pourueue? 
I 'appren 1 'homme a voller au dessus de 1a nue. 

Pourquoy si rayonnante es-tu de belles flames? 
Les tenebres ie chasse au loin des saintes ames . 

Pourquoy ce mors de Bride? 
Afin que par contrainte 

I'arreste la fureur de 1 'ame en douce crainte. 
Et pOUl"qUOy 501.15 tes pi eds fou 1 es tu 1 a }\'fort b1 esme? 

A raison que ie suis 1a mort de 1a }\'fort mesme . 

He suggests27 that it was probably written in the later 

1550's , and that the "paraphrased version" used by LE JEUNE 

must date from about the same time or the early 1560 ' s, when 

the religious troubles 

therefore explain why, in 

en-lpted 

the text 

violently . This would 

of LE JEUNE's setting, 

Religion's robe is torn. though she is just poorly dressed 

in VAUQUELIN's poem. LEVY says that it is not clear how this 

2::> Vide infra: Bibliography. p.31t. 

26 Les Diverses peesies de Jean Vauquelin Sieur de 1a Fresnaie, ed. by 
Julien Travers, Caen. 1870 Vol. II. p . 648 (from EpigrdI11II1es , a Monseigneur 1e 
D.tc de Ioyeuse). 

27 Kenneth J. Levy: Op. cit., pp. 60-61. 
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poem came to be used at all by the Protestants 26 , Also JOHN 

HAMER SMA in his study on the Dix Pseo.umes29 offers no 

explanation In this regard . Th e truth of the matter is that 
/ 

both these authors failed to recognise THEODORE DE BEZE as 

the author of i'1o.is qui es-tu used by CLAUDE LE JEUNE and 

PASCAL DE L'ESTOCART - the latter who actually styled the 

title of his setting Dialogue sur 10. vraye Religion"o - and 

that this poem was the original and not a paraphrased 

vers ion'''' ! 

The surprising facts behind the st ory - for which I am 

indebted to MARC HONEGGER:>:', who, on his part. relied on an 

article by CHARLES L. FROSSARD33 - are the following: The 

origin of Mdis qui es- tu can be traced to a youth work by DE 

B~ZE, entitled Descriptio Virtutis. which appeared in a 

collection of poems called The odora Bezo.e Vesel ii Poemata, 

published by CONRAD BAD IUS in Paris in the year 1548: 

28 The "paraphrased form" was set to music twice, the second time by 
another Huguenot composer, Pascal de 1 'Estocart, as an appendix to his Cent 
cinquante pseaumes de David .. . , Eustache Vignon, Geneva, 1583 (Staats- und 
Universit~tsbibliothek, Hamburg: ND VI Mus. 635, facs . in Documenta 
Musico 1 ogia , ~reneiter, Kassel, 1953). 

29 John Edward Hamersma: _Les Dix Pseaumes of Claude Le Jeune. A study in 
16th Century French Psalmody. Unpublished S.D.M. thesis, Union Theological 
Seminary, New York, 1960, Vol I, p. 137 . 

30 One notes the significant insertion of the adjective. 

31 Pierre Pidoux: 09. cit., 
mentions de Beze as the author, but 
statement, nor reveals any source to 

146 . 165, 166 sure enough 
he neither motivates his 

Vol II. pp. 
unfortunately, 
substantiate it. 

32 Vide his contribution in the Bulletin de 10. Societe d 'Histoire du 
Protestantisme franc;ais Vol. CIII (1957), p. 135 . 

33 Vide en . 1. Frossard: L 'emb1eme de 
Pourtrait de 1a vraye religion, 111 full. 
(1884) , p. 174 seq. 

la religion reformee et Ie 
Soc. Hist. Prot. fr., Vol. XXX 



Descriptio Virtutis 

Quaenam tam lacero vest ita incedis amictu ? 
Vir-tus antiquis nobilitata Sopi1is . .. 
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However, after his conversion DE BEZE rewrote this poem . Now 

entitled Religio, it eventually assumed a place among the 

Icones in Ti1eodori Bezae Poematium. editio secunda , ab eo 

recognito. published by HENRI ESTIENNE (no place mentioned) 

in 1569: 

Religio 

Quaenam tam lacero vestita incedis amictu? 
Religio sumrni vera Patris soboles ... 

A French translation of this poem (in the form later used by 

the previously mentioned musical settings) seemed to have 

appeared in the Confession de 10. Fay Chrestienne by THEODORE 

DE BEZE. Curiously enough, the edition of this work 

published by BADIUS in 155934 contains neither Nais qui es­

tu, nor the engraving which later on regularly accompanies 

the poem. Our first trace of it in its now generally 

accepted form comes from an Italian translation : Confessione 

della Fede christiana, published by FABIO TEDESCO (without 

mention of place) in 15603~, where the title clearly 

indicates DE BEZE as author: Pittura della Religione , non 

del Papa, ma vera E,(angelica ... fatta per M, Theodoro Beza 

Vezelio, Latina e tradotta in volgare Italiano . Two other 

editions of the Confession - those published by JEAN DURAND 

in 1561 36 and 156337 - also contains the poem together with 

the engraving. however, without any reference to the name of 

the author. The French translation of DE BEZE's original 

34 Bibliotheque de la Societe d'Histoire du Protestantisme fran~ais , 
Paris: R 15860. 

3" Ibid., Fonds Andre 532 

36 Ibid. , 13 449 . 

37 Ibid . , R. 3316. 



runs as follows -

Mais qui es tu (dy moy). qui vas si mal vestue 
N'ayant pour tout habit qu'une robe rompue? 

Je suis Religion et n'en sois plus en peine 
Du pere Souverain la fille souveraine. 

Pourquoy t ' habilles-tu de si povre vesture? 
Je mesprise les biens et la riche parure. 

Quel est ce livre-l~ que tu tiens en la main? 
La souveraine loy du Pere Souverain. 

Pourquoy aueunement n'est couverte au dehors. 
La poi trine aussi bien que Ie reste du corps? 

Cela me sied fort bien a moy qui ay Ie coeur 
Ennemi de finesse et ami de rondeur 

Sur Ie bout d'une croix pourquoy t'appuyes tu? 
C'est la croix qui me donne et repos et vertu . 

Pour quelle cause as-tu deux aisles au coste? 
Je fay voler les gens jusques au ciel voute . 

Pourquoy tant de rayons environment ta face? 
Hors de l'esprit humaine les tenebres je chasse. 

Que vent dire ce frain? 
Que j'enseigne a dompter 

Les passions du coeur et ~ se surmonter . 
Pourquoy dessous tes pieds foules tu la mort blesme? 
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Pour autant que je suis la mort de la mort mesme. 

It is therefore clear that it was LA FRESNAIE 's verSlon 

which was paraphrased from the original poem o f DE BEZE and 

not the other way around! LA FRESNAIE's less "harsh" 

adaptation can be explained -by certain courtly conventions 

as to elegance and urbanity (even in tragic matters such as 
, 

referred to by the poem). while the poignancy of DE BEZE's 

Mais qui es-tu very well accounts the eruption of the 

religious troubles experienced at firsthand. Be that as it 

may. the possibility should not be excluded that LE JEUNE ' s 

first acquaintance with the poem could have been through the 

Italian translation (keeping in mind that the publication of 

that version falls within the period of his assumed Ital ie.n 

sojourn). The form he eventually used is. however. that from 

DURAND's editions of the Confession of DE BEZE. which could 

have reached him through 

respectively. or which 

these publications of 15 61 or 1563 . 

he could have obtained in a more 

direct way from DE BEZE himself. 

In my opinion the answer to the question why Catholics 

availed themselves of an originally Protestant poem. lies in 

the apologetic nature of an age marked by strong claims and 
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countet' claims. and with the respective parties by all means 

in possession of an acute sense for propaganda . Neither one 

of the religious factions was above employing an idea 

originally generated by the opposition once its effective 

qualities were recognised and necessary adaptations made to 

conform wlth the home opinion. In fact. this was considered 

part of the current dialectics. Susanne un jour. by the 

Protestant poet GUILLAUME GUEROULT. is another example of a 

well - known text. which was used in a similar way by both 

Huguenot and Catholic composers. LE JEUNE made two settings 

of this chanson spirituelle which were published in 1572 and 

1585 respectively3B. 

Keeping this general attitude in mind. and regarding the Dix 

Pseaumes in the historical context of Poissy and Amboise . LE 

JEUNE 's collection assumes a quality of involvement and 

eloquence not commonly encountered in the music of its day. 

But it also reveals a composer who has developed remarkably 

since his early compositions of twelve years ago. Next to 

his choice of author. his selection of particular texts 

meets the eye. LE JEUNE ' s very conscious approach and 

meticulous handling of texts is a feature which remained 

with him throughout his matured life. and can be explained 

by both the emphasis of the (esp~cia l ly Calvinist) 

Reformation on the Bible. as well as the Renaissance's 

interest in antiquity with its consequential stress on text­

music relationships. which. on its part. was a major topic 

in the writings of musical Humanists . CLAUDE LE JEUNE's 

Reformed background and the influence to which he was 

exposed in the South contr ibut ed jointly to instil in him an 

acute sense for text and word-handling. 

Consciously establishing a connection between the Dix 

Pseaumes and the events in France preceding its publication. 

LE ,JEUNE (referring to these compositions) says ... pour 

laquel empiloyer .l B n 'Busse sceu chosis plus digne subject 

3B Vide infra Bibliography. p. am p . .3:! f, 
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que cestuy-cy qui est de certaines pseaumes du divin poet & 

prophet David. JesqueJs j'ay mis en musique"9. A. selectlve 

motive lS thus clearly recognisable . However. o ne should 

a Iso not lose sight of the possibi i i ty of LE .JEUNE havlng 

received suggestlons or even guidance from within the circle 

of ac tivist mlnIsters. pe rhaps even [rom DE BEZE himself40. 

with regard to his cho i ce of the specific psalms together 

with the exegetical connotations attached to them . 

A. delibera~e choice is especially evident in t he case of 

Psalm 96. which opens the collection. In essence this psalm 

is a hymn of praise . But had this property - appropriate as 

it surely is for an opening piece - been the sole reason for 

its selection. LE JEUNE could have used any other o f a 

number o f psalms with the same tenor. Indeed. there appears 

to have been a very valid reason for his choice of Psalm 96 

to open the collection. This entire Psalm. together with 

parts of 

16:8-36 as 

over the 

Psalms 105 

a Song o f 

Philistines 

and 1064~ . is quoted in 1 Chronicles 

Praise . following upon David's victory 

I n the valley of Ephraim42. A 

construed parallelism between this particular event in the 

history of Israel and OCCUrrences In France becomes quite 

conspicuous. if considering the 

contemporary mind - o ne regards the 

prior to the Edict of Amboi se. 

apologetic frame o f 

unfolding of history 

With the power of state firmly in the hands of the Duc DE 

39 Dix Pseaumes: Letter of Dedication (vide infra : fucuments p.418 ) . 

40 From the outbreak of open civi I war De Beze followed the Huguenot army ... 
. dans laquell il fut charge des fonctions d'aum6nier et de tresorier 
tu'Z>"Em. Haag: Op. cit . . Vol II . p. 267). and , undoubtedly . also as field 
chaplain. It is therefore conceivable that contact with Le Jeune could quite 
easily have been established. 

41 Ps . 105 :1-15. and Ps. 106:47-48 . with some textual variants. 

42 The victory over the Philistines is related in 1 Chron . 14:8-17. and 
lS also referred to in 2 Sam. 5:17-25. 
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GUISE and the young King CHARLES IX . as well as the Queen 

Mother virtual prisoners of the Guise party. many of the 

country ' s nobility especially those with Protestant 

sentiments gathered around the Princes of the Blood. 

notably CONDE. who had successfully been manoeuvred away 

from the court and matters of state by the GUISE. To these 

it became a matter 

Mother from the 

of urgency 

grlp of 

to free the King and the Queen 

the "usurpators" . Protestant 

ministers investigated , whether it would be Justified to 

take up arms in order to restore the legitimate authority 

and found it not only permissable , but a sacred duty to 

liberate the King and the Queen Mother. to defend the Faith. 

and to restore preVlOUS edicts by which the Huguenots 

enjoyed some toleration of their religion43 . DaVid consulted 

God: 'Shall I attack the Philistines? he asked. ' Wjjl you 

del iver them into my power?' Yahweh answered him. '.4ttack! I 

will deliver them into your power' (1 Chron. 14:9-10). 

In November of 1562 CONDE had gathered enough Huguenot and 

foreign Protestant forces around him to risk an open 

confrontation. Intending to take Chartres and other towns 

along the Seine. he prepared to move towards the capital. a 

thrust which the Catho lic allies had to prevent at all 

costs. They opposed him in the Plain of Dreux. and on 19 

December . 1562 battle was engaged44 . 

Dreux went down in military history as a defeat for the 

Huguenots. who. however. were far from considering 

themselves vanquished4~ . 'Through me God has made a breach 

in my enemies like a breach the waters make' (1 Chron. 

43 Leopold von Ranke: Cp. cit . . Vol I. p. 122. 

44 For a description of the campaign and the battle of Dreux. vide 
Theodore de Beze :Histoire ecclesiastique des eglises refonnees au royaume de 
France. 3 vol .. Antwerp. 1580 (new ed. Paris. 1883). Vol I . chap. 6: Jacques­
i\ugust de Tou :Histoire universelle ... depuis 1543 jusqu'en 1607.16 vol .. 
Paris. 1734 . Vol. I. chap 34 . 

.,." Leopold von Ranke: Op. cit . . Vol. 1. p,124 . 
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14 ; 11 ). Indeed. not in t he l eas~ thwar~ed. COLIGNY proceeded 

on his way t o c ont inue the ',.;ar in Normandie. David again 

consulted God a nd God answered. ' David attack them t 'rom the 

front: g o r ound a nd engage t hem o pposite the balsam trees. 

When you hear the sound o f steps in the tops of the balsam 

trees. l aunch your attack. for that will be God g o ing ahead 

o f you to rout the army o f the Phi 1 istines ' (1 Chron . 

14: 14-15). Thus the struggle was carried on Hith a belief in 

divIne preordination and ultimate victory46 . 

But yet another facet of Psalm 96 . equally serving the 

intimation of historical parallelism . ca n be taken to have 

contributed to its choice as the opening piece of the Dix 

Pseaumes, As a hymn o f praise the psalm is distinctive"? in 

summoning t o a new son g i n adoration of God. CALVIN and 

Reformed exegesis of that time invariably explained the 

epithet to denote something unHonted and remarkable. often 

pointing to 

deliverance 

the extraordinary 

of his people . Thu s 

tJrace of God in the 

CALVIN connects Psalm 96 

with Isaiah 42:10 when he says; ... Quenmadmodum Iesaias ubi 

de instauration e Eccleslae loquitur. quia incredibile erat 

miraculum. dicit. Cantate Domino canticum novum46 . Indeed 

within the context of 1 Chron. 16 (following upon the defeat 

of the Philistines recounted i n c hapter 14). Psalm 96 

acc ompanied the return o f t he Ark t o Jerusalem and thus it 

became asso c iated with God's act o f restoration towards his 

people . Although the Edict o f Amboise did not. as was 

previously pointed out. secure to the Huguenots everything 

46 Vide letter of Col igny to Queen Elizabeth of England. quoted by 
Leopold von Ranke (Op . cit.. Vol 1. p . 124); Unsere Infanterie hat eine 
Niederlage erl itten. ohne zu schlagen: unsere Reiterei . welche allein die 
5chlacht geliefert hat. ist unverletzet und wfulscht nichts mehr. als die 
Feinde t'0ttes und des K15nigreichts reid wiederzusehen: diese werden sich 
resinnen . uns anzugreifen oder den Angriff von unserer 5eite zu erwarten, 

.. ? This distinction is shared by Pss . 33 . 40 . 98. and 149 . The expression 
'new song ' also occurs in Isaiah 42 :10 . Revelation 5 :9, and 14 :3. 

48 loanni Calvini Commentarius in Libnun Psalmonun.Geneva. 1610. p. 451. 



67 

they were striving for. it did relieve them from much of the 

hardships 

recognised 

they 

by LE 

had lately experienced. This was duly 

JEUNE when he referred to the ensuing peace 

as somethi ng que j e bon Di eu d fa i t tant de grace d 1 a 

france . .. 49. 

Having established a context between the historical 

developments in France leading to the Edict of Amboise and 

the partlcular choice of Psalm 96 as the opening piece of 

the Dix Pseaumes . it now stands to r eason that one should 

also consider the election o f the remaining texts. 

suspecting a similar involvement . First of all . the 

insequentiali ty in the oder 

as unintentional. It rather 

of th e psalms cannot be accepted 

suggests a deliberate concept. 

the rationale of which seems to lie in the presentation of 

certain topics by means o f the different psalms and their 

interpretation according to Reformed exegesis. Ignoring 

numerical rank. these have been appropriately spaced to 

establish a meaningful concatenati on providing also for 

restatements. 

The specific topics postulated in the psalms following upon 

t he opening piece are highly notable , since they very much 

reveal the same kind of involvement and identification we 

have encountered in Psalm 96. Supported by CALVIN 's 

Commentary on the Psalms"'o (representing authentic Reformed 

interpretation of that time), we can summarize the subject 

matter of the Dix Pseaumes as follows. 

i) Psalm 96 - An exhortation to praise God. directed not 
o nly to the Jews . but also to all Ge ntiles. alluding 
thereby to the Kingdom o f Christ. For unti 1 he was 
manifested to the world. his name could not be ca ll ed 
upon elsewhere than in Judah. Meanwhile the Holy Spirit 
stirred up the faithful to sing the pralses of God . 

49 Dix Pseaumes : Letter of Dedication. vide Bibliography. p. tie 

~O The commentary first appeared in Geneva in 1557: a French translation 
prepared under Calvin's personal supervision. was published there two years 
later. 
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until Christ. enlightening al l corners of the world 
with his glo.ry. extended the light of the true doctrlne 
even thither also~1. 

Ii) Psalm 102 In the Babylonian captivity the faithfu l 
sorrowfully and humbly bewai 1 their affl ictions: they 
also commend the restitution of the holy city and the 
temple o f God. remInding themselves of God's promises 
concerning the happy setting up again as well of the 
Kingdom as o f the priesthood . InterpOSing a brIef 
complaint concerning their sorrowful and miserable 
state. they seek comfort at God's everlastingness . 
because. adopting his servants to a better hope he has 
separated them from the common lot of men~2, 

iii) Psalm 135 An exhortation to sing God's praIses 
because he had vouchsafed singular grace to his chosen 
people and because his mighty power and glory appear in 
the whole world: an antithesis IS added between idols. 
which are vain counterfeits of the godhead. and the God 
of Israel, I'ho. by assured and evide nt testimonies. had 
proved himself to be the true and only God~3. 

iv) Psalm 88 - It contains the bitterest complaints o f a 
man most piteously afflicted and (like Job) almost on 
the point of despair , yet showing invincible 
steadfas'tness of his faith : the whole church is ca l led 
to witness this~4. 

v) Psalm 57 David declares his own griefs and calls to God 
for help against Saul and the rest of his enemies 
(there IS a pertinent reference to 1 Sam. chap. 24. 
which recounts of David sparing Saul's life): having 
conceived hope of deliverance. he addresses himself to 
pay sacrifice to God"". 

vi) Psalm 98 - Similar to Ps. 96 . it IS an exhortation to 
praise God who has preserved his church on. account o f 
which salvation wi 11 rise up to the whole world~6. 

"1 loannis Calvin: Op. cit .. p. 450 seq. The italics in this and the 
following slmmaries are mine . 

"2 Ibid .. p. 464 seq. 

"3 Ibid . . p. 627 seq. 

54 Ibid .. p . 411 seq . 

5~ Ibid . . p. 272 seq. 

"6 Ibid . . D. 456 seq. 
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vii ) Psalm 149 - Deaj~ wIth the r~storation of God ' s people 
and his benefits towards the church: that the fa ithful 
might hope for continual rest under the protection of 
(Jod: also that they shall be assured with weapons and 
power to keep off their enemies and to chase them far 
and wide. subduing the kings and nations to whom they 
t hemselves had been vassels before 57 . 

viii ) Psalm 95 - An exhortation to praise God because by his 
powe r he maintains the world which he had created . and 
also because he had fre e ly adopted the church to 
himself: therefore the people must devote themselves 
si n cerely. earnestly. and wholly unto God. and testify 
by their life that they are not elected in vain"'6. 

ix) Psalm 97 - Also describes the ki ngdom of God. such as 
it was yet manifested under the law: thus it is a 
prophecy of Christ ' s kingdom which shone forth suddenly 
by means of U le Gospel : God IS adorned by such 
greatness and glory that it compels all men to 
humility. causing them to feel a love and favour to 
God's kingdom which tends to no other end than the 
welfare and salvation of men59 . 

x) Psalm 81 - Exhorts the people delivered by the hand of 
God. and chosen to be royal priesthood. and peculiar 
c hurch. to faithfully worship their deliverer In 
remembra n ce of this inestimable grace. as well with 
praises as with holy life: upon this follows (in the 
person of God) an upbraiding of the people's 
unkindness. namely that whereas he allured them gently 
unto him. he could not succeed. SInce they wilfully 
refused the yoke of his law60 , 

Placed WIthin an eschatol og i cal 

the kingdom of Christ (Pss . 

framework by references to 

96 , 97) , the texts were 

evidently chosen to mirror a well-defined conSCIousness of 

the French Protestants ' particular existential situation. In 

t he context of which allusions to un iversal ity and 

nationalism serve their claims. to confessional and 

"'7 Ibid .. pp . 672-673 seq. 

"'6 Ibid .. p. 466 seq . 

59 Ibid .. p . 453 seq. 

60 Ibid . . p. 386 seq. 
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political currency. Thus they saw themselves In "Babylonian 

captivIty". commending the deliverance a nd restorat i on o f 

t he kingdom a nd the pri esthood according to G,)d' s promises 

(Ps 102), They are his chosen people CPs 135). in deepest 

affliction and on the poi n t of despair. yet invincibly 

steadfast in their faith CPs BB). cal ling ou t ~o God fo r 

help (Ps 57) 

preserved the 

sa lvati on (Ps 

In a wondrous and Incredible manner God has 

c hurc h. and all the earth shall see his 

9B). The fai th f u 1 c an now ho pe for rest under 

God's protection , while they are also furnished with power 

and arms to keep o ff t heir enemies and even c hase and subdue 

those who had been their o ppressors (Ps 149). Because God 

maintains the world by his power, and since he had freely 

adooted the church to himself. the fa ithful are admonished 

to godliness (Ps 95). Summing up. the last psalm (81) once 

again exhorts the people to praise God seeing that they 

were delivered by his hand , chosen to be royal priesthood 

and peculiar church , they s hould . in remembrance o f this 

inestimable grace . faithfully worship their deliverer with 

pralses and with holy life: then fol}ows . in the person o f 

God , an u pbraid i ng of the people's unkindness. namely. that 

whereas he allured them gently unto him, he could not 

succeed with them. s ince they wilfully refused the y oke of 

his law. Thus the obst i nate disobedience of the people is 

blamed f o r the sad state of affairs in the country. 

This sorrowful note is echoed in the chanson spirituelle. 

Mais qui es-tu , which closes LE ,lEUNE ' s co llection and 

explains, at the same time, the appendage of the pie c e . 

1.3 Compositional properties 

It would now seem necessary to t ake a detailed view of the 

compositi onal properties of the Dix Pseaumes the general 

lay-out of whlch is summarized in Table No. 1 - 1n oder to 

gain a clear assessment o f the new approach CLAUDE LE JEUNE 

has embarked upon with this collection which. i n many ways 

also foreshadows the course of his future develooment. In 

this sense t he comprehensiveness of the following 
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EXPLANATION OF REGISTER TYPES (according t o clefs used ) 

In the move ­
ments for 
4 voices 

In the move­
ments for 
3 voices 

' High ' = Treble, mezzo-soprano, alto, tenori 
Treble, mezzo-soprano, alto, baritone; 
Soprano , mezzo-soprano, alto , baritone ; 

' Normal' = Soprano, alto, tenor, bass~ 

'Low' = Mezzo-soprano, alto , alto , baritone . 

' High ' = Treble , mezzo-soprano , alto, tenoT. 

'Normal' = Soprano, alto , baritone; 
Sopra no , mezzo-soprano, alto . 

" 
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investigation is int ended to bring LE JEUNE ' s musical 

language wi t h~n our grasp. 

1.3.1 Texture 

Chordal wrIt ing is the predominanL characteristic o f the Dix 

Pseaumes . distinguishing it 50 markedly from the early 

chansons of 1552. With the Superius bearing the mei ody. the 

lower voices are mostly cast in supporting roles, while the 

Bassus i s noticeably the carrier of the harmony. for it 

moves principally by fourths and fifths . This basically 

simple style of writing is related to that of the Italian 

frottolists. and one is once more reminded of the influences 

to which LE JEUNE had most likely been exposed In the South. 

Some reminiscence of the homophonic style o f Parisian 

chanson ists like .JANNEQUIN is also detectable. though it IS 

unlikely that determinative impulses would have reached LE 

JEUNE from that direction. 

Another distinct feature of this co llect ion IS the 

composer ' s clear preference for four voices . From a total of 

thirty movements . t wenty-seven are a quatre. while the 

remaining three are a trois. Furthermore. once the number of 

voices to be used for a movement had been determined. their 

flow is remarkably cons tant. There are few breathing-spaces. 

and rarely does a vOIce rest for the duration of a full 

phrase . 

While seven movements are exclusively chordal 51 , a majority 

o f eighteen are predominantly homophonic 52 , The three 

movements a trois are polyphonic. employing imitative 

51 Psalms 81. parts 2 and 4; 96. part 3: 98 part 2: 102. parts 2 and 3: 
135. part 2 . 

52 Psalms 57. part 1; 81. part 1: 95. parts 1 and 3: 96. parts 1 and 2; 
97, parts 1 and 2: 98. part 1: 88. parts 1. 2 and 3 : 102. parts 1 and 5: 135. 
parts 1 and 3 ; 149. parts 1 and 2. 
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counterpoint in ~he true F lemIsh motet style 63 In the two 

remaIning movements a quatre . chordal and contrapun~al 

textures are about equal 

dominates the otherB~. 

in o ne 64 . while counterpoint 

Regarding LE J EUNE's ac~ual handling of the texture. there 

are points o f detail. which need to be noted. for they 

demonstracively reveal the composer's development and his 

future claim to mastery . For instance . In spite ot the 

predominantly chordal writing of the Dix Pseaumes. the 

supporting function of the lower voices does not prevent 

them from having some horizontal i nterest and displaying 

their own melodic organization. This is accomplished not 

simply to avoid faulty consecutive progressions. but rather 

provides additional envigorating elements to the music. In 

this connection the occasional temporary displacement of one 

or more voices should be mentioned. It creates a relief from 

the regular .. chord to chord movement and produces a 

vitalizing rhythmic counterpoint with the other voices -

.- , . -(J's t02 p~.l ~ 1 ~) . , - ~ 

1M--
" ~ 

COwt- WIt! d.u.- r""t 'on "t u.ll._ %c. L, 
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- --
\%= 
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1-- . 
Y1U1.t SOY\ lIef-lL ~~- e~ L< ... 

~ , 
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-

Even points of imitation occur in fundamentally chordal 

textures. thus vivifying music which could easily degenerate 

63 These are: Psalms 102. part 4: 95. part 2; 81. part 3 (which also 
contains some chordal writing). 

64 Psalm 57. part 2 . 

"" Psalm 81. part .5. 
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into dull homophony 

, 
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In addition . more pronounced imitation. 
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antiphony between voices . 
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and delayed entrances of voices 

~ ~t ~ .... t - t. "' .. co :5- tt. " - " r 

I ' ;;. '~,:j -. -+- t ~ • 
-SL, oF""",c .. t [- t. .~ ces~ tt. vi - ~, 

I~ 
L. Fra.n1 do ~ ... -t .. d .. «S_ k " - c, 

, 
rra. ..... c,. .l: ~w: - tc ,,< c u- t.c.. vi - ~, . 

are also employed to break up still predominantly homophonic 

textures. while occasional cadence ornamentations contribute 

towards elasticity as well. 

Looking at the contrapuntal devices used in the Dix 

Pseaumes. these suggest nothing of the gaucheness which 

typifies LE JEUNE's technique in the early chansons. Their 

application appears deliberate but unconstraint. even when 

notes of an imitative phrase are changed in order to allow a 

complete chord or a consonant harmony (which signifies that 

LE JEUNE's polyphony in this work is strongly harmonically 

orientated). But, since the composer 

in the handling o f c ontrapuntal 

shows himself competent 

complexities (however 

infrequent! y these emerge). hi·s approach in the Dix Pseaumes 

1S cl early intentional: polyphony functionally serving. as 

It were. t he interests of homophony. with homophony. o n its 

part. designed to promote the explication of the texts. 
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From this f o llows that LE JEVNE largely avoids strI ct 

contra~untal devices . His imitations are most ly free . often 

f ound a t points where o nly t he incipit of a phrase is 

Imitated. wIth the rest conforming to harmonic needs -

•• Ps, 'iH 1 p"....:t S; l"olt0..6. & ,}-.11) 

1),,- \'I'\id d.e - - . - Co w. - - - - - I~. .. 
",,'-I cit2. __ - - - --_c.ou._~:- ,~: .~ 

d.t.~_ 

• ". - - - - - - , - - - e.,. tl' , 11: v.. l"'I\ie! , .;:. 
: 

~ 
nu.d de - _ - - - _ - - - - - - _ - e"' ..... - - - -

But is also occurs quite frequent l y that one of the voices 

may not enter at al l in the imitative ~attern. but 

participates wi th contrasting material meant to complete the 

harmony -

1;". ("50", p~' """'-~·~1.-+1) '" 
, -t. ~rt.t: t./-:' - T~ ,'-: , TO ]'·-m- - I t.,C1'"u.-U - - I .... 

. 
'co ]'E- ' _~'L te. Crtl,. - 0.( .. I .. , li"-~i~-t.« - oj - - - I •. 

r- - - - - , - _., 

, -

Imit ation by inversion is employed very s~aringly. while 

there are even less examples of canon 66 , The latter are 

invoked to depict specific points in the text and will be 

dealt WI th when the relationship o f t ext and music comes 

under s crutiny : at t his juncture they a re v iewed pure l y for 

66 J ohn Edward Hamersma : Op. c it.. Vol I. pp. 52-53 lists only five 
examples of the first (Ps 57 . part 2. meas . 85-87 : Ps 98. part 1. meas 1- 7 ; 
Ps. 97. part 2. meas. 21-24: Ps 81. part 1. meas . 10-12: ibid .. part 5. meas. 
29- 31). and two (of the latter (Ps 102 . part 5. meas. 19-26: Ps. 57 , part 1. 
meas . 49-51). 
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textual purposes. The first example is o f a double canon 

with the Tenor follo.,ing ha lf a beat after the Superius and 

the Bassus proceeding in the wake o f the Contratenor with 

one beat separating them. The imitations occur at the sixth 

and the o ctave. respectively 

.- -. - . - ---- ,. .- -

~ . t '~~ '[. ""- ...1:; llQ.(lte. h Il.~-'Ot. Co - ti.- ~~- - - -1)·~<IItt:. e... Q.<l- - 8~ Cd ___ _ {~-_ .. _ ... -e.ot ,llct.l.gt. 1>4- Be. e.otl- ~-

~ 
I ~ d<Q.:~e-,~~~~_ ~~ _ - ;. - S' can· t~- "~ - e, .. t, JJ ·Q.ct.8e .. o..a.se .~-

t:- .----.., 

I' !l~Q.g~ '" ~.- l~p:~~--:~~~~-~ g" e. .. cu-.-Afl CoO"'- I!i.- "t4-e.nt, 'O'II.'it. VI, OA. ~'l. e.o,.,- t~_ .,\.t- -..,. 
~, - , 

e. a~- - • !~"-

~ IE 
- - > ~~ -f- ~. 

---., 
..... 

I"_to !._ -e:- I~ - !t. "~-

- ~ I, - - - - - - - - ."t. 
------ , 
: 

-, 
- e.n.t. 

The second case in point is also very c losely knitted. with 

half a beat separating the Contratenor from the Superius. 

and the Tenor following the Bassus by one beat. The 

imitation occurs at the octave -

~ 
T--- - -

1 " . i.~- clAAt I" 
Cot"'- ,ft.(S. R~-t.l1U\t U>n- flU 

~- - --

"- -+ H f~c"~~~ -:.-:-::- - - ,.. .. , ~ -cillo ~~ COn- flU, 'Re..,_d .. 

1'< R~~ d.o..n.t con- rtolS", "Rtfl-tl-A. Co"~ t -r"-) 
t------- - ... 

~ 
-

Sequential to these examples. it should be noted that. 

although the tlme interval LE JEUNE allows between imitative 
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entries varles c onslderably - from half a beat (as In the 

above example ) to sixteen beats (as In Psalm 96. beginnlng 

of part l)- there is a preference for shorter intervals. 

usually o ne to four beats . There is also quite a variety in 

the pitch intervals at which a motive is imitated. But again 

certain preferences are ~learlv r~coqnisable. viz . the 

fourth. fifth . o ctave and unison. LE JEUNE also displays a 

predilection for tonal answers. often designing his incipits 

to leap with a fifth. which is then answered by a leap o f a 

fourth. and vice versa -

T "'=1 
v . . I 
~, n- Aif - tA $e.-1'$.. trt~_ - - - •• 

~" r~.~i'- t:.-e. se-Tq - -

Fina l ly . the crossing of voices (which. for obvious reasons . 

are found lnore often in the polyphonic movements. but are 

also encou ntered in the homophonic parts for the sake of 

plasticity67 and. on occasion . to avoid parallel consonance) 

may seem to make the texture o f the Dix Pseaumes more 

complicated at times . But basically it IS and remains 

simple. light and transparent. 

1 . 3.2 Harmony 

While medieval music revelled in di ssonances. emp l oyi ng 

these freely but only on unaccentuated parts of the beat 

(i.e. between the perfect consonances o f the accentuated 

parts) . early Renaissance counterpoint introduced the 

dissonance in a process of preparation and resolution : from 

then on they were also used on accentuated parts of the beat 

where they assumed the effect of a propelling force. 

c arrying the music. as it were . to logical denouements. The 

67 Psalm 57 entails quite an amount of voice-crossing. the reason here 
being the l ow re-gister with t he three upper VOIces so very similar in range . 
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cogencv o f th is approa ch to the d issonance determIned the 

future development 0 f contrapuntal music in which, by the 

mid-sixteenth century . composers had come to consIder 

harmo ny as o ne o f the chief bu ilding components o f their 

art. I n tact . t he vertical re l atIonship of tones had come to 

rival their h orIzontal association In i mportance. wh ile it 

some t imes even s uperceded the l at ter . It is . therefore. not 

astonishing t o find t he theorIsts o f the period inSisting on 

the complete triad by directing that the third a nd fifth lor 

the third and si xth ) above t he bass should be present 66 , 

Indeed , the waxing r 6 le of harmony caused a gradual slide 

away from t he purely linear polyphony o f former ages. while 

the growing tendency towards major- minor tonal ity started t o 

replace t he a ncient moda l systems. The sixteenth century 

was strikingly in the grip o f such transiti o ns with many of 

the old co nce pts 'still holding sway and the new ideas not 

yet fully established. The matter of "key" (referred to 

briefly in the first chapter) is very much at the centre o f 

t he sixteenth century's s hifting approach t o the tone 

materi a l o f musical compositi o n . In o rd er to appreciate this 

and l in the same context) the handling of harmony in the Dix 

Pseaumes. attention must be given to the subject o f 

"modali t y " - at least to those a spects of it whi ch were 

still de terminant in the mUSIC o f t he peri od. 

In music a s i n all other fields . pract ice has preceded 

theory , Therefore. when HENRICUS GLAREANUS published his 

Dodecachordon in 154769 . adding the Ionian and Aeol ia n modes 

S6 Vide Gioseffo Zarlino : Institutioni Harmoniche (1558). Venice. 1573. 
Part three. chap. 31 (p . 210 seq. ) and chap. 59 (p . 285 seq . J. 

69 Glareani: ~n .HK."XOP~ O'" ...• Heinrich Petri. Easle. 1547 
( Universit~tsbibliothek. Freiburg: F9254 : Herzog August Bibliothek . 
WolfenbUtte l: 2 .3. Mus . 20). A facsimi le edition was produced by Georg Ol ms 
Verlag . Hildesheim . in 1969 . while Clement A. Miller publ ished a translation. 
t ranscripti on and commentary (2 vol) m No. 6 of the American Inst. of 
Musicology ' s Series on Musicological Studies and Ibcuments (l965 ) . Concerning 
t he Aeolian and Ionian modes. vide chapters XVI I and XX. r espectively in Vol I 
Ip. 142 seq. and 153 seq .) of this edition . 
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(0ur modern maj o r and natural minor) with their pla9'al forms 

to the number o f the long recognised eight modes. he was 

acknow I edg 1 ng c urrent practice rather than making 

theorecical p r o iecti o ns. Drawing o n the composers of the 

earlier J OSQUIN pen od. he correctly no ted that their almost 

invariable use o f B-flat in the Lydian mode gave it the same 

intervallic relationships as the mode o n C . called Ionian . 

and chat the appearance of B-flat in the Dorlan mode matched 

it t o the Aeolian mode . 

But. o f course. in the polyphonic practice of the period . 

the eight ecclesiastical modes were not expanded to 

GLAREANUS ' s list of twelve: actually they were reduced to 

five?o. since the Lydian mode was equated by the Ionian. and 

the old distinction between authentlc and plagal modes 

became purely academic in respect to the whole polyphonic 

fabric of a composition. Thus t.he theorists of the day?1 

looked at the Tenor in order to establish the mode of a 

composition. while they referred to the modes of the 

separate voices other than the Tenor individually and as 

having no significance for the mode of the work unless they. 

rather than the Tenor. bear the cantus firmus. In this way 

the authentic and plagal qualities as found in the Te nor (or 

other voice carrying the ca n tus firmusl are made to apply to 

che whole composition. although these limits o f range can be 

brought to bear only to single voices and not to the whole 

composition. Furthermore. the ecclesiastical modes 

(originally designed to serve monophonyl could not possib l y 

retain their characteristics in polyphonic use where har mony 

with i ts vertical considerations demanded exceptions and 

innovations. and where also the increasing use of musica 

70 They are the Dorian. Phrygian. Mixolydian. Aeolian (modified Dorian). 
and Ionian (with constant use of B-flat equated Lydian) . 

71 Vide J oannis Tinctoris : Liber de natura et proprietate tonorum (in 
(harles-llimond-Henri de . Coussemaker: Script ores de musica mediiaevi . 4 vol . . 
Paris. 1864-67 . Vol IV . pp. 29a-29b) : Oliver Strunk: Source readings in music 
histor.v. New York. 1950. p. 209 (for a translation from Pietro Aron's Trattato 
della natura e cogmzzione eli tutti gli toni eli canto figl.lrato). 
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fieta altered the intervallic relationships of tones within 

the modes to such an exte nt that the importance of this 

difference between the modes became much d i minished. 

Certain aspects o f the modal sys~em did. nevertheless. 

extend into polyphonIc use. These are briefly: 

• 

* 

the designation of one single note as final. central 
tone or tonic. t he return of which at various Doints of 
repose withi n a composition and regularly at the end o f 
a work remained a prominent feature to t he present 
century: 

the co ncept o f a domina nt . or a t one o f tension as 
opposed to the tonic. in polyphonIc use regularly a 
fifth above the ton i c in every mode ins tead of varying 
as in the different monophonic modes : and 

the preference for certain notes in each mode o n which 
cadence might occur72. 

Having establ ished these determinant factors in the use of 

the ecclesiastical modes in polyphonic music. we focus back 

to LE JEUNE' s Dix Pseaumes . Since no eantus firmus is 

employed anywhere in the collection. and the free use of 

musica fic ta makes it impossible to decide which voice is a 

satisfactory indicator of t he mode of the psalm. other 

methods must be employed to determine this. In attempting to 

do so. HAMERSMA73 went to great lengths in establishing the 

finals. the preference for certain tones upon which to 

cadence. as well as the primary tona l material of each 

psalm. By studying the results o f this a nal ysis. he 

discovered that these three components in all except two 

instances . clearl y indicate a specific mode for each psalm. 

72 A table of preferences for cadence tones in the various polyphonic 
modes (arrived at by empirical methods) is given by Kund Jeppesen 
Counter[X)int. The [X)lyphonic Vocal Style of the Shd.eenth C'entury. transl. by 
Glen Haydon. London. 1950. p. 82. 

73 .John Edward Hamersma: Op. ci t .. VoIr. pp . 26-31. In this connection 
it is interesting to note that Uta Herlin. discussing the topic of "key" and 
the method of its determination in Die Tonarten in der fran..76sischen Chanson 
des 16. JahrhlJnderts (Ph.D. Thesis. TUbingen University. 1970. publ. Munich. 
1974) . arrived at quite similar results (vide pp . 74-75. pp. 152 seq.) . 
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the exceptions be ing Pes 88 and 57. It a ppears that some 

ambiguity remains in both these cases . Thus the choice of 

modes for the Dix Pseaumes is . accordi ng to Hamersma. (wi th 

some adiustments bassed o n J EPPESEN 's guidelines). the 

following -

Psalm 
Psalm 
Psalm 
Psa 1m' 
Psalm 
Psalm 
Psalm 
Psalm 
Psalm 
Psalm 

96 -
102 
135 

88 
57 
98 

149 
95 
97 
81 

(g-ll Dorian 
(HypO) -dori an 
(g-l Hypol-dorian 
Phrygian or Aeolian 
(a - O) Phrygian or Aeolian 
(F-l) Ionian 
(Hypol-ionian 
Mixolydian 
Mixolydian 
(Hypo 1 -ionl an74 

Re garding the modes of the various Psalms. one cannot escape 

the questio n o f whether or not each of the movements o f a 

Psalm is in the same mode. I think this problem can best be 

entered upon by comparing it with the practice of secondary 

dominants in functional harmony the "modulations" are of 

such short and transient nature that they hardly constitute 

a change of tona l ce nter: in fact. the chords in question 

can just as well be explained in terms of the original key. 

Accepting this. it is possible to cadence on any of the 

tones in a key on wh ich a consonant triad can be buil t. It 

is slmi lar in t he Dix Pseaumes: the cadences on tones other 

than the tonic do not amount to elther a change of mode or a 

change of tonic. We must. t herefore. conclude that each of 

the movements of a Psalm is in the same mode. the absence of 

functional tonal organization in this period ruling out any 

possibility of modulati on to another . 

Considering the unity of mode in the several movements of a 

psalm. HAMERSMA7~ produced some noteworthy findings . Thus 

there are striking similarit ies between movements as to 

74 The brackets 
content of this table 
displaying the general 

accommodate the adjl~tments referred 
IS incorporated in the synopsis of 

musical lay-out of the ten Psalms. 

7" John Edward Hamersma: Op . C'i t.. VI) I 1. p. 33. 

to above. The 
Table No: 1. 
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chords most fr equently used. tones most f reque ntly chosen 

for roots of chords . and cadence tones. ()n the other hand. 

the surprising s imilar ity o f the tonal material. espe cially 

the rhoice 0f chords. betwee n movements is somewhat less 

remarkable when o ne reall ses that LE J EUNE's harmonic 

vocabularv - as wlll be seen below is much th e same 

thr oughout the ent i re (, 011 ection of t.he Dix Pseaumes . 

His harmo ni c use is clear and simpie. He takes gre a t ('are to 

supply all components of each chord - root. third. and fifth 

- and rarely 

In so far he 

omits a factor in note-against-note wri t ing76 . 

conf o rms with both the proscriptions o f the 

theorists a nd the aesthetic predilection of his age fo r 

complete. full-sounding triads . His conce rn for t his i s 

illustrated in those places where he resorts to t he c rossing 

o f v o ices in order to o btain the comp lete tr iad 

(?s.\u) ~-t .,I'r'ItA.&. H-U) ~)C.lr 11"~ · ~~ pcu:t3"~''''P--11) 

~~~.~~"'~ 
1:)1 , 19 

L'Co\.l -" lIi~ll. 

v 
Lo. '; lli.e.lL, 

• Lo,", -'3 lIie ..... , 

b\- b-e:' __ It,. . 

... tnt-

'"' ,.,., 

____ e.. . 

- e.. r.-. .... 
- e.. 

pl~~e.s-c1o.- tt..1", 

ri.Y.'If-::,- if .. :'tu. 

I .. ~I"'~' ... _ 01 .. - ter • 

-- ~ 

Often also . for the sake of a complete triad. a v o i ce would 

fall to the fifth. i nstead o f cadencing o n the raised 

seventh d egree. while voice c rosslng occurs plentifully in 

order to avoid parallels and still accommodate all factors 

o f the chor d -

76 I could detect only 
where the third was overtly 
Text expression could have 
meurtrie . 

one instance (in voice-against-voice writ ing) 
omitted in a chord (Ps . 8S . part 1. meas . 52). 

motivated this. Slnce the word i nvolved is 
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flA.-_tiLs a: Qi~(t$. It.s ttLS-her 1)14 bes- tcVt 

yu. - - J. .. ~t ~.f.rt'. I: J'~~i' =;~ ~ b~t..ll 
triA __ oL!l.$ .t forts. • Its ~-l1 i:1llu. b es.t"ltl 

forts. 

Even 1 n 

with the 

two-part writing (usually in polyphonic sections 

emphasis on melodic considerati ons) the third is 

seldom om itted . The preclusion o f the fifth is mo re frequent 

but. of course. less noticeable. But le t us turn our 

attention more specifically to the use of chords . 

LE JEVNE decidedly prefers the triad in root position to the 

first inversi on. For this reason the bass lines in the 

homophon ic movements o f 

of leaps. Chords o f the 

the Dix Pseaumes mostly 

sixth llsually appear 

move by way 

mainly with 

either the third or t he fi fth Ibut occasi onally also the 

root) preferred for doubling. Sometimes. however. LE JEUNE 

ef fectively uses a whole series of first inversions 

d.~ e.l!1 '/It- "tf' ~.- r~, '*. ~I ve-

v 
w.-nir SQ.- ~, v./. ... eWIIO-tUt' fa "'Q,..J...u.~\I!l. 

- -

&,"'ICIOI $li!tOU.n:d.u.. ci.el ... II-t\ir,....,... . .t... "',) ~!<. - - _ _ Ylr... cI.", 
40' ~ 
; 

l - -

The chord of t he s e co nd inversion IS i nfrequently 

encountered. but. although by no means the us ua l form o f 

cade n-::lng in the Dix Pseaumes. it is occas i onally found in 

this functi o n 
. ' . 
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.J I1A.. \'1·a..r-ns ~ _____ _ tt. 

I<'\l a.r- res - - - - - k 

~ 

However. it also turns up in other progressions and at 

different points within the phrase -

J / ,----.. '" 
I "' ... - -'II' ron.! , et h I. u- - - -"k1l1l-6t. - - ra. 

1"'If'~ 1::-+. ~iJ" f. .... J (4.$- - ~4.1o( 
+. '1 1:;.7 ... · 7:J." .... 
~s- boll. ... I i~ - - ~ . 

-

'i [ .. ci. - . - - ~'l. 
• Y , 
JIol~-~CUl pl1d, • ... -- - trCU\.- alit - - -\""e . 

-.-
d e. fa. C.L - - ." eo 'Zs - - _ _ r e.. 

(.1 l~) (") 

The fifth is regularly doubled in all these cases . In the 

absence o f forma lly established "key " c enters . the 

formations o f t he second inversion may be analysed as 

suspensions o r 

the impression 

appogiaturas to 

they leave 

another harmony . However. 

in spite o f i nfrequent 

occurrences. is that of a harmonically oriented design 

rendering an additi onal be nd towards tona lity . 

In t his connection it should be noted that even the 

polyphonI c writIng o f LE JEUNE I S harmonically or ientated. 

as can be seen in the emphasis upon the complete triad. the 

logical re lati on of dissonan ces to the harmony. and the way 

~he bass suppo r ts t he harmonies by moving . especially at 

cadence points . from root to r oot in f ourths and fifths . The 

prevai ling impression. t herefore . is one which points to the 

comp oser being consci ous o f t he harmonies while he was 
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comb ining t~9 IndlVldua] VOIces 

E x.l.S 

-+-~ 

- - fb..1. fo.- ...... ) ,,--vee to.)', D s~ tLl V OIL - lols 1>b-Fe. - - - - -
- - - . - - .. ::--.=-. - I :~ 

~- co. e~ ' _.;:)4-4 -:TT:Q;,o ' '. t Fe - - - - ... "- VolL- Icis tl.- v«.. 

~ - - - - - ~ -f" - rtt.j c\'-VI!.c:... tor 0 Sl tv.. vou; (OlS 

t I , _______ tw 1'v ______ 1'\ ~ 

Dissonance maintains a low prof ile throughout the Di x 

Pseaumes . I t is encountered 

us ual "non-harmonic ll tones 

mainly i n the appearance 

of which the passing note 

of the 

is the 

most frequent , especially in the melismatic settings of the 

polyphonic movements (or sections of movements) Suspensi ons 

rank second in recurrence, Many of 

usually with a lower auxiliary, 

frequent "non-harmoni c" to ne. 

these are ornamented , 

which is the next most 

The dissonant dimin ished fifth occurs with almost habitua l 

reiteration and should there f ore be considered part of LE 

JEVNE 's harmonic vocabul ary. The most common form a ppears in 

a progressi on v ii O I with the third in t he Bassus 

(usually doubled in one of the other voices) a nd the parts 

formi ng the dissonant often approaching, but always quitting 

it by step 

• , 
- -.. pi" h ..J. .. ".t. Q. -- y. te._---c:toL~, "'- hi.- v¢rs, 

-

1- .... 2::-L1j '1 '! a.r:. rt.~ ~'i ... ,q, 
-{. .... ~ , 

c.~- ch .. , , 
:f> 

I" 
L(- ni-ve.rs J 

I ~_ti,Tu. "FI",h."t "" ~- .. -'is ~, 
-r , 

- - clQ 1 • u.- h~'" wrs, 

: : 
, I I 

Occas ional ly the diminished f i fth IS also encountered in a 

progressIon anal ogous to t he l ater V7 (or one of its 
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i nversi ons ) - I -

-

v .... _ -ad ..... , e"- <. ..... -

+, 
ll lel.4. 

., 
arc.. n.l CV't. J CII.-

3" ~7 1. a 
"-"- - CQ.11 _ d.nz.: 

.: -' 9:'" "',"~, J <1- - Glo- rll. , J eo.. -

, '--'-...+ 
<"- CIl.I1 - - J.Y'Il.: 

i la.- ~ - .- re. fj',,--

: 

J'a.. - d.o - - re, J'a...-
m 

Besides the ~bove-mentioned. there is no occurence o f an 

augmented chord a nywhere in the Dix Pseallmes. except in the 

followjng passage f ound in the 1580 edition77 

tar- do, A., cl:rllits c{e c..o\l.r 

h .r- do, Av.. __ d..f"olts cLe. C.Otl.T" 

~ t"' ...... de, AlA .. c:lT'"Oii,.;· cit. C Ou.r 5e. 

t 

Forms o f dissonance wh i ch are motivated by the expli catio 

textlls factor wi 11 be dealt with under t ext - music 

77 Here the G-sharp in the Superius must be explained as a suspension 
over the following (D minor) chord . although t he effect of a diminished chord 
(without the root ) prevails. since the G-sharp is not attacked together with 
the D in the bass . The singularity of this kind of formati on. being a weak 
pr ogression without even a textual reason to support jt. must give rise t o 
doubts as to its authenticity . especially if one keeps in mind the ever 
present spectre of misprints . Indeed. in the original edition of 1564 the 
not e-values of the G-sharp and the A foll owing upon it are inverted. i.e. a 
quarter- note followed by a half-note (with t he rhythm synchronous i n a l l 
voices) . Thus the chord progressions are Simply : 

A minor: iv 
D minor : i 

i v iv 
i iv i 
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relationsh i os. It suffices t o say here that such c ases are 

surprising l y rare as is . in fact. the altogether low 

frequency of the use of dlssonance . The l atter may. however . 

be explained by the circumstance of the co llection having a 

predominant ly hc,moohoni c texture where dissonance lS. ,9.5 a 

rule. not empl oyed in a struc tural sense with the e ffecti ng 

propelling f orce o f resolution . Much rather does it rely for 

musical ~eployment o n the compelling nature of melody and 

supporting harmonic progressions. 

In negotiating these LE JEUNE carefully avoids successive 

perfect consonances. Unlike his chansons of the 1550's. not 

a single example of consecutive unisons. octaves or fifths 

can be found in the Dix Pseaumes. For this end. LE JEUNE 

frequently resorts to c rosslng of voices. or interpolating . 

between the " ryaral lels" . a tone which is sometimes harmonic . 

more often. however . "non-harmonic". or brought about by way 

of suspension -

, 

4· ... , .. i;cU.I'lS -,",3 j .. - l"l'l1ti" .. , - - -

-~. :k- "7~~_7 ~i.h$" '0' jQ.- - ~t>.ls - -Q..5~ 

~ , J.- "'ail; a.S'~ "'. - r 
-~3 do. sos m.:thu . 

: -
JC1.- - mQ,.isas-- _~ d. .. 

The harmonic vocabulary LE JEUNE employs in the Dix Pseaumes 

is. as had al ready been pointed out , very much the same 

throughout the entire collection and is limited principally 

to thirteen chords plus the various forms of the chord 

cont aining a diminished fifth. 

shows -

as the following example 



E • . 34 
BB 

~ ~ e i; t -1f3rl! "g \tw ~iIf$!bl£ .. -.--- -
-<> 0 0 

. C D cl F G ~ A a. B-fl~t 

plus chords containing the diminished fIfth formed on 

vari ous degrees . Found only in the transposed modes are: 

f l( . 3~ 

F~) • 1) at·" 
-So 

c:: E-fl"t 

- which are possible through the use o f E-flat which 

functions in the transposed modes in the same way as B-flat 

does in the untransposed modes. And finally: 

!;x. 3~ 

In 9~ IfF 
E e 

- which are fou nd only in the untransposed modes. To the 

rule concern ing the latter two categories there are. 

however. a .few except i ons. Thus the C minor chord IS 

encountered once In the second and third parts (me as. 24 

and 11, respectively) a nd the E-flat major chord found 

likewise in the identical movements 

respectively) of Psalm BB (untrans posed) 

(meas . 23 and 37. 

In addition. the E 

major chord is met with once (two-quarter-note chords. all 

voices synchronously repeated) in the second part (meas. 13) 

of Psalm 9B (transposed). while there IS a l so o ne clear 

example of the E minor chord in the first part (meas. 15) of 

Psalm 57 (tra nsposed). The apparent reason for the se 

deviations seems to lie in the domain of text illustration 

and will be referred to again later on. 

In spite of his cautiouness . employing almost exclus ively 

t he tones availab le in the chosen mode . LE J EUNE sometimes 

ventures into daring harmonic excursions totally 

t ranscending the accepted limits. This happens i n Psalm BB 

where we find B minor. F-sharp major and B major chords in 

the first movement (meas. 67-6B). and. i n addition to these. 

F- sharp minor and (-sharp minor chords in the second 

movement (meas. 29- '33) . whi Ie chord orogressions like G 

major - F-sharp minor - E minor - B minor Imeas . 2B-30). and 
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E-f la t ma jor - A-flat mal0r - F mInor - G major appear in 

t.he th ird mov~ment. These "!xceptl0nal G'OIses are mo tivated by 

the exoiicatic t ex tus f ac t or. 

1 .3.3 Melody 

Introducing WILLAFRT' s ..il l'S Nova 

years ago, ARMEN CARAPETYAN ve ry 

in a n article some forty 

apt l y point.ed out that many 

scho lars dealing WIth the mUS1C o f ~he si xteenth century 

regard PALESTRINA as the cu lminat ion o f al l that had 

preceded him . . .. "as the friut o f t he who le c entury "76. 

Indeed . PALESTRINA was the highest point of a development. 

But of one phase o f the art of music in Italy. There was 

als0 a nother 

on to s ay. 

conservative 

s ide . "The sixteenth century " . CARAPETYAN went 

"had musical Guelphs a nd Ghibeilines. 

parties and progressive o nes . The best 

composers o f the progressive group represented the finest in 

the musical devel o pment ... no l ess than did the 

conservatives . but they moved o n a stream o f liberal ou tlook 

and experimentation . It was this stream that fl owed o n into 

future musical history" . I t was a devel o pment which branched 

off. as i t were . before. with the music of PALESTRINA . t he 

path reached its end in the ult i mate achievement o f a style. 

It represe nted a process . not a completed fact. which did 

not attain fulfillment in the sixteenth c entury itself. For 

t his reason the movement is less conspl c u oUS in the 

perspective of tha t age and it is , 

understandab l e. yet not permissible . 

historians reven to th is day. in sp i te 

consequentl y. a n 

fallacy if many 

o f t he objections 

recorded four decades ago ) tend. when focussing their eyes 

o n the sixteenth century, to identi fy the music o f the 

period with t hat o f PALESTRINA . We should. therefore. take 

c are not to fall prey to the misconception whi ch requires 

the f eatures of all si xteenth cent ury musi c - also that 

bel o nging to the progressive school of thought to be 

measured by the norms and ideals of the c ompleted art o f the 

78 Armen Carapetyan: The Hl.lsica Nova of klria!10 Wil1aert. in Journai Qf 
Renaissance and furoque Music. Vo l . I. 1946. pp. 220- 221. 
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conservative school . Techniques "hich PALESTRINA applied 

cannot possibly be considered as ultimate qualifications in 

judging the music of the progr~ssive movement. which counted 

amona its leading figures the names 0 f WILLAERT . DE RORE. DE 

WERT and ANDREA ';ABRIELI. as we 11 as theor l S1:S 1 ike 

VICENTINO and ZARLINO. 

Having accepted the strong possibility that CLAUDE LE JEUNE 

had spent some important formative years during the late 

1550 ' s (possibly also overflowing into the early 1560's) In 

Italy in the ci rcle of composers who gathered around the 

ageing WILLAERT. and seeing some of these influences borne 

out i n the Dix Pseaumes. it should. by now. have become 

clear on what stream LE JEUNE had launched his bargue of 

musical development ( to remain within metaohorical speech) 

when he left his northern homeland. Although one may compare 

his music with that of the conservative school (i n order to 

allow the points o f distinction on both sides to stand out 

i n intelligible relief). one will not measure it by the 

standards of the completed art. For. while even a LASSUS 

turned conservative in his o ld age. CLAUDE LE JEUNE was a 

life-long progressive composer whose 

different goals. spearheaded much 

realised o nly in t he next ce ntury . 

music. driving towards 

o f what became fully 

The reason for expounding rather emphatically o n this 

particular aspect lie s in the fact that melody seems to be 

the compositional element most perSistently judged in terms 

of Palestrinian ideals. And again. this is not astonishing. 

because just as Gregorian 

its inherent qualities 

mel od i c invention o f 

chant is generally esteemed for 

o f d ispassionate solidity, the 

Palestrina commands universal 

admiration for its gracious flow. coherence and fi ne 

ba l ance . For sure. these qualities were 

in a context where all details must 

cultivated to serve 

uni te in en1:irely 

eleme nt could be undi sturbed harmony nnd no 

emohasised at the expense 

such refinement . melody was 

single 

<) f anothel'. 

bound to be 

In order to attain 

cast into forms 
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prosc rIbed ;)v el abol-ate rules and cc,nventi o ns 79 . t he true 

art of \-Ihi ch. i n 

manifesced itself 

spite o f the lmposed restrictions. 

in an aoparently free a nd natural 

deployment. But. () f course. such musical equanimity is only 

poss1ble WILh a measure o f sacr1fice . most conspicilousiy the 

subordinati o n of intelligent texT: comrnuni ccuion . ~.nd this i s 

exact l y r.he point ",here the or09ress1ves o f t he sixteenth 

century " branched of f " . Their new outlook on the relat ion o f 

text to music was no thing but the result of humanistic 

thinking. which c entered in the idea of expressing human 

affecti o n by means of musical language. and in the urge for 

reviving the ancient Greek concept o f text -music relation 

according to which "the rhythm and harmony follow the words. 

and not the words these"Bo. For the moment it suffices here 

to say .hat t he new outlook could not fail to have had a 

profound influence on mel ody. 

attent io n . 

the obje ct of our present 

Looking at the aspect o f melody i n the Dix Pseaumes -

whether it be in the polyphonic o r predominantly homophonic 

movements - . a cursory investigation leaves the impression 

of less sophi sticat i on. a n ap parent lack of reglementation 

causing it to appear rather unseasoned and naive: if not 

unpremedi tated. it certainly does not appear to radiate 

abundant conf i dence. It reveals at o nce promise and 

uncertainty. r eminiscent of t he first st e ps o f 

in fact . quite as to be expected from 

a debutante . 

a new style 

establish1ng itself while sorting out it s preferences. In 

spite of this still somewhat unsettled state of affairs. we 

can neverLheless identify certa i n traits in the melodic 

treatment o f the Dix Pseaumes. 

First to meet t he eye 1S the di fferen t length of the 

79 Kund Jeppeson: Gp. cit .. pp . 84-97 gives a resume of these . 

80 Platonis Opera. ed. by John Bu.>'TIet . 5 vol .. Oxford . 1957 . Vol IV 
R>cpubJi c. Bk. II I. 400d 3-4 ( .. ..r"'fP [3v8/"6. yf <a' dpl'-Ov{a >"6y'l', wcrrrfP I1pn 

tAEYETO, aAAa. fL~ AOYO!l TOVrO tS'. 
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musical phrases ln homochonic and polyph on i c writing. 

respectively. I n homophonic texture L£ .1 £UNE t reats the text 

syllabilically. in which ("ase the length '.:, f the musical 

l ines deDends u pon the length of the c o e tic l ine . The li nes 

of DE BEZE ' s poetry range f rom five to el even syllables. 

However. now a nd t hen a phrase is lengthened by ,3, n 

enjambement in whi c h the meaning ,) f the text i s extended 

i nto th e fo llowing 1 ine. causi ng the musica 1 ohrase to 

require about a l i ne a nd a half of poetry and . on occasion 

(where the I ines are short as in Psalm 81). even t wo lines. 

In addition. a phrase c an also be lengthened by the 

repetition of text fragments. e . g . when an invocation or an 

address is involved 8 ' . or when an exhort ati on is raised82 . 

o r when c erta in words require stressing83 . or by t he use of 

meiismas i n modest o rnamentation o f chords. In polyphonic 

textures t he phrases are extended by rnelismas and by 

repetition of text fragments . Whol e phrases a re often 

repeated in contrapuntal writing where a motive is imitated 

twice rather than onc e . 

Simi lady . range is a nother aspect whi c h shows up 

differences 1n the mel odic treatment o f the two textures. In 

t he homochoni c movements we may sometimes find considerabl e 

differe nces 1n ranae from phrase to phrase -

~x. 31 (S"fuios'Ps. q. ,p";:, ,~"",.,,-+,) 
~! if J ' J ttl r' r, J ) I J J r I r I r r I Ei IT i IF UIilF"""' 

I;;t cle Sit ve- ,..r-te 10)- It..- Ie l'OLU" Jo"U-\"t\-.al. I"rlQ..u,_te- ttLr: 

81 Louez Dieu . in Ps . 135 . Part 1. meas. 21-23: venez. in Ps 135. Part 1. 
meas. 10-12. also in Ps . 96.Part 2 . meas. 10-12: SOnnez la trvmpete. in Ps. 
81 , Part 1. meas . 26-30. 

82 tJ Dieu . in Pa. 102 . Part 5. meas. 9-10: Selgneur. in Ps . 88 . Part 2. 
meas. 7-9: EglPte . in Ps. 135. Part 2 . meas. 12-14. 

83 .fe cri. in Pss. 88. Part l. meas . 7-11: Et des le matin. in Ps. 88. 
Part 2. meas. 60-62: Las' Je iangui . i n Ps. 88. Part 3. meas. 9-10: Dix mille 
ennuis. in Ps. 95. P.art 3. meas. 30-33: Sus done qu'en plaisir et en joye. 1n 
Fs. 98. Part 1. meas. 47-51. etc. 
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Yet. the mel odles of t he r espe c tive phrases move within a 

narrOH range (the f i rst lies within the ambi t us of a fifth. 

t he second within t he limits of a f ourth 1 . As a matter o f 

fact . ranges o f a f ourth . fifth o r sIxth are normal in this 

t exture . whereas l"3.nges wider t han t hese usually po int t o 

Bome special ~tfect In word pa Inti ng. 

o bvious examole -

a s in t he f o llowing 

Ex.38 (S'"'I><"'"" 1's. 9t, p...t •. .",..,. 35"- 43) 

Wtjj. j \ r r fi r iJ J.l I J .J I{N.. 
T ~ LS pllAS ha..ut mo".te ~ue. cts ~T'-TeS- tf"12S ti~u.)(~ 

~=¥¥J i J J J ¥, J J I F J I I e \1' 

On the other hand . ranges up to an o ctave are quite common 

In po l yphonic writing where the extended length of phrases 

allows more time for greater ascent to and descent from a 

point o f culmination -

h.39 (S"P'''.'' l"s. "1..r...t+,,,,",,,,,,,1.~-1.') 

; j' ,I J (. I WJ} r If r J \i in J J I J '\i4=-
Lu.)"cnlUl-te.- 'flit, l"j ck-.n.-~.roc. tAo IOu..-Cl.K -- ge 

Against that. ranges larger t han an octave are seldom met 

with in either texture: when t hey do ')ccur. it is f or 

serving the special purpose o f text-expression a s 

illustrated by the following examples -

1:'.4<> 

& r IF t r 
Et de / .. c<-

(S"f>,rie<s: 1'$. 9<; pa..-t ~,,,,..... 33-3,) 

irF'rJID JIIJbliF""-

~K. • .ttl ('Oa.sst.{s: f's,I01.) raAltl~' 38'-'t-1) 

6): an 1. f f tE f [r r If trJd 
VOL --T'E! e f{w hqJ: des Cle.tt.x. Vers bz.rre ~bQ.ts-sl le.s 

-6,1' r f t I r Rfir4 ! J I J .J ! t'i'" 
'jeIJ..'t,Yflrs h:r~Q.b~·s-se lu yea.y. 0.. b~5-&e \es 'feJJ.'JC. 1 

By way o f comparlson it is interesting to note how LE JEVNE 
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aiso ~elibera~ely ~mploys narrow l'ange with great effect. 

usually in passages of a sombre c1r narrative character -

Ex. 4-3 (s f.4p9-ri.u.s ~ 1'5. 101., f'o.t-t ( ,~. 1-4-) 

;" I ,j hffi ,J Pr I J .J It4¥=-
Se't- 3t'leu:r;en.-ter1 h'l~ re- ~L(es-t<a, 

(Su.penu.s~ "?s. 9S", p...A. 3'~'1-11t) 

; F rr If "f If i /' II' ,If lip Ire I If HI" Ii' '1M-
lltt Ie. Sei- Sl'\eur J<1- cLi.s I1'lt fl- re,J:,. Oil 10M- swz-me.ot1 ils ITIcnt t'bl-ti', 

A third aspect to be considered. is that of movement . Again 

some differences surface when the two textures are compared. 

In homophonic parts melodic movement in the t hree upper 

voices IS mostly by diatonic step: repeated notes rank 

second in frequency. The Bassus, however. moves (as had been 

pointed out earlier) mainly by leaps of fourths and fifths. 

rendering the harmonic foundation for the upper parts. 

Seconds and thirds are the next often occurring steps in the 

Bassus. In polyphonic texture all voices move prevalently by 

diatonic steps , The melodic interval of the sixth is rare: 

however. LE JEUNE seems to show a preference for the mInor 

sixth. Both forms are I~sed ascendingiy, often for purposes 

of text expression. The same applies to the interval of an 

octave, although the Bassus on occasion also makes ascending 

leaps of an octave for purely technical reasons within the 

structure. Meanwhile. 

two times -

the interval of a seventh occurs only 

and. t HO measures further on. a leap in t.he Tenor from g to 

f. Intervallic movement, especially in the Superius. tends 

to return after a skip in either direction to a note within 

the i nterval o f the skip (usually by step of a second) . 
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However, I t ",eems to be qulte irrelevant whether the skip 

occurs from a n accented or unacce nt ed note, Much rather do 

text considerati o ns a nd harmonlc necesslties. t he latter 

notably In the middle voices. aopear to be the ultimate 

d etermini ng fac tors of interva lli c dep loyment. I n respect to 

la t ent '1lel odlC' lntervals fo rmed by the bo rder tones of a 

phrase. LE ,JEUNE discriminates conspi c u ously be tween the two 

text ures . Thus t he tritone formed in the fol lowing example 

does not seem to b e a c ause for rejection -

",'1-1 r' ' . 
li, \ j " \ '\ > 

-~ 
J -6- J. ~ :f ~f J-I ~ 

, 

On t he o ther hand. he conscientiously avoids this interval 

in a polyphonic section -

-, 
L • -...... 

- t:.Q..J ~t <t. oh~-t.T ~ 

~-- ....I -' .t d<e~ ~ ~ 

'8 et rte.&l4>\. - - - - bt,,-, 1Ie.- v...t 
.e ~ ..:-r ... 

Had he cared to i gnore t he t ritone . he 

done so by simply swopping the notes of 

th e Te nor ln measure 17 . Albeit a 

observati o n i s worthwhile recording 

could easily have 

t he Contra tenor a nd 

rare instance. t he 

if only for its 

additi onal evi dence o f the more li beral out look which was 

emerging in harmo ni c matters . I n any e vent. subseque nt to 

lat ent melodic Intervals formed by the border tones . LE 

J EUNE. in polyphonic textures with longer melismatic 

"hras es . takes good care to "resol ve " the sevenths a nd 
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!1 ineths -

EJc. 4-9 (Contn.ttnof~ fi, ') ·lr~1.~.'t"-t1.) &~, So (s ... ,"tL.ri.~: _r:~~t;t '1. ,~. )$"-3-;) 

4-~-----i1!tJ:fFP=tlF fJ tiidfll u-rtttlf!=ttf4$ 
~fP-t ---- Sb..'- ----- VOll( 

GnuJ. ....... d.t. ~Itt 

S)C.·3"1 (T1ll\or l"f's. el,~~3.~. (.-1)) 

, t1Jiii±U@d I Q 11/& 
F'l.. __ __ -.--'('0".1 0.- Ve.(, to'} 

The chromatic semi-tone. finally. is rarely met with . It 

occurs altogether o nly seventeen times in either ascending 

or descending form. In some isolated instances LE JEUNE uses 

the chromatic semi-t o ne for text expressi o n -

~ 
t ~ f---

d 8,-",·t t..t ok ~ol' "'P(QLt.re 

v 

tt 'f.. mit d.'t. foil "I tun o..t 

Is VIItIA.~ .t &\Mlt t."t J..e fOls 
p r f---

.t 

Considering the limited use of chromaticism. it ca n hardly 

be regarded as an important melodic feature. At this stage 

of his creative life. LE JEUNE clearly was quite content 

with explor ing the many-faceted c ompositional possibilities 

of diatonicism. 

1. 3 . 4 Rhythm 

By the middle of the s ixteenth cent ury , t he tendency t o 

simplify the no tati o n o f rhythm (already evident in the 

musi c of the early Italian f rott o lists and Paris i an c hanson 

c omposers SERMISY . JANNEOUIN. CERTON and others) . bad 

e stablished Itself and the tempus imperfectum diminutum 
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(applied to all voices eimultaneOl1s1y) was accepted as the 

normal practice. Consequently. this is also the "rimary time 

signature used in the Di.V: Pseaumes. che applicable sign 

being e. Additi0naiiv the ~ime signatl1re 3. the proportio 

tripia. is used in five short passages con~alned In as many 

different movements (see Table No. 1)B4. 

HAMERSMA '/et·y apt ly points o' . .lt that. the aimost e:-~c lusive use 

of the duple time signatllre e does not indica~e an equallY 

exclusive use of duple rhythmB". Because. bes i des the 

ternary rhythms indicated by the signature 3 or by 

coloration. units of three pulses are frequently met with 

under the primary signature of e. This kind of rhythmic 

flexibility was practiced throughout the sixteenth century 

and . In fact. rema1ned. 

JEUNE's compositional 

in 50me for,m or other . one of LE 

preoccupations. The following is an 

example of the kind of "counterpoint of rhythmic accents" 

between the different voices one may find under a single 

s i gnature of e -

On the other hand. if the accents occur s i multaneously 1n 

all the voices of a homophonic texture. the result may be an 

irregular shifting of duple and ternary rhythm. 

64 It is interesting to note that some of these (Psalm 57 and Psalm 97) 
reflect both the change in signature and coloration in the 1564 edition . while 
the 1580 ecli~ion prefers only coloration. ~ither of which have the same 
",ffec~ . 

65 John Edward Hamersma: (I". cit .. Vol L p. 61. 
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d.e..', "o..t-± 'bi.w. , : d.ijoe 
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, '" e.,,- :ton-

I" Et ~< I. ~ltl\~ d: J,( ! ... \ \/oix ~Q.~ d.¢~ va..n-t 
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the plasticity of which no longer needs 

complex notational schemes. but is 

to be represented by 

articulated by the 

musical implications themselves. Togecher \-lith the 

kaleidoscopically changing co l ours ot still prevalent modal 

harmonies. this i ntriglllngly elusive rhythm combines to 

br ing about the part icular attractive ness of t he music of 

the Dix Pseaumes, 

We now have to turn to the i nner rhythmical organization of 

the mus ical phrases. As was stated earlier . the mUS 1 C in 

both r:hordal and contrapuntal textures does not follow the 

strict poetic meters of the texts. but is treated In an 

apparently prose - l ike manner. Having said that, it may, for 

our further deliberati ons. be useful to recall the 

character Is tics of verse and prose with respect to rhythm. 

In poetry rhythmical movement. as expressed in ('.rganized 

measures . is inevitable and cannoc be over looked !n prose. 



on t he 0~her hand, rhythm can also be pxoerl e nced, but t hen 

it is f.elt ~o be intermittent. It is no t sustained and 

regularl y rontinuous as i n \'erse: i t i s changing in 

chara c ter ftnd i t i s not h omo genous. i. e . t he time-Interva ls 

vary i n d iffere nt sentences. even if w1thin the individual 

s ent e nc e s they a re more t: ha n appl~o ;dmat ely e qual. ',lhere as i n 

poetry t he me t ri c al scheme \ lambic nr ;;:napaestiG. o r 

whichever i t may bel becomes so firml y e stablished in the 

mind t hat o c c asi o nal var i at ions will no t unsettl e the 

rhythm 'i n a ny 'Nay . 1n prose a standard foot is not 

established . and what rhythm there is . runs spasmodically 

and constantly breaks down. 

But t here 1 S . o f course . more than this to distinguIsh 

poe t r y a nd pr ose . If. for instance. any simple rhythmi c 

series i s produced. we s hall notice a tendency to group 

small units o f basic or primary rhythm into larger sections. 

Thi s tendency sprouts from quite natural conditions 

physiological ( in the case o f v ocal utterance ) . in order to 

pause for the taking o f breath ; and psychological . because 

the range of attention 1S limited . In any event . this gives 

r ise t o a secondary rhythm. which manifests itself by the 

primary rhythmical material f a I ling into divisions o f 

limited a nd regular or symmetrically varying lengths. viz . 

lines o r verses . 

Having established the existenc e o f primary and secondary 

rhythm in poetry. we need not go 1nto more detail about the 

nature and devel o pment of prosody 0ther than to state that 

in French verse of 1Ilso t he sixteenth c entury the length of 

lines of a poem ( i . e . seco ndary rhythm) was determined 

strictly bv the number of syllables . In fact. so dominant 

was the ",yllabic idea ~hat where the "xigencies o f the 

language prevented conformIty t o the r u le . seeclal rules had 

t o declare what s yllab les need no t be c ounted in the verse . 

such as s o - called atonic syl l ables a t the c aesura or end o f 

a l ine. and syl lables ca pable o f eli s i o n . Thus i n French 

syl l abic verse . while units of secondary rhythm (lines) were 

v erv d ef i nitel Y f ixed . t he primary r hvthm within the l ine 
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was largely indetermlnate 66 . 

Focussing back o n thoe Dix Pseaumes. the obvious question to 

arise IS. whether any intentional scheme determines the 

soeemingly free. prose-l ike flow o f the music. Such 

regulating factor . we have ascertained. is no t to be found 

In conjunction with the primary rhythm. the poetic meters. 

o f the text. Since. however. in note-against-note writing 

the music is set syllabically. LE ..JEUNE has. in these 

movements. no option but to follow t he exact quantities of 

the syllables - by which the music is definitely tagged to 

the secondary rhythm of the poetry. The f o llowing example. 

the princ i ple o f which is the same throughout the Dix 

Pseaumes. may serve to make th is clear -

(Psalm 57. first stanza) 

1. 

.. .,1 01 .. <:>J oIJd v _/ _ - / _ _ Iv -/ v'::: l 
Ayes f)l tie. ayes pitle de may: 

..... 
2 . 

~ / ~ ; J I J ; 
I ~ J I d 01 I v - v 

Car 0 mon Dieu. mon arne espere en toy : 

.r 
3. 

J J. » J J J. » J J d J 
_ / v 

t;nt f q~e 
v v / v - ( . ) / 

Et jusqu 'a cas mechans rebelles 

4. 

J 
v 

Soyent 
J ~ / 

[':>v 
v 

ne 

5. 
~ ~ I Jv ~/ ~ 

Ja.majs n 'auray qu 'en 

The primary rhythm of this verse is five - foot iambic (with 

some mInor variants). while its secondary rhythm IS 

manifested In the decasyllabicism of the lines as well as in 

the number of these (forming a quintet) and the scheme of 

rime (AABABl . Although LE ..JEUNE d oes !lot f0110w the poetic 

meter. a note is supplied f or every syllable - in all ten t o 

86 In the vers decasylZabe. ,,,here the caesura Wil.S usually fixed after the 
fourth syllable. the accents ffilght be four or five. In vers oc-tosyllabe (which 
is most often used in the texts of the Dix PseawIJes) a caesura. as such. was 
not considered necessary : here the accents ml<Jht be v.o or three . 



101 

each l i ne. except in the third and fifth lInes lof the above 

example) where. according to the 'Jenera I rules ')n 

arti cu la t i o n in singing . an additional no te is added for the 

' mULe' Byllables in rebeJles and ~ilJes respect ivelyB7 . From 

this follows that the musical phrases coincide with the 

l e ngth o f the lines and t he particular number o f these which 

f o rm the SLanza . Usually both the individual lines and the 

stanzas are separated from each other i n the corresponding 

musical [)hrases by rests. The Lhird component of secondary 

rhythm involves rhyme . Here agaIn the peCUliari ty o f the 

French language is determinant since distinctions of 

accent and quantity in the body of the line are not 

sufficiently pronounced to be made a regular basis of meter , 

accent. in conjunction with rhyme . plays an important part 

in marking secondary rhythm. Thus the last fully sounded 

syllable of the line (i.e. other than the ' mute' -el bears a 

distinct accent. LE JEUNE's musical phrases conform also 

with this requirement of the secondary rhythm by ending. 

with few exceptions. on long notes. We can. therefore 

conclude that there is indeed an intentional scheme 

determining the seemingly free, 

music. a nd that this scheme takes 

prosa-like fl ow o f the 

its cue from the secondary 

rhythm of the poeti c texts of the Dix Pseaumes . 

Before proceeding to the urging question why LE JEUNE would 

have chose n such an ob lique regulating factor rather than 

setting the music directly according to the primary rhythm 

of the texts . we should take a closer view of the "prose­

like" character o f the music of the Dix Pseaumes . For one 

thing. this "prose" is not without its own rhythm with many 

internal references: in fact. much of what had been said 

earlier about the rhythmical qualities of proper prose can 

also be tracked in t hi s music . Again a n extract (chosen at 

random. s ince the underlying tenden c y demonstrates itself 

87 If more t han one note come to a syi labie - as at the end of t he fifth 
line - they signify a modest ornamentation leading up to and/or occlU'-ring at a 
cadence . in which case such notes are grouped together to indicate the 
syllable or syllables they serve . 



102 

throughout the h omophon I c movements 0 f the collect i on! may 

be used to illustrate thi s contenti o n . For the purpose of 

practical perceptibility the musical 

reduced to mere rhythmical symbols 

notation is here 



(Psalm 88 . stan~as 2-4) 

~) 

II 1 . rlJjJ ell d j J J 
~' J> J J d eI I j) I J J I 

2 . d (d) 

3. .r 0.} '.1 J J J I c)1; d J J (d) ' 

4. ;) '; J J. f~"J ; ; i 
d J J ;.<)';'J; J (d ) 

, 
5. 

6. ; I j J J d e)1 J d J J Cd) 
, 

.I.) , 9 r---:----, 
I II 1. J'; J t f '.) J J J' 

IV 

2. J. J'd f)IJ ~ J oJ (o!)' 
e.) i I 

3. .r J j . t J ; J J d fd) 

4. S) '; J .I d. J'j)'; J J 
5. '*).r 'J J J. J>' .)I J j J el' (J) 

6 . ~) , l J. S 1 J j J i (eI) 

1 . J"; cl d k), J ; d. .I I J 
2. " J d J't!, J. l' J J J' LJ) 

3. i ': l' Sf 1. t I' 1" J (J) 
4 . J . .J'~Jk),J J d . .1', <> 

5. !V l' l' J. :1 J ; d (J) 

6. h) ' ,J' J' l' J. l' t"; J 
i) , , ; () 
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ee 

ee The rests have not simply been ignored. for they form part of the 
rhythm. But. since they can be inter preted to be long either to the end of the 
previous line or to the one they precede. they have not been incorporated in 
the groupings for the sake of Simplification needed to illustrate the Doint of 
internal rhythmical reference. 
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This schematical representation can be summarlzed as 

follows -

, lnit Stanza Line First/second half Frequency 

(a) II 1 • 
Ll J J II 3 k 

II 4 • 6 

II 6 " 

III 2 * 
III 5 * 

( b) II 2 * ] S 1 l J J II 5 • 2 

( c) II 3 * 

1 
J J J J [J/J] II 6 * 3 

III 1 * 
(d) II 4 • 

1 J J J. ~ III 1 * 3 

III 5 • 
Ie) III 3 * * 

J 
2 

J t r H 11 J [!J]n I 6 * * 
( f ) III 4 * ] 2 

J J J J . J IV 4 * 
( g) IV 2 * 

J 
2 

J. ~ J J d [J] IV 5 * 
(h) IV 3 • • ] 2 

J' H J. J'.I'.i' d [J] IV 6 • • 
( i ) IV 5 • ] 2 

UJ'J . S IV 6 • 
( j ) II 2 * ] 2 

J J J III 4 * 
(k) IV 1 A ] 2 

J J J. J IV 4 • 
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The rhythmical patterns identifi ed in the above summary and 

recurring as they do without. however. being sustained and 

regularly continuous. 

yet more hints 

conta in many 

(not indicated 

internal references and 

in the exampl e) o f 

corresponding measures 

across stanzas. The 

some overlapping. others reaching 

total effect of this interaction 

contributes towards the eloquence of t he musical language 

which, while coup led to the secondary rhythm of the texts, 

lays c laim to lts own raison d'etre. But why would LE JEUNE 

insist on securing a justification for its own ex istence? 

The answer to this is correlated to that of the question 

advanced earlier. viz. why LE JEUNE did not "tie" the music 

to the primary rhythm of the poems . Looking at the settings 

o f the Dix Pseaumes - especially at aspects of it which wi 11 

be treated in a next chapter dealing with text expression -

the explanation for these queries lies in exactly this 

fact or: the concern of the compose r for the texts and his 

desire to attain their ultimate express ion ln sense and mood 

by means of the music . But can this not be accomplished best 

by following foremostly the poetic meter? 

Meter in poetry - we must remind ourselves - is not only a 

matter of regularity. but also o ne o f intensification and 

concentration . Metir renders . in a slngular way. distinct 

emphasis to the words of a line of poetry. This emphas is is 

i n ge neral practice additi onally i ntensified by various 

tensions which may occur between meter and natural rhythm ln 

a sentence a s determined by the characteristics o f a 
', . 

language. In any event. poetical language was aptly 
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d escr ibed by GERARD MANLEY HOPKINS as "the curren t language 

heightened89 . and meter is one o f the most important means 

to effect th is "heightening" o f the current languaae - al l 

to t he pur pose of attaining a Iln l que and strIki ng way of 

express ion . If meter t hen se r ves expressi on and mood in 

prosody. one may surely expect so much more that the music 

in a set ti ng. which aims at serving the ulti ma te expression 

of the se nse a nd mood of a text. would be st r ongly l i aised 

wi th the meter o f the poe m. But '''e should moreover remind 

oursel ves t hat the Fre nch poets o f the s ixteenth century 

were o f the op inion that poetry s hould rather be heard tha n 

read90 . For such realization of poetry 

t empted to use the noun "performan ce" 

o ne is a lmost 

also other means 

than those earlier d escri bed as primary and secondary rhythm 

were available. albeit not in structured or v 1sual ly fixed 

form. Among these c an be count ed vocal pit c h . in fle ct i ons. 

dynamics. stress. as well as t empo and punctuatio n . The 

musical equivplents o f these means can be translated into 

notational symbols 1n order to serve the explicatio textus 

to the full. but only very insufficient ly - if at a ll-. 

should the notational s ymbols be tied d own to the poetical 

meters . 

This t hen is the answer to the question why LE JEUNE did not 

attach t he musi c to the primary rhythm (the poetic meteri of 

the texts. It was his finely attuned co n cern f or the meaning 

and mood of t he poems which caused him to d ec ide i n favour 

of the "prose-like" manipulation of the music. believing 

t hat t his "free " dispositi o n is best suited to serve the 

expressive require ments o f the texts with which i t shares 

the common constructural element o f secondary rhythm. It is 

o f considerable importa nc e to note at this stage that. 

69 Cited by D.F. Spangenberg: Peilings van die poesie. Pretoria/Cape 
Town / Johannesburg. 1980 . p . 56. 

90 To them the flmcti on of lyric poetry was embedded in the psychogogical 
experience engendered by i t. affecting . beyond 
and t he senses (c f . Robert ,J Clements: Critical 
Pleiade. Cambridge. Mass . . 1942 . pp. 149- 50). 

intellectual 0Yasp . the soul 
Theory and Practl'ce of the 
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al though the music of the Dix P':'e aumes was in tended to serve 

the se nse and mood o f the text. it possesses. apart from the 

s u bt le l inkage of s econdary rhythm as manifested in the 

homophonic parts. its own raison d'etre. a nd consequ ently 

unfolds itself <lccording to its own . o ften lInique. 

poss ib il !ties of expr ession . These . somet imes fali s hort of 

t h ose of poe t ry. but they are al so o ften far advanced of 

what can be at tained by means of a linguistic medi um. 

Some musical human ists, notably those as s ociated with the 

Italian and French a cademies . assumed a more radical 

approa ch to t he matter of t ext-music relationshi ps. 

especially as far as rhythm was concerned. They were 

familiar with the many re feren ces In ancient literature 

where the rhe t oricians attributed vari ous effects to vari ous 

rhy thms . Hoping to recover these effects. the academicians 

ado pted as an essential prinCi p le the absolute subjection of 

musical rhythm to poetic rhythm . LE JEUNE. o n account o f his 

association since 1570 with JEAN-ANTI ONE DE BAlF's Academie 

de Po~sie et de Musique. also subscribed t o this view which 

was no t u nproblemati cal. However. at the time of composi ng 

the music of the Dix Pseaumes . he was not yet r eady to 

commit himsel f to the more radical appr oach. On t he other 

hand we may well assume that with t his col lection (his first 

major work. written after a possible SOjourn in Italy) LE 

J EUNE was set on t he way which ul timately took him to 

musique mmesuree . This is amply r eflected i n his acute 

concern for the text. his predilection for homopho nic 

texture. and his decision to couple the music to the 

secondary rhythm of the poems . In so far we can consider 

t he Dix Pseaumes as a definite mi lest one in the development 

of its composer. 
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CHAPTER III - THE QUEST FOR ELOQUENCE 

Accumulating references to matters 

other. Involve text-music relationships 

which . i n some way o r 

contribute to eoint 

context o f the Dix to It s impor~a nce not 

Pseaumes. but al so as an 

Humanism o f t he sixteenth 

to fOC LlS o ur pert i nent 

composition. 

·~ nly in 

ou tflow 

th e 

of 

century . 

att e nti on 

the emerging musical 

It is therefore fitting 

o n t his aspect o f 

By the middle o f the sixteenth century both composers and 

poets were concerned with the special relation wh i ch was 

thought to necessarily exist between text and music. 

Although their appr oach to this phenomenon varied 

cons i derably. t heir interest in the matter has common r oots. 

These. o ften obscured by different accents and priorities. 

lie much further back in history. and for t h e sake of as 

much clarity as can be a chieved o n a terrain which even 

today displays many ambigUIties. it may well be worth while 

to redraw the li nes of the development of thought o n this 

subject . However. as t he student o f rJistory will realise 

full well. such a task is mo r e formidable than it would seem 

at first glance. for an i nvestigati o n into a peri od 

involvi ng concepts such as "Renaissance " and "Humanism" is 

sufficien~ly loaded with the complexities of interpretation 

to induce even the most perspicuous pursuer t o caution. 

Since. o n the other hand . a comprehensive presentat10n of 

historical consciousnes s cannot be regarded as part of this 

study . we shall have to rely on such generally accepted 

tenets as will best serve our point of illustrati o n. This . 

of course. does not preclude new perspectives from surfacing 

and lightening up the general context o f our deliberations. 

Since BURCKHARDT published his epoch-making work1, it became 

an a cc epted fact that indi vi dua l ism was an lmportant driving 

1 [lie ft'ul t ur der Renaissance in Ital ien (1860) 
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force In the s hap i ng o f the RenaIssan c e. glving c ause f or 

the pr o nounced s e lf-co ns c iousness o f that age a s well as for 

its urge t owards self-expressIon . Fo r s ure . t hese e l ements 

lie a t t he base o f t he Renaissance ' s cnncept of Man which 

gene r a ted . by way 0 fit s r'enewed j m:erest in the c I ass i cs . 

a n a t t i t ude ~: nown as Human ism . a d i spos i t ion whi c h p I aced an 

unIque s~ amp o n the in t ellectual a nd a rtistic e ndeavours o f 

the t ime. 

Thus t he humanists regarded the effective use of verbal 

communication as much more than a matter o f construction 

along the lines o f which medieval treatises tended to 

describe rhetorical technique. Much rather did they attach 

which they to rhetori c a esthetic and e thical demands 

considered e ssent ial t o a proper way o f l ife. To 

authen~icate their preference f or expressive . persuasive. 

kineti c rhetorics, they reached bac k to QUINTILIAN . CICERO. 

LONGINUS. and . ultimately , to ARISTOTLE, appreciating 

especially those passages describing the power o f rhetorics 

t.o move i ts hearers . HANNA GRAY very aptly summarized their 

frame of mind on these matters: "They believed... that men 

could be moulded most effectively and perhaps o nly . through 

the art of e loquence, which endowed the precept with life , 

immediacy. persuasive e f f ect, a nd which stimulated a man's 

will as well a s informing his reason " " . 

Moreover . in attacking scholastic logic and scholast i c 

Latin, the humanists assumed a n aggresslve pose . "_ . . were 

condemming a t once an attitude towards knowledge whi ch 

appeared to stress the abstract and intellectual . to have no 

true utility o r direct relevance for human life. and 

criticiSing what t hey regarded as t he failure of the 

s chol asti c s to c ommunica t e import a nt t ruths with persuasive 

2 Hanna Gray: Renaissance Humanlsm the Pursuit 
.Renaissance Eo-says. ed. by Paul O. Kristeller and Phi l ip P . 
1968. p. 202 . 

of Eloquence , in 
Wiener , New York. 
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I7'ffect li
3 , 

Hence the ~lem~nt e,f ~xpr~SSlveness in ~oetry ( ~nd also in 

music) , great.ly '; ided by t he new consci ousness of 

i ndividualism and enhanced by the humanist revival a f 

r het or1c came strongly r. 0 the f ore si nce the "waning of the 

Midd le J"Jes ·'4. Undoubtedly also other f;;ct'J r s fe d t he 

gradual swell of the new awareness which i nundated Europe 

during t he Rena1ssance, since ~ drift towards expressive 

pract ices. in support o f whi ch the humanists solicited 

class i cal a.uthority after t.he rediscovery o f QUINTILIAN ' s 

Institutio Oratoria" . was becoming evident 1n both poetry 

and music we ll before t he advent o f the sixteenth century . 

Thus for exampl e. the s urge o f religious ent hus1asm 1n the 

twelfth century. re leased by the teachings o f J OACHIM of 

FIORE and FRANCI S o f ASSISI . was pr obab ly as symptomatic o f 

an ecclesiast,ical establishment whi ch became i.ncreasingly 

critical in its own s ubstance . as it was i.ndi cative of a 

need to pro ject such fe rvour al so towards t he world o f 

secular phantasy and sensual experience 6 . Likewise the 

disintegrati on of the old social order in Burgundian culture 

at the beginning of t he fifteenth century led to a marked 

emphasis on aesthetic refinement , indicative of a yearning 

f or pulchritude a nd r e sulting 1n highly stylize d manners and 

" Ibid . . p . 203 . 

4 This turn of description . is of course . adopted from t he ti tle of 
Johan Huizenga ' s magnifi cent studies on the cultural and spiritual li fe in 
France and the Net herlands during the 14th and 15th centuries : Herfsttij der 
middeleeuwen. 1919 (Eng. trans. The waning of the Middle Ages. 1924 ). 

" A complete copy was rediscovered in 1416 after ha.V1ng been lost to 
the learned world for nearly 600 years, By contrast to the scholast1c 
t reatises, it endorses rhetori c as a system of education. explaining why the 
orator should use it and how audiences <;ould benefit from i t. 

6 Vide Herbert Grundmann: 
Fi ore. Marburg . 1950: Henry lllCde: 
der Renaissance i n I talien . Berlin . 

Neue Forschllngen !iber Joachim von 
Franz von Assisi lind die Anfflnge der Kunst 
1926 . 
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ceremonies. i ntended '0 zrans f orm t he harsh reality o f 

dwindling chivalric e thics and honour into a sphere of noble 

harmony . 

I ndeed. when the doctrines o f scholastlcism was still 

c hampi o ned l!"l t:he upper echelons o f t he Church and 

Institutions of higher l~arni ng . lt had al ready become stale 

a s a moulding force o n WIde terrains of human endeavour 

where the whirling masses . rlred of the ascetism o f the 

Middle Ages and often di sillusioned by the irrelevance of 

its philosophy 

found a hold 

towards their terrestrial destiny. sought and 

in the at f irmati on 

Therefore . in spite of the suspicion 

of empirical 

which medieval 

values. 

culture 

harboured towards "surfaces " ? a reservation which had 

deprived poets and composers of moral and even aesthecic 

au t hor ity fc·r pursuing engaging melodies o r a ffective 

language no one .,ho has heard a live renderIng of a canto 

of DANTE or a chanson of MACHAUT would believe that they did 

not in any way value the "sur faces " . those aspects of their 

works o ne could hear. Consequently it is understandable 

that. with respect to both rhetoric and music. the 

rediscovery of QUINTILIAN and l ater. with regard to music. 

the rediscovery of the ancient writers on this art, 

particularly ARISTOXENOS . was important. since they 

prov1ded a ohilosophical grounding f or the stated co ncern of 

these d isciplines which were increasingly seeking to move 

their hearers. 

However. the general Renaissance trend towards 

expressiveness did not imply the total renunclation of past 

techniques. Structural devices such as anagrams. acrostics . 

minor canons and c ancrizans continued to be part of the 

equ ipment of poets and composers. while the symbolism of 

numbers. although with less mysti cism attached to it. still 

? This at':i tude was brought about by p.llgustine ' s distinct ion (in De 
Dxtrina Christiana. I. 31) between things to be used (uti) and things t o be 
enjoyed (trui). and by the similar d istinct ion between letter and spirit in 
.:t llegorical jnterpl~etation, 
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figured I n their works . And 1 .lnders~andably so. eince ~he 

appeal o t virtuosity and t he desIre to establish inventive 

SkIll remained as Irrepressible as ever. On the other hand. 

a new dimens io n was added t o the matter o f constructi o nal 

techniques in as much as these were now recognized and used 

~s valuable ~xpressive means . In r his ' ~ onnec t i on .J AMES 

. ~NDERSON WINN points out that the f ormal divisions of some 

of PETRARCH ' s Sonnets are. for instance. 0ften structural 

examples of oxymoron : the form reflects the conflict within 

the speakerS . In the same way even rhyme, which had 

originated as a construc tional invention . became LO the 

poets of the Renaissance a vehicle towards extended and 

deepened poetic meanIng. As pointed out earlier in this 

chapter. composers likewise began to attach more specIfic 

expressive import to vertical structures: indeed. harmonic 

shading became a means of text-setting In the sixteenth 

century. But also polyphonic counterpoint was drawn into the 

orbit of expression: in fact. it proved a highly successful 

means to realise - even more e ffe ctively than in poetry -

conflicting emotions or the dramati3ation of a simultaneous 

appearance of different persons or sentiments in a text. 

By the arrival of the sixteenth century then. both poetry 

and music have established themselves in an 

anthropologically orientated climate as expressive arts in 

their own rIghts with their own vocabularies . concepts of 

structure and techniques . As such they were moulded by the 

same factors and developed in a common embience. Both also 

emancipated from t he a ssociation of the Artes Liberales. 

where they were dominated by the diSCIplines of numbers and 

often Immersed in cosmo l ogical speculations. Because of such 

common circumstances , the two arts. In spit e of each having 

at tained its own expressive profile. were dest ined to draw 

nearer to each other. a development whi ch brought the matter 

of text-music relationship pertinently to the fore. However, 

at this ~tage a new di me nsion was added to this course which 

e .James Anderson Winn: Unsuspected <7'loquence - .~ HistOl~!" of the 
Relations between Poetry and MUS1C. New Haven. 1981. p. 127. 
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was bound ~0 have de c islve l nfluenc ,,= '')n futur~ 

devei o pmencs . Indeed. It was ~ remarkable feat o f the 

occidental mInd that. while ema ncipa t ed f rom the spe c~llative 

phil os ophy ·, nd .Tl"nseitsbe'zugenhe.i[ ') I Scholasticism a nd 

rejuvenat ed i n the '! ffirmati on ' ~' f empi r ical values. It 

c o ncomlt '3ntly "cqulred .~ new spirltual o utl ook wh i ch once 

again lifted Its thoughts and aspiratI o ns above the hor izon 

<) f trans i tory everyday life . 

This new philosophical dimension grew organica lly from and 

with the ne e ds of the times . Nearly a ce ntur y before CHARLES 

V launched a fin a l attempt to save the political unity of 

Christendom . NICHOLAS o f CUSA wrote about all-embra cing 

unanimity in hi s De con cordant i a ca tho lica . His Dursuits of 

the Greek philosophy of PLATO introduced him to a domain 

"lmost ent irely unknown in the Latin world o f le arn i ng. v iz . 

di a l e ctic idealism . i mplyi ng the un ity of idea and corporea l 

things . By 

NI CHOLAS i n 

wi th r. he 

mergence 

virtue of his acquainta nc e with this philosophy. 

1432 commend ed to the Counci l o f Bas le. faced 

diSi ntegrati on of Church a nd Empire and the 

o f so much ecc lesiasti cal and po li t ical 

a dversivene ss. the power of the Holy Spirit as answer to all 

dissention and misfortune o f the time . While CUSA's concept 

o f un iversa lity was an attempt to re create t he diversity of 

ecclesi~stical and pol it ical life into an organic unI ty , it 

also served to resolve t he spiritual conf u s ion of the ti me 

in a common adora tion of harmony and beauty, pointing to new 

fu ture ideal s. si n ce t he more comprehensively Man recognises 

unity . the highe r he stands . and the more he was also 

capable of co ncei ving and realising in himself the beauty of 

the univers e which exists in true harmony9. However, it was 

the Ne opl atonism o f t he Fl orentine academy, by name that of 

JOHANNES BESSARION. MARSILIUS FICINO, ~nd PICO o f MIRANDOLA. 

which dynamicall y propagated these concepts and negot i ated 

9 Heilmmh Rdssler: C;rt~s.se unci Tragik des christlichen Europa . Frankfurt 
t1.!ll Main. 1955 . p . 17 . 
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them to transalpIne Europe. particularly France Lo . 

But to return t o the matter o f t.;'xT_-music reli'lti o nship : the 

issue took a radical [ urn when the musical humanists. 

inspired by the Neop l atonism ·:,f the Italian and French 

academies o f the sIxteenth century . -ntered the discussion. 

Similarly t o t he literary theorists o f the Renaissance. the 

musical theorists o f I:he sixteenth century (or "musical 

humanists " . as they are now usually called l alsl) c o nfronted 

the problem of how 

ancients. In the 

excited about the 

their art might imitate that of the 

same way as the literary humanists were 

rediscovery o f QUINTILIAN. they were 

greatly animated by the myths of ORPHEUS and THIMOTHEUS. 

which seemed t o confirm the notion that ancient music had 

explicit and powerful emotional ~ ffects o n i ts hearers . 

However. the available informati o n about ancient Greek music 

was very much less substantial than that o n ancient 

literature, a~d the problems involved in applying the little 

knowledge they possessed about ancient music to the existing 

musical tradition were much more imposing than those with 

respect to reforming rhetoric. Consequently the matter was 

argued more intensely and resolved somewhat differently by 

the musical humanists than i t had been the case with their 

literary counterparts . 

The mUSIcal humanists. endeavouring . i n D. P. 'tiALKER ' s words. 

to " resuscitate the ethical qualities of music". in order to 

make it "an art which should arouse and control passions, 

inculcate and preserve virtue. even cure disease and ensure 

the stability or the state"u . thus needed t o decide what 

the technical qualities of ancient music had been. But. 

because of the fragmentary nature of available evidence . 

LO Vide Walter Ml)nch: Die italienische Platonrenaissance lind ihre 
E'edeutung fOr Frankreichs Literartur- und L"'eistesgeschichte (1450-1550). 
Berlin 1936 . 

U D.P . Walker: Musical Humanism in the Sixteenth and Ec'lrl.Y Seventeenth 
('entw-ies. in Music Review II. London. 1941. p . 9. 
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guesswork and controversy ware i nevitable and. "t s FP.ANCES 

YATES r.tlso !)o ints cheir ~heories consequently 

differed~2 . WINN. i n hIS earlier menti0ned study. s ummarIzes 

the to p ic s on composiclonal techniques ~~ich constItuted the 

basis of human'.st interest a nd argument to inc lude : 

., 

A 

k 

line ar pi t ch {scales versus modes v ersus 

(,reek genera) : 

r hyt hm (mUS I cal and [1 ()etic): 

polyphony (versus monody or homophony): and 

the proper techn i ques o f t ext-setting L 3 . 

The s e will have to be i nvestigated more closely in order to 

crauge the impact o f the musical humanists o n text-music 

relationship . 

In matters o f linear-p i tch . an extreme opinion was held in 

Italy a nd France respective l y by NICOLA VICENT lNO and PONTUS 

DE TYARD . who believed tha t the "e f fects " o f ancient music 

could only be atta i ned by a revival o f the Greek chromatic 

and enharmo n ic genera' 4 . However eve n these em i nent scholar s 

relied on conjecture concerning the exac t pitches involved 

in the ancient tetrachords. their ignorance d i d no t deter 

~2 Frances .Do. . Yates: The .Prencn Academies f.' f the Sixteenth Century. 
London. 1947. p. 46. In his worthy aforementioned account of Musical Humanism. 
D. P. Walker (ibid . p. 5) offers the foll owing topography or opinions about 
l~eforming contemporary ITiUS I C "GAFORI. ARIUSI. SALI NAS . and CERONE had a 
purely scholarly interest in anc i ent music: they were satisfied with the music 
of their time and did not consider reforming it. TYARD. GALILEI. MEl and IONI 
had an exactly opposite point of view; they believed that modern music was 
very inferior to ancient music . which they wished to revive as completely as 
possible . 13Ll\REANUS. VlCENTl NO. ZARLINO and MERSENNE are midway bet ween the 
other two groups. 111ey held that in certai n respects only was ancient music 
superior to modern. and that. though some reforms were desirable. yet in many 
ways modern music had advanced far beyond the ancient". 

'3 .'ames .D..nderson Winn: Op . cit. . pp. 167 seq. 

14 Vide 
Rome. 1555 : 
Lyon. 1552 . 

Nicola Vicentino: L 'antlca musica ridotta alia moderna practim. 
."nd Pont us de Tyard : .5:.) jj tail"e Second 011 Pre-se de 1 a Musi que, 



116 

chern fr0m propagating mUSIC whIch was supposed to replica~e 

what they consIdered to be the sounds of ancienc Greek 

music. Thus IJICENTINO even Wr01:e some pieces employing 

specIal n01:ational devices to indicate microtonal sharpeni ng 

and deSigne d a six-manual harpsIchord rca lled a n 

archicembalo) . which divided eve>:,y whole tone into five 

microtonal parts. causing each oc~ ave to contain thirty- one 

different pi tches! In the same vain the a rgumentative 

IJICENZO GALILEI expounded his ideas as late as the eIghtIes 

of the sixteenth century1~. Underscandably. such reforms 

were too radical to become generally accepted. However . the 

more ext>:'eme experiments of the Italian madrigalists with 

chromatIcism (as we define it) was surely related to the 

i nterest in Greek mic>:'otonal ism stimulated by If ICENTINO and 

GALl LEI. 

But the situation in modal theory was yet more confused and. 

because of its implications for virtually all written music . 

more serious. The humanists were quick to note that PLATO 

and ARISTOTLE attached vari ous ethea to the different 

harmoniai . However. 

medieval theorists 

the issue 

attached 

got completely blurred since 

the Greek names for those 

ilarmoniai to their quite d ifferent church modes . In fact. 

the resulting 

situatlon. By 

conflicts produced 

the middle of t he 

quite a ridiculous 

sixteen th century. for 

example. there were three different systems fo r the naming 

to write in a certain mode o f the modes. A composer wishing 

therefore first had to decide 

according to which the mode 

indeed be the one he intended 

which theory he accepted 

he will be empl oyi ng would 

it to be! Naturally . such 

confusi o n did not contribute positively to the humanist 

attempt to revive the ancient Greek doctrine of ethos. 

Moreover. the medie v al modal system itself was experIencing 

erosion. to the extent that compositional practice shifted 

~" Vide 'licen:::o Galilei: DiaJoqo della musica antim et della mmerna. 
Florence. 1581 . 
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more towards tr.e f3calar .:".nd chordal g' rarmnar (:·t tonalityl.6. 

"How"lver earnestiy t he humanists wlshed to restore ancient 

prac':ice in this field". WINN r",marks. " they '"ere ultimat.ely 

lnfluenced !)y the mUS1C of their r) wn time " 1.7. WALKER 1 3 even 

more "lXpllCl t when he decides that , ... . th e trea tme nt of the 

modes lrl musiaue mesuree lo f t.he P·'lrisian Academie J. o r i n 

early Italian monody [of the Florentlne ci rcle around 

8ARDI J is in practi ce. whatever the theories of the 

composers may have been . indistinguishable [rom that o f any 

othe r contemporary music"1B . 

On the o ther hand. it would be a mistake to conclude that 

al l the enthusiasm and fervent theoretizing o f the humanists 

to revive the ethea of the Greeks had bee n nothing but "hot 

air " which did not change a jota in the way of reforming the 

music o f their time. Much sooner can one discover (even if 

not in the direct form they originally intended to realise) 

a fulfillment o f humanist aims in as much as t heir melodic 

lines. suppol'ted. yet simultaneously propelled by the 

progressions o f .:\ harmon i c base and of ten employing 

dissonant relati o ns. created expressions of emotional states 

rather than the mere rh"ltorical colorations of single words. 

In fact. their alms were superceded by a development with 

much further 

o n I Y evoked . 

reaching consequences 

b ut created effects by 

henceforth music not 

becoming. as HE INZ 

BRANDES puts It. selbst Sprache ... und ZTvar musikal ische 

Spr ache19 . But. of course. towards this also other elements 

than merely the s tirrings around linear pitch contributed. 

On the tOplC o f rhythm there seems t o have been much more 

16 Vide supra. p. 24 

17 James Anderson Winn: Op. ci t .. p. 168. 

,e D.P . Walker: \)p. cit .. vol . 2. p . 226 . 

19 Heinz Brandes: 3tudien 2'..lr iIlusikal ischen 
..7ahrhundi!'rt . [liss. Berlln. 1935. p. 71. 

f'j gl.lren 1 ehre iill 16 . 
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agreement among the humanIsts. Thus It was qui ce generally 

accepted that poetic and musical rhythm had been one and the 

same Hith he ancient Gl'eeks. furthermore . from the many 

ref erences in ancient l iterature ehe humanists were 

a cquainted with the f act that rhetoricians ~ttributed 

various effects to various rhythms. This led the Italian and 

French academIes. In pursuIt o f the realization o f these 

effects. to adop t the principle according to which musi c al 

rhythm ssumed absolute subjection to poetic rhythm . But 

even well before the academies became active. PETRUS 

TRITONIUS published settings o f Latin poetry In which the 

musical rhythm is ident ical with the quantitative rhythm of 

Latin verse . the parts moving in homophonic chords 20 . 

Although this Odenstil. widely practiced a t t he German 

grammar schools of the sixteenth ce ntury. did not. accomplish 

the a ctual anC Ient. a ppli cati on. it was neve rthe l ess t he 

expedient seized by the French a c ademy f o r the realization 

o f its own vers et musique mesures a 1 'antique . This usually 

assumed a homophonic texture with the rhythm determined by 

an artificial enforcement on the French language o f a 

version of the classical laws of quantity. 

However. In spite of the academic humanists ' proc l aimed 

commi t ment to expression. compl ications were qui ck to l oom 

large. Comp-osers were. for instance. deprived o f the 

rhythmical advantages o f polyphonic music over t he much 

smaller range of rhythmic variation available to poets . 

Whereas composers had the means (by virtue of a precise 

notation enabling them to employ a c omplexity of rhythms) to 

express mimetically the meaning of the words In a poetic 

text . they were now effectively limited in such pursuits. In 

fact. the humanists believed that. once a composer c hose the 

correct mode a nd followed the poet.ic rhythm. he was doing 

all he could to express the text ! But S Ince French and 

It a 1 i an poetry had never been quant ita t i v e. it was necessary 

20 Petrus Tritonius: Melo{X'iaeo sive Harmoniae tetracentide. Augsburg. 
1.507. On account of its pronounced pedagogical purpose . this work was 
i'fopnnted many t imes trJrOl.lgh0ut the 16th cent ury . 
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t~ compromIse . At JEAN-ANTI ONE DE BAiF 's Acad~mie de Po!sie 

et de MuslCJue quan Lity was Imxoduced by the t"rms "long" 

and "sh.ort " to descibA ~.ccented 1nd u nac cAnt ",d syll.,bles. 

wher",by It was hoped that its language would behave as Latln 

and Gr'eel-: had~ S uch ""Ltem~ts .however . fell short oI the 

jdeals the humanists harboured. rRANCES YATES 5ummari3es the 

situa"ti0n as follows: "Just as all attempts t·:> Imitate the 

modes o f ancient music are rendered nugatory by a radical 

i mposslbility the impossibllity of l-: nowl ng what the 

ancient modes were like so the attempts to impose 

classical quantity o n the French language co llapsed into 

ambigulty . owing to the rad i cal 

quantitative verse In a language in 

classical sense. does n'~t exist"21. 

impossibilit.y of 

which quantity. 

writing 

in the 

Yet again it would be a misapprehension to infer that the 

musical humanists failed to realise their high ideals 

concerning rhythm and that t hey. at th e utmost. only 

succeeded to impoverish musical rhythm. Qu ite to the 

contrary. " they were more than just a little successful in 

making musical rhythm f ol low the rhythm of modern dramat ic 

speech. whether poetry or prose"22. And indeed. the 

recitative . as it has survived for ce nturies after its 

inception. 

humanists. 

is r:t 

But. 

most 

once 

tangible 

the 

heritage from the musical 

doctrinary tenets about 

quantItative verse In the vernacular had bee n modifIed or 

discarded altogether. musical rhythm also experienced a 

reJuvenation by way of a natural expressiveness unhampered 

by stilized co l oration or staggerd declamations of the text . 

Regarding 

rea I i ty a 

polyphony . the humanists' obje ct ion to it was 1n 

pr otest against staggered rhythm. because it was 

so difficult. if not impossi b le. to hear its composite 

resul t . The more radical humanists. notably GALILEI. 

21 Frances A. Yates: C~. cit .. ~. 53. 

22 .James Anderson Winn: Op. cit .. p. 171. 
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i nsisted 0 n a r~turn to the ancient pra c tIce o f pure monody. 

an o pin10n which practically dema nde d th e li quidati o n o f 

sont e mporar y composi tionaj t~chnique. Others ~tlere 1 ess 

i ncl ined to scholarly dogmatism "nd. ''''hi Ie they Ctdmit t~d 

that a ncie nt musi.c had been monodic. they were u nwill i ng to 

''}lve lJp -:tn i mpo rtRnt resourc e such itS harmony. ,"LAUDE LE 

J EUNE makes th is very ~ lear in 

DodeC'ilC'orde. publ ished in 159823 • 

the rrerace to his 

It should also be noted tha t con t rapun t al pol yph ony. slanted 

by the humanist.s in vocal music . c ontinued to be employed in 

the i nstr umental music o f the late sixteenth century . Far. 

therefore . fr om being dropped from c ompositional tech n ique. 

even BARD I co ncedes that it " ... is t he c oncern of the 

s tringed instruments. for. there being no v0 ice 1n these. It 

is fitting that th e player. in p laying airs no t su ited to 

s ing ing o r d ancing. should co ntrive c anons. double 

count erpoi nts. and o ther novelties to avoid wearing his 

hearers ... " 24. The danger o f be c oming " tedious " was indeed 

recogn ised fairly early in respe c t to even the much 

proclaimed virtues of rec itative. and composers realised 

that it c annot susta1n interest on its o wn. si nce . as 

RICHARD CROCKER remarks. "all recit.ative te nds to sound 

al ike " 2" . This was perhaps a lso the reaSOn . as WINN 

c oncludes. for some o f t he more liberal humanists to have 

a ssumed a more generous att itude towards counterpoint. 

provided that the 

incomprehensib ili ty 

text was 

" .. . ideological 

not engulfed 

purit.y had t o 

by 

b e 

tempered by practical 

revea led 

experience. and 

of 

practical 

existi ng considerati ons t he advantages 

23 Vide Appendix II Documents. P'420 . 

24 Giovanni di Bard1: DisC'orso mandate> a Guilio CacC'ini. publi shed in G. 
B. funi : Lyra B,yi:erina , Fl orence. 1763. II . p. 336 . 

2" Richard Crocker : .4 History o f Musical Style. New Yor k. 1966. p . 231. 
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C0mposltlonal precedures 26 

The rourLh r'')p IC o r humanlst. co ntrover:::iY centred around 

methods o f text setting . 2adi c al op Inion reJ~cted a ny 

actempt at independent musi cal ~hetorism and insisted on the 

requIrements o f an appropr iate mode being c hosen "nd the 

~) oet i c rhythm be i ng f o 11 owed in order to serve t he text most 

faithfully and realise the fabled "effects". However. music 

had . in t he mean time . established itself too firmly as an 

artistic expression in its own right to be e asily coerced 

and denIed its own "language" . Sensitivity towards the text 

did not lead all composers to abandon the advantages o f 

harmony and counterpoint over monody and homophony just as 

they were not prepared to sacrifice imitational and mimetic 

deVIces which they considered appropriate [0 serve the text. 

In reality. these compositional techniques conscituted 

considerable advantages i n expression over th e limitations 

of the poet. And with the recognition of this fact we have 

arrived at a very crucial and . at the same time. revealing 

point in the human ist i c attitude. WINN neatly lays his 

finger on this point when he says: " ... under the cover of 

restoring the ancient union between music and poetry. many 

of the musical humanists were actually trying to assert the 

superiority ,)f p oetry over music. to cutail music's growing 

i ndependence. to bring It under the contra! of texts .. 

Stripped o f its scholarly trappings. their reform program 

was an attempt to reduce mUSIC to the ro le of mere 

intensifying effects already present In a poetic text: t heir 

proposed reunion o f music and poe try assumed a nd legislated 

the primacy o f poetry"27 . 

When FIeINO. in an erruption of Neoplatonic fervour claims 

that the Quatt rocento had restored the liberal arts that 

26 .James Anden",0n Winn: Op. cit . . p . 176 . 

27 .],'tllles Anderson Ivi nn: Op. c::i t . . p. 177. 
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were nearly e:~t inct 28 , he enumerat.es s even c, r these : but 

significantly grammar , poetry a nd or'ar. ory l in t:'lat ":lrderl 

take the top ,-J f his : ist. '"lith mUSl 0 nly in t.he last 

position, But si nce we knowfuat FIeINO himself practiced 

musi c with predilect io n , we must also be reminded o f the 

fact that this happened especially 1n connec t : on with 

poetry29 , ,antiauum ad Orphicam Lyram c arminum cantu , He 

is more explicit in t his pre judice when he maIntains that 

" poe t ry is superi or to music . since through r.ne words it 

s peaks no t o nly to t he ear but also direct.l y t o the 

mind "'30, With this frame of concept FICINO confirmed a 

wide-ranging humanist at titude o f literary bias towards 

music. One may we ll ask why this was so in the light o f the 

humanists ' desire to recover the miracul ous "effect.s " of the 

ancients with al l the at.hical demands ~tt.ache d to this 

endeavour. 

Although the .. sincerity o f the humanists to revive the 

effects of ancient music can not be doubted - they had. f or 

that matter. been t oo thoroughly submerged in the movement 

of rejuvenation and too profoundly concerned with its 

philosophical dime nsi o n a s to allow r oom for apprehensi on -

WINN is probably correct when he says "., .tha t in advocating 

28 MarcIlius Ficinus: Opera I..mnia, &Isle. 156l. p . 944 (extract from a 
letter to Paul Middelburgensisl: , . . (::Vae Poeta quodam de quatuor cecinerunt . 
plumbeo . ferreo. argenteo. aurea , Plato noster in 1 ibris de Rep. ad quatuor 
homJnum ingenia tran'5tulit. disputans aliis argentum . aliis aU1'11lll natural iter 
insitum, 8i quod igitur E'eculum appelandum nobiE' est aureum , illud est 
proculdubio tale. quod ,'lurea p3ssim ingenia profert. Id autem esse nostrum hoc 
secllium minime dubitabit . qui preclare seculi nllillS inuent" considerare 
lIoiuerit, Hoc enim secuillm tanquam aurem, 1 iberales discipl inas {enne iam 
extinctas redllxit in 1 lIcem , grammaticam. poesim, oratoriam. picturam. 
sculpturam. architcturam. /DlISicam entiquum ad I..'lr!ilicam LynlJ!J carminium 
cantu, . . 

29 Marcilius Ficinus: Op, cit" p, 651. 

.30 Marcilius Ficinus: Op. c it. , p , 614, 11',e above- cited is a paraphrase 
f!"om !='aul Oskar "'.riste ller ' s work The Philosophy of Marsllio Ficino. New York , 
1943, Gnd concer'os a passage trom Ficino's r.reatise De divno tl.1rC're , in which 
he i nterprets Plato as having al s0 been c, f the cpinion that j::-0etry was 
~uperi o!' t.o music. 



123 

a return r o anCIent rra~tices, th e humanists were l-~acting . 

... ,i th various degre'?s OI conSCIousness. against the 

independence which music had ~een gaining .. . They directed 

theIr attack againsL those musical techniques that had 

0utstl-ipped poetic techniques .. . " 3 1 . This was . however. not 

a result of r esentment. of on e disciplIne being Incapable of 

accepting t hat it had been "o utdone" by another. The 

explanation for this attitude IS much rather to be f ound in 

the r.l.1manIst belief that poetry be longs to the domain of the 

inner contemplative experIence and that Man a ttains true 

reaii2ation of his being through contemplation . And since 

the poet IS divinely inspired in the same way as the 

prophets and philosophers . poetry itself is o f divine 

origin32 . Therefore anything that does not relate directly 

to it but eise claims existence and the power of expreSSIon. 

even in a compleme ntary sense t o poetry . was unacceptable. 

"In wishing to make music more like speech". WINN concludes. 

the humanists " . . . were denying all the ways in which music 

was not I ike speech ... " But they a 150 denied " .. . the 

capacity of speech itself for an abstract formality l ike 

that of music33 . 

In the issues which 50 fundamenta i I Y engaged the musical 

humanists. t ruth. as 50 o ften. proved to lie In the middle -

~ position where it may not hav<" emerged. had the contours 

o f argument not been shaped so clearly by the moulding 

spiritua l forces of the age. Those composers who had 

31 James Anderson Winn: Op. cit .. p. 178 . 

:n Vide Marsilius Ficinus: Op. cit .. p . 286: .. . Animam nostnjJJJ corporis 
esse dominam . ab effectibus phantasiae satis narravimus. coepimus quoque idem 
partim a rationis affectibus indicare. Hane ergo partem diffusi •. 1S prosequamur. 
In hoc p.'lrte ponimus phi losophantes. Poetas. .5acerdotes. Praesagos & 
Prophetas . ... Adopted from Antiquity (ef . Andre Chastel: l1arCli Ficin et 
1 'art . Geneva. 1954, p. 141). this approach is confirmed by Fi cino (Op. cit .. 
9P. 207. 386. 871). and was also well known to the generation of the Plei'ade 
(c f . Robert ,1. Clements Critical "heon' and Practice cof the Plei'ade . 
Cambridge . Mass .. 1942. p . 5). 

3 3 .James Anderson Wi nn: Cp. cit .. p. 178. 
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~ .:-.w. found themselves mak ing 

last ing contributi ons to t he developmen~ of occ idental InU51C 

in the cent ury ~Danning the vital e ras r. 0W commonly referred 

to as late Renaissance and ~arly Bar0que. 

Havl ng set 0 if ~he moulding f orces that ~onverged ~n what 

ca n be calied a "Quest f l)r Eloquence " . we should now 1:1.11'"n 

our a~~entJon to the ways expressien was realised in the 

text-music ro:l1at ic'nships c·f the [lix Pseaumes. These ''''ill be 

examIned t hrough the various compositi o nal de vi ces employed 

by LE J EUNE . 
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CHAPTER IV THE MUSICAL LANGUAGE OF THE DIX PSEAUMES 

1. The General position of musical word interpretation in the 

1560's 

Before discussing the various devices employed by LE JEUNE 

to serve the musical expression of a text. it is necessary 

to ascertain the general position in the 1560's with regard 

to musical word-interpretation. In spite of the increased 

interest musical humanists displayed in this field of 

composition. the matter of musical word-interpretation was 

only formally included for the first time in 1606 in a 

compositional instruction method by JOACHIM BURMEISTER when 

he published his Musiea Poetiea In Rostock. Yet we can be 

sure that practce preceded theoretical fixation in 

compositional instruction methods. Indeed. some of the 

earliest references touching on this matter and originat i ng 

from the Middle-Ages have been compiled by RUDOLF 

SCH~FKE1 . They concern the medieval doctri ne of affects as 

had been handed down from Antiquity. However. like other 

medieval treatises. they focus primarily on the fixed 

character of the eight modes. 

In point of fact . it very much depended - as we have noted 

in the previous chapter - on the general accent of approach . 

SCHAFKE aptly estimates this situation : Tats~ehlieh st~sst 

die historiseh-kritisehe Betraehtung der mittelalterlichen 

Musiksehriften in Ihnen auf manche S~tze. die Abk~mml inge 

der hermeneutischen Ethoslehre sind . In Wirkliehkeit ist 

aber das 'dsthetische Prinzip. auf dessen Grund das der 

Kunstwirklichkeit zugewandte klassische Griechentum seine 

musikalische Ausdruckslehre aufbaute. seit dem Ausgang der 

Antike unter dem Druck des weltabgewandte. rel igii:>s-

asketischen Geites aufgegeben . Solche affekten-theoretischen 

Ausfl:lhrungen sind demnaeh fl:lr das Mittelalter aehtungsvoll 

1 Rudolf ScM.fke: Geschiehte der Musi~sthetik in Umrissen. Berlin, 
1934. p . 200 seq. 
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aufbewahrtes Ahnenerbe. Die eigenliche Lebensn!!!.he fehlt 

ihnen. 5 ie sind innerlich bereits erstarrt 2 . 

Even most of the instruction books from the sixteenth 

century still limit text-music relationship to the proper 

choices o f modes. Thus ORNITOPARCHUS says: Ita modulator, si 

ni trist i re salientem modum adduxerit, et in leta 

1 achryma tum, (derisui habetur)3, while JOHANNES GALLICULUS 

declar es : (Regula 

lachrimas honines 

Tertia) 5i enim cantilena est, quae ad 

compellat, flebiles accomodabit modos4 . 

However, only GALLUS DRESSLER seems to cover the matter of 

musical word-interpretation when h e says : Quinto elegantiae 

et suavitatis causa inseruntur pausae et non raro omnes 

voces silent propter emphasin et vocabulorum 

significationem, and also Nam cantiones verborum causa et 

non verba porpter harmoniam figuntur"' . 

Various facet·s connected to GALLUS DRESSLER's I He are worth 

taking note o f , especially as they draw him into the 

spiritual and perhaps even biographical neighbourhood of 

CLAUDE LE JEUNE. Firstly, he appears to have studied (before 

1557, when he entered the Academy of Jena) with a 

2 Rudolf Sch~fke: Op. cit . , p . 124. 

" Andreas Ornitoparchus: Musice active Micrologus, Leipzig , 1517, Liber 
I, cap 13 . This work was reprinted (also titled De arte cantandi micrologus) 
five times before the middle of the century. An English translation by John 
Dowland was published in London as late as 1609 . 

... Johannes Galliculus: Libellus de cOl1lpositione cantus, Wittenberg, 
1538, C. r . This work originally appeared as Isagoge de compositione cantus in 
Leipzig in 1520; alternating between these two titles , it was reprinted 
several times before its last edition in 1553 . 

~ These remarks which appear in Dressler's Rraecepta musicae poeticae 
(MS, 1563) are quoted from Martin Ruhnke: Joachim furmeister, Kassel, 1955, p . 
137. 
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enrolled at Jena, he got befriended 
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Secondly , while 

wi th the poeta 

iaureatus PAUL SCHEDE MELISSUS, an entusiastic supporter of 

JEAN-ANTOINE DE BArF's Academie de Po'esie et de Musique with 

which LE JEUNE was associated since 1570. Thirdly, also in 

Jena (and later on in Magdeburg), DRESSLER affliated 

himself with the so-called Philippists (the followers of 

MELANCHTON), considered by orthodox Lutherans to be 

theologically nearer CALVIN and the Swiss Reformers than to 

the teachings of Luther7. Fourthly, he 

composer In 1560 with Latin and 

Psalms8 , so much cherished throughout 

made his debut as a 

German settings of the 

the second half of 

the sixteenth century 

especially Calvinist 

by humanists 

persuasion. 

and composers of 

DRESSLER ' s first 

theoretical publ ication sti 11 deals with the exlicatio 

modorum9 , reflecting the interest by musical humanists in 

the modes as conveyors of distinct characteristic affects. 

Of greater significance is the precipitation of ideas as set 

forth in the Praecepta musicae poeticae from 1563, written 

6 A reference by Casparus Sturnus to the effect that Dressler had 
visited the regio Belgica occurs in the composer's XVII Cantiones .5dcrae 
quatuor et quinque voci, Wittenberg, 1565. It is not known with which 
Netherlarrls master Dressler is supposed to have studied. Wilhelm Martin 
Luther (Art. on nresler in MGG, Vol. III. col . 801-02) suggests that it could 
have been Clemens non Papa, whose works are frequently quoted in the 
Fraecepta. Significantly, the latter was also a prolific composer of the 
psalms : his Sbuterliedekens were published by Susato in Atwerpen in 1556-57 
(cf . footnote 8). K.P . Bernet-Kempers (Art. on Clemens non Papa in 
MGG. Vol II. col. 1477) advances the possibiity that this composer had been a 
native of Middelburg on the Isle of Wa 1 cheren , in which case he hailed from a 
family which originated from Valenciennes, Le Jeune ' s birthplace. 

7 Although Melanchton's interpretation of the Eucharist could 
theologically be seen to lie "halfway" in between Luther arrl Calvin. the 
latter would not have concurred with the Phi 1 ippists, doctrine of synergism . 

e Aliquot ?salmi latini et germanici , 4 , 
Mus iksamm1 ung, Stadtarchiv. Heilbronn); 2ehn 
mehr Stimmen gebracht, Jena, 1562. 

5 et 6 voci., 1560 (MS VIII, 
deudscher ?salmen, in vier und 

9 Fractica modorum explicatio, 4 v , Jena, 1561, a work which reveals 
considerable irrlebtedness to Glareanus. 
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after its author's contact with the regio 

points to the fact tha t new concepts, 

contact of Flemish musicians with the 

ideals of Italian Renaissance thought. were developing in a 

region hitherto conservative in its musical outlook . Indeed, 

Italy - where we suspect CLAUDE LE JEUNE to have received 

decisive impulses for the accomplisrunent of his Dix Pseaumes 

- provides, beyond the revealing rhetorical fervour of the 

age, the earliest tangible sources for the new relation 

between text and music. In this connection the names of 

NICOLA VINCENTINO and GIOSEFFO ZARLINO again come to the 

fore . 

The former writes quite extensively on this matter: Perche 

10. musica fatta sopra parole , non e fatto per altro se non 

per esprimere i1 concetto, et Ie passioni et g1i effetti di 

quelle con 1 'armonia; et se 1e parole par1eranno di 

modestia, nella compositione si procedera modestamente, et 

non infuriato; et d 'a11egrezza, non si faccia 10. musica 

mesta; e se di mestitia , non se compogna allegra; et quando 

saranno d'asprezza, non si fard dolce; et quando soave, non 

s'accompagni in al t o modo , perche pareranno difformi da1 suo 

concetto , et quando di ve1ocita, non sard pigro et lento : 

et quando di star fermo , non si correra; et quando di 

mostreranno di andare insieme , s1 tara che tutte Ie parti si 

congiugneranno con una breve. perche que11a piu si sentira 

che con una semibreve, 0 con una minima; e quando il 

Compositore vorra comporre mesto, i1 moto tardo et 1e 

consonanze minori serviranno d quello; et quando allegro, 1e 

consona.nze maggiori et i1 moto ve10ce sara.nn o in proposito 

mol to; et anchora che 1e consonanze minori saranno meste, 

nondimeno il mota veloce fara parere quel1e quasi allegre 

perche gl 'orecchi non capisseno 10. sua mestitia e debo1ezza 

per cagione della ve10cita de meto . .. 1.0 

Three years later, ZARLINO expresses similar sentiments when 

1.0 Nicola Vicentino : L 'Antica MUsica ridotta 0.110. moderna prattico.. Rome, 
1555. Book IV . cap. 12, fol . 86r. 
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he discusses the most important rules to be observed in 

order to procure successful 

ultima (oit ra 1 'altre , che si 

composition: .. . Et 1a Sesta & 
potrebbono aggiungere) e: che 

1 'Harmonia, c he in essa si contiene, sia ta1mente accomodata 

alla Oratione; cioe, alla Parole; che nelle materie allegre 

1 'Harmonia non sia f1ebi1e : & per i1 contrario, ne11e 

flebili, 1 'Harmonia non sia allegral.1. With this concise 

remark he partly anticipates a much more detailed exposition 

on the subject of the relation between text and music in 

Book 

nella 

IV, chapter 

Oratione, 

imitatione (cose, 

o 

32 of his Istitutioni : .. . imperoche se 

per via della narratione, 0 della 

che trouano in lei) si puo trattare 

materie, che siano allegre, 0 meste: oueramente graui & anco 

senza a1cuna grauita simig1iantemente materie honeste, ouero 

1asciue: fa dibisogno, che ancora noi faciamo una scie1ta di 

Harmonia & di un Numero simile a11a natura delle materie, 

che sono contenute nella Oratione: accioche da11a 

compositione di queste cose messe insieme con proportione, 

risulti 1a Me10dia secondo'l proposito . .. Perioche se non e 
1ecito tra i Poeti comporre una Comedia con versi Tragici; 

non sara anco 1ecito a1 Musico 
. , 

cose; cloe 1 'Harmonia & 1e 

di accompagnara queste due 

Parole insieme, fuori di 

proposito. Non sara adunque conveniente, che in una materia 

allegra usiamo 1 'Harmonia mesta & i Numeri graui; ne doue si 
-tratta materie funebri & piene di lagrime, e 1ecito usare 

un 'Harmonia allegra & Numeri 1eggieri, 0 veloci , che gli 

vog1iamo dire. Per i1 contrario bisogna usare 1e Harmonie 

allegre & 1i Numeri ve10ci nel1e materie a11gre; & nel1e 

materie meste 1e Harmonie meste et 1i Numeri graui: accioche 

ogni cosa sia fatta con proportione . . . Et debbe auertire di 

accompagnare quanto potra. in tal maniera ogni paro1a, che 

doue ella dinoti asprezza, durezza, crude ita , amaritudine , & 
a 1 tre cose simi 1 i, l' Harmon i a s 1 a simi 1 i ale i ; c i oe 

alquanto dura & aspra; di maniera pero che non offendi. 

Simigliantemente quando a1cuna delle parole dimostrara 

11 Gioseffo Zarlino: l'Istitutioni harmonici, Venice , 1558 . I quote from 
the edition of 1573: Istitutioni Harmoniche del Rev Messere Gioseffo Zar1ino 
do Olioggia ... , Venice, 1573, Part III, Chap . 26, p . 200. 
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pianto , doiore, cordogi io , sospiri , iagrime , & altre cose 

simili; che 1 'Harmonia sia piena di mestit i a ... 12 

These references clearly suggest a new approach , i mplying 

the artistic indispensibility of musical word­

interpret at i on : the inherite d v agueness about the fixed 

character of the Modes is jostled aside by the direct and 

dynamic obligation di accompagnare ... 1 'Harmonia & Ie Parole 

in a proper context. i . e. to express the meaning of the 

words as well as the passions and e ffects of these by means 

of correctly designed music. ZARLINO later becomes even more 

explicit 

of the 

when he speaks about music "imitat i ng" the meaning 

text 13 . It is, 

LEUCHTMANN points out14 -

however. significant - as HORST 

that these endeavours appear not 

to have been directly determined by rhetoric. since neither 

VICENTINO nor ZARLINO resorted to denoting or even 

describ i ng the 

figures . 

imitar Ie parole by means of rhetorical 

The delineation which emerges from the above observations 

pretty well presents the general position in the 1560 ' s with 

regard to the artistic necessity of musical word­

interpretation. It confirms the humanistic way o f thinking. 

but . at the same time . while making allowance f or the dual 

c o ncept of music as a "language " in its own r i ght15 and t he 

12 Ibid. , Part IV , chap. 32 , p. 419 . 

13 Ibid .. . Part IV , chap. 32, p . 420: . . . si verra ad imitare le parole 
con ia bene intesa harmonia. echoed again in his SoppJimenti musicaJi , 
Venice , 1588. p . 316 : ... cosi e concesso al Husieo & Helopoeio imitar con la 
Hodulatione & con 1 'Harmonia, con quei modo migliore ch 'ei puo fare, quello 
che esprimano Ie parole contenute nell' Oratione, laquale wole esprimere col 
canto. 

14 Horst Leuchtmann: Die musikalischen Wortausdeutungen in den Hotetten 
des Magnum 0p..Is Husicum von Oriando di Lasso. Baden-Baden. 1972 . p . 129 . 

15 Vide supra, p. 111 . 
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primacy of the text 16 , does not evoke inevitable and 

fruitless confrontation. Much rather does it harbour the so­

called "middle position" , providing for the best of both 

extremes to contribute towards lasting creations 17 . In this 

context, it is also well worth 

the more revolutionary and 

reminding ourselves that both 

impassioned VICENTINO and the 

more conservati v e and circumspective ZARLINO had been pupils 

of ADRIAAN WILLAERT - recognised, at that point in time . by 

many as the greatest composer of his day - in whose circle 

we have cause to believe that CLAUDE LE JEUNE had sojourned 

prior to the publication of the Dix Pseaumes in 1564. 

On the other hand, we do not record an overt definition of 

musical word-interpretation by rhetoric . which. however. 

does not altogether exclude a certain inherent presence. 

After all. the full manifestation o f rhetorical figures 

determining musical word-interpretation was yet to come some 

fifty years later with the formulation and practice of 

Musica Poetica. . a further evolution of Ital ian Renaissance 

thought. negotiated to transalpine Europe, we recall. by 

Flemish musicians. 

Having delineated the general bearing of the 1560's with 

regard to musical word-interpretation, we can now consider 

LE JEUNE's position by examining the various compositional 

devices he employed to attain expression. 

2. Modal devices and the use of chiavette. 

Recalling the humanists ' demand concerning the choice of the 

"correct mode" and the strict adherence of the music to the 

poetic rhythm in order to satisfy the expressive needs of a 

text, an obvious question to arise is how a composer would 

determine the appropriateness of the mode he wishes to 

16 Vide supra. p. 121. 

17 Vide supra. pp . 123-124. 
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employ . Once this had been decided. an ensuing question 

would concern the handling of the chiavette in connection 

with the choice of mode . It now needs to be investigated how 

CLAUDE LE JEUNE went about dealing with these matters in his 

Dix Pseaumes with the intention of serving text expression. 

To begin with, one should be reminded of the fact that LE 

JEUNE was - at least since his later association with JEAN­

ANTOINE DE BAIF ' s Academie de Po~sie et de Musique­

considered to have been an erudite theoretician16 . Also 

MERSENNE praised, well within the seventeenth century , his 

knowledge and extraordinary creative ability19 . We must, 

therefore, accept that he was, at the time of the 

publication of the Dix Pseaumes, 

with the theoretical tenets of the 

tradition from which LE JEUNE most 

already well - acquainted 

day. The corresponding 

probably took his cues 

was represented in France by, on the one hand, the 

speculative treatises of LEFEVRE D'ETAPLES20 and PONTUS DE 

TYARD21, and , on the other hand, by practical textbooks such 

as those of GUILLAUME GUERSON22, CLAUDE MARTIN23, MAXIMILIEN 

16 In a poem by BaH, which accompanied an anthology of Gui llaume Costley 
(Musique de Guillaume Costley, Organiste Ordinaire et valet de CJJdIllbre du 
Treschrestien et tresinvincible Roy de France CJJarles IX . .. . , Paris , Adrian le 
Roy and Robert ballard , 1570 : Paris, Bibliotheque ste.- Genevieve, Res , Vm 
60), Le Jeune is referred to as le docte Claudin , and 1 'honneur de nostre age . 

19 Marin Mersenne: Harmonie Universelle contenant la Theori e de la 
Pratique de 1a Musique . Paris. 1636-37. p. 205. 

20 Jacques Lefevre d'Etaples : Musica libris quatuor demonstrata , Paris , 
1551, which aimed at a revival of the precepts of Boethius and the ancient 
Greeks. 

21 Pontus de Tyard: Op. cit. (Vide supra, p . 115, footnote 14), which was 
concerned with the Neoplatonic ideas and humanistic reform attempts. 

22 Guillaume Guerson: Utilissime musicales regule cunctis SOlIJDJOper8 

necessarie p1ani cantus simp1 icis contrapuncti re111/lJ factd111/lJ tono111/lJ, Paris, 
S.d. - according to Fetis, between 1495-1505 - thereafter various editions up 
to the middle of the 16th century. 
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PHILIBERT JAMBE DE FER26 , 

DE MENEHOU28 . However, from 

across the borders of France, GLAREANUS and ZARLIN029 were , 

at that time in question, undoubtedly the most prominent 

CLAUDE LE JEUNE. theoreticians to have 

Indeed , it would seem 

impressed 

that their 

upon 

views on the use 

modes closely determined LE JEUNE's approach to these. 

of the 

It is, for instance. 

of twelve modes 

known that LE JEUNE accepted the number 

hold forth by GLAREANUS in his 

Dodecachordon . On the other hand, while GLAREANUS kept to 

the traditional names for the modes staring with the Dorian, 

23 Claude Martin: Elementon.1lD musices practicae, Paris, 1550. 

24 Maximilien Guilliaud: Rudiments de musique practique, reduite en deux 
briefs traictez, Ie premier contenant les precepts de la plaine, 1 'autre de la 
figurie, Paris 1554. 

= Emery Bernard: Methcd.e pour apprendre a chanter, Paris, various 
edi tions from 1541 onwards. 

26 Philibert Jambe de Fer: Epitome musical, Lyon, 1556. This author 
shared Le Jeune ' s Calvinist sympaties ; some of the melodies of the Genevan 
Psalter as well as settings of these came from his hand. His Epitome belongs, 
together with the works of Martin, Guilliaud and Bernard to the category of 
elementary textbooks which deals with matters of measure rather than the 
intricacies of modes. 

27 Adrien le Roy: Instruction de partir toute musique de 8 divers tons 
en tablature de luth , Paris, 1557. His 7raicte de Musique contenant une 
theorique succinte pour methcd.iquement practiquer la composition appeared only 
in 1583 (re-ed 1602 , 1616, 1617). However , it can be accepted that the 
publisher of most of Le Jeune's works had his approach to theoretical matters 
sorted out well before the first publication of his Traicte. 

28 Michelle de Menehou: NOuvelle Instruction Familiere en laquelle sont 
contenues les difficultes de la Musique, Paris 1558. According to Fran<;ois 
Lesure (MGG IX, col. 99), this was, at that time, the most used theoretical 
textbook in France. 

29 Notably by means of their major works. Dcxiecachordon (Basle , 1547) , 
and Le Istitutioni harmoniche (Venice, 1558) respectively, referred to supra, 
p. 713 , footnotes 66 and 69. 
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LE JEUNE appeared to have avoided these and to have relied 

entirely on numbers starting with the first mode on C­

which was, in fact, the "Ionian" mode, according to 

GLAREANUS. In the preface of his Dodecacorde LE JEUNE 

explained 

employing 

followed 

his avoidance of the traditional names 30 • By 

numbers to indicate te different modes, LE JEUNE 

a expressed by ZARLINO in his 

Istitutioni 

preference 

harmoniche . Furthermore , since ZARLINO ' s 

renumbering of the modes was never universally accepted , LE 

JEUNE's use of it rather suggests a more or less direct 

influence. This is quite imaginable , if one considers the 

fact that ZARLINO was a student of ADRIAN WILLAERT in Venice 

and succeeded him as maestro di cappella at San Marco in 

1565 - in other words, that he belonged to the circle of 

musicians In which LE JEUNE most probably spent some years 

prior to his arrival in Paris and the publication of his Dix 

Pseaumes. 

It should, however, be noted that, while discussing the 

twelve modes in Book IV of the first edition of his 

Istitutioni (which appeared in 1558), ZARLINO , although he 

expressed a preference for the numbers because of the 

confusion among authorities in the use of the names, 

referred to the Dorian as Mode I, thus still following 

GLAREANUS. Yet, in Book IV (Definitione 8) of his 

Dimostrationi harmoniche, published in 

new order for the modes, starting 

instead of the Dorian on D. The 1573 

1571 , he proposed a 

with the first on C 

and 1589 editions of 

the Istitutioni were changed accordingly . 

Relating this state of affairs to CLAUDE LE JEUNE and his 

approach to the modes, the following picture emerges : 

30 ..• Pour toucher un mot du particulier de mon ouvrage, deux raisons 
1D 'ont empesche de cotter taus les Modes ~ leur noms : Primierement, i 'ay 
voulu fuir 1 'ostentation des vocables recherchez (my balding), puis apres 103 
dissention des Anciens, & leur diversitez d 'opinions sur tels noms, requiret 
un plus curieux esprit que moy, qui aymieux aime estre leur disciple, que leur 
iuge .. . It catches the eye that Le Jeune refers rather contemptuously to the 
traditional names of the modes as vocable recherchez, implying that their use 
smacks of intellectual conceit. 
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Although LE JEUNE's Dodecacorde (in which he committed 

himself to the renumbering of the modes) was published only 

in 1598 , this mature work , composed when he was already 

well-advanced in years, is known to have existed in 1590 and 

was probably written during the years preceding the eventful 

seige of Paris by the armies of HENRY IV31. Regarded in 

biographical perspective , the inception of the Dodecacorde 

and its particular approach to the modes therefore lies 

comfortably wIthin t he ambit o f influence ZARLINO might have 

exerted . On the other hand . it is chronologically rather far 

removed from the Dix Pseaumes and does not in itself answer 

the question about LE JEUNE's views in 1564. But it 

certainly represents the culmination of ideas harboured over 

a lengthy period of time. the roots of which can indeed be 

suspected t o reach back to LE JEVNE's Paris debut , actually 

even to his probable sojourn in Venice . 

This SUspIcIon is supported by the fact that. in addition to 

the Dodecacorde of 1598. two other collections. published 

posthumously. also have their contents arranged in the order 

of the twelve modes, the authentic mode on C being Mode I. 

viz. the Octonaires de la vanite et inconstance du monde (of 

160632 • and the Airs of 160833 . Since there is no direct 

31 Marin Mersenne: Harmonie Universelle. Paris. 1636. Book IV. pp. 
64-65 , reports the following (in the course of an eglogue on Mauduit) : "lXIring 
the seige of Paris he (Jacques Mauduit . a colleague of Le Jeune from the days 
of the Academie) saved the twelve Modes (i .e . the Dbdecacorde) and other works 
not yet published of Claude Le Jeune. who was fleeing by way of the Porte 
Saint Denis. As a result, all those who now make use of it in their Concerts, 
owe it all to our Mauduit, who seized the arm of the Sargeant who was throwing 
them into the guardroom fire . Because he was from the Justice , and a known 
scholar of music . he easily persuaded the soldiery to return it all into his 
hands, letting them burn in their zeal, the seditious confession of Huguenot 
faith. signed by Le Jeune and fulminating against the League. The discovery of 
such a confession would have meant nothing less than arrest and death. and 
that no doubt soon, had not Jacques Mauduit given them to understand that he 
would decipher the Music. and would know in a short time if it contained 
anything disloyal to the city . For this purpose he asked to take the prisoner 
with him, to which they agreed because of his probity . By favour of the 
Captain his friend, they were escorted with a few guards as far as the 
neighbourhood of the Surete. when he terminated the incident most adroitly ." 

32 Vide infra, Bibliograp:w, p . .3SG . 
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record of the compositional da tes of these works , one has, 

yet again, to resort to a process of deduction. Considering 

the ci rcumstance that nearly all texts from the Airs in the 

collection o f 1608 are by J EAN-ANTIONE DE BArF, it can 

safely be assumed that the compositions in question came 

into e x istence over the years spanning LE JEVNE's close 

association with BArF and his Academie de Po~sie et de 

Musique that is , from 1570-1581. Regarding t he 

Octonaires, the issue is more concealed. The text by the 

Huguenot minister-poet , ANTI ONE DE LA ROCHE-CHANDIEU , was 

published in 158034 . When LE JEVNE ' s setting of these 

appeared in 1606 , the composer's sister , CECILE LE JEVNE , 

declared in the dedication that it was not his intention de 

s ' arrester la, mais d'y joindre encore trois pieces de 

chacun Mode a cinq & a six parties. . .. This statement gave 

cause to the supposition tha CLAUDE LE JEUNE's Octonaires 

was composed in his old age and that death had , in fact , 

prevented him from completing them3~ . However, it gives no 

conclusive ev i dence about the point in time LE JEVNE was 

actually engaged with the setting of the text. But even if 

the text was known to him before its publication36 , its 

reflective character rather presupposes a spiritual maturity 

which would place the poet more or less in his fortieth 

33 Vide infra , BibliograIXlY, p. 3~O/3&Z . 

34 In La Bibliotheque d 'Antoine lliverdier contenant Ie catalogue de taus 
les auteurs qui ont ecrit au traduit en franr;ais, Paris, 1580. 

= Thus Henri Expert in the Avertissement of his edition of the 
Octonaires in Monuments de la Musique au temps de la Renaissance, Paris, 1924; 
also Jacques Feuillie in the programme notes which accompanied his recording 
of the Octonaires issued in 1973 by ARION (Paris). and Frank Dobbins in his 
review of this recording, published in EdrlyMusic, London , Oct. 1980. 

36 He was most probably personally acquainted with Antione de la Roche­
Chandieu (vide supra , p . 5!) and the availability of the text in MS could 
have resulted from this contact. 
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year37 . Added together , this would mean that LE JEVNE c ould 

not have occupied himself with the Octonaires earlier than 

the late 1570's. 

It would therefore, seem that , although LE JEUNE might have 

harboured ideas about the modes which were inspired by 

ZARLINO , these only took a final shape after the publication 

of the Dimostrationi in 1571 and the corrected Istitutioni 

of 1573 . It furthermore seems prudent to accept that, prior 

to these dates, he had followed the tenets hold forth by 

GLAREANUS and, 

1558 eidition 

more 

of 

particularl y , those 

ZARLINO's Istitutioni . 

expounded 

Looking 

in the 

in this 

context at the Dix Pseaumes, LE JEVNE's approach to the 

modes would have been derived from these very sources . In 

other words, at the time of composing the Dix Pseaumes, LE 

JEUNE had not yet deviated from the traditional naming 

starting with the Dorian as Mode I. 

The first five psalms - nos. 96 , 102, 135, 88, and 57 - are 

in modes that approximate the "minor", the remaining five -

Pss . 98, 149, 95, 97 , and 81 in modes that sound "major" 

as we 

sixteenth 

suitable 

understand these. It is well established that 

century authorities 

for pleasant subjects 

regarded major harmonies 

and minor harmonies for 

sorrowful ones 3B . Accordingly, LE JEUNE's arrangement must 

be understood as intentional , conSidering, also, the tenor 

of the respective texts. However, the use of G Dorian in its 

authentic form for Psalm 96 does not indicate sadness , but 

rather seriousness of purpose and 

connection one recalls the annotations 

majesty . In this 

GLAREANUS attached to 

37 Since Antione de la Roche--Chandieu was born ca. 1534, this would 
suggest more or less the middle of the 1570's, probably after his flight to 
Geneva in 1572 . Paschal de L'Estocart, who also set to music some of 
O1andieu ' s verses , was likewise in his early forties when his Octonaires was 
published in 1582. 

3B Knud Jepperson: The style of Palestrina and the Dissonance, 
Lomon, 1946 , p . 38, quotes from Zarlino's Istitutioni am from Pietro Pontio's 
Dialogo, Parma. 1595 , in t his connection, while he also refers to relevant 
passages from Vicentino and Artusi . 
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the Dorian by which the mode is equated to specific subjects 

or emotions of a solemn, serious, dignified, and even heroic 

character39 . ZARLINO, while referring to various sources 

from Antiquity, attributed similar properties to the Dorian 

mode40 . Therefore, apart from the fact that 38 of the 125 

melodies in the Genevan Psalter (many of which deal with 

gladsome subjects) are in Dorian, suggesting that the mode 

had a wide appeal in the realm o f religious music . LE 

JEVNE's choice of the Dorian mode for his setting of Psalm 

96 tones in well with the purpose of the text, viz. worship 

of God who is Lord sovereign41 . 

Psalm 102. the second in the collection. is one of the 

traditional penitential psalms42 and must have held a 

special appeal for LE JEVNE, as he selected it again for the 

elaborate settings of his Dodecacorde. Although the Genevan 

melody is in the Phrygian mode (which is. in fact frequently 

used for sad .texts) the composer chose to set the words in 

the Hypodorian, which he must have felt appropriate for the 

deeply melancholy text. Ideed, GLAREANUS remarks that the 

Phrygian mode is suitable for severe religious music. for 

laments, and for funeral music. But he also adds that " the 

happy genius" 

mode to any 

of a great composer can apply practically 

song43. ZARLINO al so maintains that 

any 

the 

Phrygian mode "goes well with words that case weeping such 

39 Henricus Glareanus: Op. cit., Lib. II. chap IX, p.88; chap XI, p. 91: 
chap XXI. p. 118 . 

40 Gioseffo Zarlino: Istitutioni, Venice ed. of 1573, Part IV. chap. 5, 
p. 369 .. . Atheneo gli attrilxiisce severita, maiesta & vehementia; & 
Cdssiodoro dice. che e donatore della prudicitia. & conservatore della 
castita ... 

41 Vide supra. p. 67-68 . 

42 The others being Pss. 6, 32. 38. 51. 130 , and 143. 

43 Henricus Glareanus: Op . cit ., Lib. II, chap XI, p. 91. 
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as laments44 , Be that as it may, LE JEUNE decided to settle 

on the Hypodorian mode, and for 

to GLAREANUS this mode "has 

good reasons too, According 

a certain seriousness. 

forbidding and not at all flattering. which early church 

musicians seem to have used on sad and mournful occasions45 , 

To these attributes. ascribed to the Hypodorian mode. 

ZARLINO adds that "it goes well with words which represent 

weeping, affliction, solicitude , captivity, calamity , and 

every kind of misery ." .46, Considering that Psalm 102 

reflects the faithful bewailing their afflictions in the 

Babylonian captivity, LE JEUNE's ultimate preference proves 

to be particularly fitting. 

However. by usi ng the Hypodorian mode (transposed to g-l) 

also for the next psalm, his motives appear at first 

obscure, because Psalm 135 is a Hymn of Praise, On the other 

hand. careful scrutiny of the Psalm reveals that it is 

composed entirely 

the psalms or from 

Egyptian bondage of 

the hands of their 

of reminicences of (or borrowings from) 

other texts with due references to the 

Israel and the hazards they suffered at 

enemies. Also , correspond ing to the 

prospect of deliverance and restoration entailed in Psalm 

102, Psalm 135 extols the mercy of God for his having 

vouchsafed singular 

enemies with their 

grace to his chosen people against its 

idols and vain counterfeits of the 

godhead, Regarded in this context . LE JEUNE's opinion of the 

Hypodorian mode for Psalm 135 becomes comprehensible and, 

indeed. once again indicative of the composer's discerning 

sensitiveness of text content . 

44 Gioseffo Zarlino: Qp. cit" Part IV, chap. 22, p. 401 -,. ,pera 
alcumi hanno havuto prrere, che habbia natura di cOillJ1lOvere al pianto; la onde 
gli accoIDl11Odar ono volentieri queUe parole, che sono lagrimevoli & piene di 
lamenti. 

45 Henricus Glareanus : Op. cit . , Lib II . chap XVI. p. 102. 

46 Gioseffo Zarlino: Istitutioni. Part IV, chap 23, p. 399 - .. . dicono, 
che e Modo atto aUe Parole , che rapresentano pianto, mestitia. solicitudine, 
cattivita, calamita, & ogni generatione di miseria . . . 
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Psalm 88 is the fourth in the collection and unique among 

the Dix Pseaumes to articulate depression and distress 

almost to the point of despair. In a way, the ensuing Psalm 

57 forms a complement to the aforegoing , except that, having 

conce i ved hope 0 f de Ii verance . its second part i e commences 

in a much more optimistic vein with vigorous imitative 

writing . The use of the Phrygian and the transposed Phrygian 

respectively4? in these two psalms is in keeping with the 

opinion of GLAREANUS referred to earlier. However, he also 

makes mention of more passionate attributes ascribed by some 

antique sources to t he Phrygian mode, viz. "barbarous ", 

"divinely inspired" (which ERASMUS translated as "violent 

impulse"), and that it "evokes the harsh reviling of the 

indignant", and "incites to battle and inflames the appetite 

of a frenzied rage"46. ZARLINO, citil1g both ancient Greek 

authors and the early Fathers, concurred with these 

properties49 , while LE JEUNE himself, in the preface to his 

Dodecacorde, referred to les Phrygiennes fureurs des 

Francois. But, since both Psalm 88 and Psalm 57 reflect a 

measure of ambiguity as far as the handl ing of their modes 

are concerned 

Aeolian"o 

they can 

the properties 

also 

of 

the 

be 

two 

interpreted to be in 

this mode and its 

texts should also be suitability in respect to 

considered. According to GLAREANUS. the Aeolian mode 

possesses "a pleasant seriousness together with an agreeable 

47 The Genevan Psalter contains five Phyrgian tunes. One has two, 
another three texts, totalling eight possible psalms with Phrygian melodies. 
Of these (Pss . 26, 31, 71, 94, 100, 102, 131, and 142), curiously enough the 
mood of only Ps . 102 conforms with Zarlino's description. But, of course, Le 
Jeune did not use the Genevan melodies in his Dix FSeauwes. 

46 Henricus Glareanus: Op. cit., Lib. II, chap XXIII, p. 123 . 

49 Gioseffo Zarlino: Institioni, Part IV, chap . 5, p . 371. 

''0 Vide supra, p.81. 
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sweetness charming beyond measure~1. ZARLINO concurs with 

this (repeating GLAREANUS' statement in almost identical 

words). adding also that the mode IS most suitable for 

setting lyric verses. and that the ecclesiastical songs 

using it are too numerous to warrant any individual 

reference"2 . If regarded in context with the 

and measured characteristics ascribed to the Phrygian mode. 

in tot o against the 

given to the psalms 

requirements 

In question . 

of the interpretations 

the modal ambiguity. 

mentioned earlier. is yet more understandable . 

The remaining five psalms of the collection are prevailingly 

joyful In content and therefore. except for occasional 

expressive references . sound mostly "major-like" . They are. 

indeed. all set in modes belonging to the Ionian and 

Mixolydian pairs . Similar to the opening psalm of the 

collection. Psalms 98 and 149. appearing in the middle and 

"launching. as they do, the second. more "joyful" half of the 

Dix Pseaumes. both begin with a passage in florid imitative 

writing upon the word chantez. They then proceed in the 

almost uneclipsed "major" sound of the transposed Ionian 

mode . As regard.s our two major theoreticians, they agree 

that this mode is, by its nature, "very suitable for 

dancing". Indeed. to such extent that "some people ... call 

it the lascivious mode"3 . They are also in agreement about 

the Mixolydian mode having been in great demand "among early 

church musicians", but that it is being superceded in 

"1 Henricus Glareanus: Op. cit., Lib . II, chap. XVII, p. 104 . 

"2 Gioseffo Zarlino: Op . cit., Part IV , chap. 28, p. 411 - CUesto Modo, 
a1cumi 1 'hanna chiamato aperio & terso, attisimo d i Versilirici; 1a orrle se 
1i potranno acco/D1IJodar quelle parole. che contegnono materie allegre, do1ci, 
soavi & sonore: esserrlo che (come dicono) ha in se una grata severita. 
mesco1ata con una ceria a11egrezza & dolce sOdvita oltra modo .. . Sono di 
questa Modo malte canti1ene ecc1esiastici, che 10ngo sarebbe i1 referir1e . .. 

"3 Henricus Glareanus: Op. cit., Lib . II, chap . XX. p. 115; Gioseffo 
Zarlino : Op. cit., Part IV. chap 18. p. 392 - CUesto Modo (come dicone) e di 
sua natura molto alle llinze & a i fu11i ... che a i nostri tempi a1cuni 10 
chiamano Modo 1ascivo . .. 
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popularity by the more celebrated Ionian~4. 

Psalms 95 and 97 , written in the Mixolydian mode, frequently 

show lapses into the minor with a flattened B in the triad 

on G . This characteristic of many pieces in the Mixolydian 

pair of modes is put to good use in expressing the text , 

e.g . in the tierce partie of Psalm 95. when harmonies waver 

between major and minor to suggest the restless lot of those 

who fail to enter into God's rest~~. 

Psalm 91 - the last in the collection - appears, at a first 

glance. to be also in the Mixolydian mode. However. C soon 

establishes itself as the final. bringing to effect the 

bright and 

fitting to 

joyful sound of the Hyperionian mode, especially 

the celebration of the festival referred to in 

the third stanza of the rhymed version~6. The allusion to 

trumpets (in the same stanza) may also have contributed to 

determine the. mode for this psalm. since (according to 

GLAREANUS) "the tones of the trumpets . .. fit the range of 

this mode~7 . On the other hand. the content of the text 

takes much the same turn as does that of Psalm 95. And 

probably for this reason. ample use is made of minor 

harmonies. including cadences on G with a flattened third. 

However. Psalm 81 ends on a more cheerful note: instead of 

closing with a malediction upon the ungrateful and 

rebellious nation, "it comes to an end with a nostalgic 

~ Henricus Glareanus: Op. cit., Lib. II. chap XXVI. p. 134; Gioseffo 
Zarlino: Op. cit . , Part IV, chap 26. p. 407 - {);esto Modo e /DOlto in uso 
appresso gli Ecclesiastici : & nelle cantilene de gl i altri Musici si trova il 
piu delle volte nelle sue Chorne de naturali . .. 

~~ frlrant quarante aIlS, en effect, Ceste race m 'a fait , Dix mille 
ennuis ... Je jurai pour chose asseuree, Si jdI1Jdis ces mechans ici, Puisqu'ils 
se deffient aiIlSi. Dedans mon repos ont entree . . . 

~6 In fact. the psalm was written "For the feast of Tabernacles", which 
commemorated the period in the desert am the Law given at Sinai . The 
Huguenots' identification of themselves with Israel is rather obvious. 

~7 Henricus Glareanus : Op . cit . . Libr . II. chap XXVII . p . 137 . 
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reference to the blessings that might have been theirs"58 . 

In this way the Hyperionian mode proves , in the end effect , 

to be justified. 

It may occur that LE JEUNE ' s attitude towards the modes (in 

context with expression) was dealt with rather 

comprehensively above . However , 

indulgence should be apparent . 

characteristics of the modes 

the reason for this 

As 

are 

it is , 

o ften 

the ascribed 

vague enough 

(sometimes even contradictory), and consequently any attempt 

to determine their conscious usuage by way of passing 

illustrations would have proved inadequate . Nevertheless, 

when all is said and done, it becomes evident that CLAUDE LE 

JEUNE displayed a sensitive propensity for modal 

characteristics as these had been handed down by tradition 

without , however. at being subservient or 

academically narrow-minded 

anytime 

on the subject. Much rather can 

one detect an amenibility towards 

text and a readiness to deviate from 

the requirements of the 

established concepts in 

order to accomodate delicate shades of i nterpretation. 

We now have to consider LE JEUNE's handl i ng of the 

chiavette. Chi avette can indeed be a matter of baffling 

complexity . Their definition and manifest function is. of 

course, simple enough, viz. the use of clefs to shift the 

pitch range of a staff carrying a voice part in order to 

avoid the 

conspicuous 

use of 

objective 

ledger 

does 

lines. However, this 

not entirely elucidate 

very 

the 

phenomenon as such. Much rather does an obtrusive Uhen-or-

egg" situation prevail which tends to cause considerable 

vexation , if on the other hand , one takes into account the 

1 imi ted number of modes at the disposal of sixteenth 

century composers"9 - which, together with humanistic views 

58 John B. MacMillan: The Calvinistic Psalmody of Claude I.e Jeune with 
special reference to the 'D:x1ecacorde' of 1598, 2 vol. , unpubl. Ph.D. thesis , 
New York University, 1966 Vol I, p . 39. 

09 Vide supra, p . 79 . 
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on the "suitability" of a mode, forced them to definite 

decisions and, on the other hand . the then current 

heterodox approach to pitch60 . The question of transposition 

- a subject o f long-standing controversy among historians­

only adds more cloudiness to the issue6~. Waiving what may 

substantially appear as academic cavelling. it will here be 

attempted to relate the matter of chiavette as directly as 

possible to LE JEUNE . more specifically to its use and 

connection with text expression in the Dix Pseaumes. 

Up to about the middle of the sixteenth century , all 

measured music was handed down mainly in triple clef 

combinations - even in settings for four voices. From that 

time, however. the practice of employing quarternary clef 

combinations established itself as the generally accepted 

norm. This happened and spread fairly rapidly as a result of 

developments within the domain of the compositional methods 

of the Italian vocal polyphony referred to earlier62 • 

Consequently, the four fundamental types of voices-

soprano, alto, tenor, and bass - each became associated to 

its own clef, figuring , to be sure, from the beginning in 

the following alternative sets of clef combinations , later 

referred to as "high chiavette" and "low chiavette" -

60 An excellent account on this particular question is given by A. 
Mendel: Pitch in the 16th and Early 17th Centuries (in The Husical ()Jarterly, 
XXXIV [l948J pp . 23-45. 199-221, 336-357, 575-593) . other, more recent, 
studies include H. Federhofer Zur CJJiavettefrage (in Anzeiger der 
[iJiloso{iJisch-historischen Klasse d. osterreichischen Akad. d. Wiss . , 1952 , 
Nr. 10), as well as Siegfried Hermel ink Dispositiones Hodorum - Die 
Tonarten in der Husik Palestrinas und seiner Zeitgenossen, Tutzing, 1960. 

6~ Theories, attacks. defences , rebuttals and sur-rebuttals are 
extensively covered in Mendel's aforementioned study together with items of 
evidence for and against the connection between clefs and transposition taken 
from composers and theorists ranging from Josquin to G.B. Martini . 

62 Vide supra , p. 7,; . 
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Ex.SS 

S.pro"o 4 !B 
Alto ~ If! 
TehO'f' IS ~ 

[)a.ss ~ 1)' '9' 

"High' \\Low . 

While earlier times did not attribute any special musical 

significance to the choice of clefs, the now fixed relation 

between a clef and its thereby designated type of voice 

points - as we shall see - to what amounts to a consciously 

applied new technique which was bound to have an important 

bearing on the all-round concept of the musical structure 

rather than fulfilling only a graphic function . 

From this we must assume that a definite relationship came 

to exist between the choice of tonality63 and that of 

chiavette or, just as likely , VIce versa (the " hen-or-egg" 

situation) . However. in order to penetrate to the core of 

this, we must investigate the nature of tonality as this was 

effective in v ocal polyphony at the time in question and 

possibly define it. Again we shall consult those major 

theoreticians who have probably influenced CLAUDE LE JEUNE . 

Turning firstly to GLAREANUS , we may be disappointed, since 

our researches will yield preciously little64 . In the 13th 

chapter of Book III of his Dodecachordon he very fleetingly 

touches upon conditions in the polyphonic setting, saying 

that "there is a certain hidden relationship of the modes 

63 I.e. within modal context, of course , and not yet in its modern sense . 

64 This is not really astonishing, since the main purpose 
winded standard work is to deal with the church modes and., 
context, the legitimation of the added Aeolian and. Ionian. 

of his long 
within that 
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and a generat i ng o f one from the other", whi ch is , however , 

not acquired through the ingenuity of composers , but 

"determined i n thi s way by the nature of the modes "6" . 

Curiously enough, he does not attempt to formu l ate a rule 

for this phenomenon or even uncover a rationale behind it . 

In fact, he just c ould not concei v e o f the different voices 

and their modal relationships in a polyphonic composition 

being j oined in a homegeneous concept of tonality. And, 

although h e lauds "the harmony " o f an anonymous polyphonic 

setting (no. 35 of his on in the same 

chapter , we 

above-quoted 

Glarean hier 

must agree 

examples) later 

with RIEMANN when, referring to the 

passages, he 

noch entfernt 

exclaims: " Wie weit ist doch 

von einer Erkenntnis des Wesens 

der Harmoni e66 ! " 

With ZARLINO the picture is somewhat different. Already in 

the first edition o f his Istitutioni (1558) he makes a bold 

attempt to get a 

monophony 

illustrate 

only 

the 

hold on the matter. Mentioning Gregorian 

in passing, he selects his examples to 

modes almost exclusively from musica 

figuralis and 

to tonality . 

edvotes the entire Part IV of his Isti tutioni 

i . e. the intellectual penetration, 

comprehension and description of tonal relationships within 

four-vo ice polyphonic settings67. For ZARLINO the basic 

6" Henricus Glareanus : Op. cit .. Lib. III , chap XIII , p . 240 . He then 
goes on to point out that this happens "whenever a Hypodorian Tenor is 
arranged so that its Bass is Dorian . often also Aeolian . .. Contrariwise , 
whenever the Tenor is Phrygian, the Bass and Cantus often fall into the 
Aeolian ... sometimes the Cantus comes into the Hypophrygian .. . Again , when the 
Mixolydian is in the Tenor, the Cantus and Bass have the system of the 
Hypomixolydian, which is that of the Dorian" . 

66 Hugo Riemann: Geschichte der Musiktheorie im IX. -XIX. JahrtJundert. 
Leipzig. 1898 . p . 357 . 

67 A comprehensive account of Zarlino's musical theory has yet to be 
produced . Relevant more recent literature includes: F. H~ler : Bemerkungen zu 
Zarlinos Theorie (in Zeitschrift tlir Musikwissenschaft , 9, 1926127 , pp. 
518-527); H. Zenck: 2drlinas Istitutioni harmoniche (ibid .. 12. 1929/ 30 , p. 
540 seq) . Enlightening is also Hermelink's expose on this matter (Op. cit . . 
pp. 54-60) . 



147 

components of a musical composition are. on the one hand. 

the four vo ices within 

between them. and. on 

a framework of prescribed distances 

the other hand . the tonal material. 

the traditi onal modes . He then endeavours to conciliate the 

inherent conflict between these elements 

in a 

by stating 

work by 

that one 

both its and the same 

authentic and 

mode 1S presented 

plagal forms which appear alternately in the 

four vo ices with 

the alto and 

the soprano and tenor carryi ng the one. and 

bass the other . He also stresses this 

distinctive inter-locking of the structure by pointing out 

that the neighbouring voices 

tenor) belong to "collateral" 

(soprano and alto. bass and 

modes and that they, 

therefore. fit in exceptionally well with each other66 . In 

this way ZARLINO surpasses GLAREANUS by bringing about a 

synthesis of the old divisions of the church modes with the 

new circumstances arising from four-part polyphony. Yet, 

however revolutionary this push towards new horizons was, 

it did not - to remain in figurative speech - quite reach 

the new shores it felt urged to seek . Because, instead of 

eventually arriving at a fully comprehensive, homogeneous 

concept of tonality descriptive of the total structure of 

vocal polyphony, ZARLINO remains rooted i n categories 

primarily designed for the realization of Gregorian 

monophony. Thus he does not rise to the vital question as to 

t he overall tonality of a composition (which wou ld strongly 

determine its effect), but meets it by referring - as 

traditional t heory prescribed to the tenor69 . 

66 Gioseffo Zarlino: Istitutioni Part IV, chap 31, p. 418 - Ma veramente 
1e Parti delJbono essere ordina te in tal maniera, che fordardo i1 Modo, sopra 
ilqua1e si compone 1a cantilena , 001 Tenore ; se ' 1 Modo occup:u-a in tal p:irte 
1e chorde dell ' Autentico; come ho detto; il &sso contenghi ne11e sue Q10rde 
i1 Modo plaga1e; il Basso venghi a contenere 1 'Autentico; di maniera, che 
quardo saranno collocate in tal modo, 1 'altre poi si acc01lJlllodaranno 
ottimamente, senza alcuno incommodo della cantilena. 

69 Gioseffo Zarlino: Istitutioni , Part IV, chap. 31. p . 417 - Dico 
adunque, che qualunque volta i1 Musico haura. proposto di comporre a1cuno 
Hotetto, 0 Madrigale , overa qua1unque altra forte di canti1ena; considerato 
prima bene 1e Parole del Soggetto; debbe dapoi e1eggere il Modo conveniente 
alla lora natura . Ii che fatto osservara, chel suo Tenore procedi 
rego1atamente modu1ardo per Ie chorde di que1 Modo, che si haura e1etto, 
facerdo 1e Cadenze, secondo che ricerca 1a perfettione della Oratione & il 
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tonality 

to the 

development 

of vocal 

of this concept 

polyphony and , 

as pertaining to the structure 

inter-relatively, to the 

consolidation of music as the image of a pre-meditated 

score . And it is at this point where the matter o f chiavette 

enters so decidedly on the scene. 

Let us again consult ZARLINO. His instructions concerning 

the relation of tonality and chiavette are short and to the 

point when he says:" ... It is, however, to be observed that 

the clefs of the soprano and the tenor should in all modes 

be placed as is shown in the above examples of each 

individual mode?O; that for the bass are, as stated, 

adapted in such a way that its tones are separated from the 

tenor by a fourth or a fifth, which, as I say, is also the 

distance of the soprano from the alto"?l.. Especially 

noteworthy of these directions is the implicit indication 

that ZARLINO apparently favoured the use of a score in the 

composer's method of working. The alternative method in 

fine delli suoi Periodici, Et sopra i1 tutto debbe cercare con ogni diligenza 
di fare, che tal Tenore sia tanto piu regolato & bello; leggiadro & pieno di 
soavita; quanto piU, che la cantilena si suol fondare sopra di lui; accioche 
venga ad essere il nervo & i1 1egame di tutte 1 'altre Parti . .. It is 
interesting to note that the previous quotation (footnote 68) follows upon 
this one, showing amply that Zarlino indeed remained rooted in the old tenets . 
However, practice often enough preceded theory, and although composers of the 
Netherlands tradition may still have honoured what H.H. Eggebrecht (in Archiv 
fUr Musikforschung 14, 1957, p. 64) called the Prinzip der intervallischen 
Bezogenheit der TOne in a .. priIDi'ir intervallisch gemachten Satz , Ital ian vocal 
polyphony at the time in question was , to my opinion, well on its way to heed 
an emerging consciousness of tonality and an ever clearer concept of a score 
in which the four voices have a fixed structural function. 

70 In these the clefs ("high" or "low" chiavette) are chosen to suit the 
ambitus of the particular mode best. 

7l. Gioseffo Zarlino: Istitutioni Part IV , chap. 31. p. 419 - Ha si de 
avert ire, che Ie Chiavi de1li Soprani & delli Tenori in tutte li Hodi, si 
scrivono, come si e lIJOStrato di sopra ne gli essempij di ciascun Hodo; & 
quel1e delli Bassi si accommodano di maiera, che Ie lora Chorde possino essere 
(cOlDe ho detto) distanti da que11e de i Tenori per una Diatessaron, overa per 
uno Diapente; il che dico etiandio delli Soprani da queUe de i Contra1ti . 
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"working out" a composition was. of course by way of using 

the older system of the scala decemlinealis which involved. 

at an advanced stage o f compositional realization. the 

writing out of individual voice parts and the post factum 

selection of clefs best suited to them?2 . Although the two 

methods may not differ much from one another in the detail 

of step-by-step progress. the score-method distinguishes 

itself in a vital way from that of . the scala decemlinealis : 

the choice of clefs for the individu~l voices must be made 

before the "work ing out" of the composition, excluding all 

later arbitrariness. HERMELINK fittingly points out that, in 

the score-method. chiavette regulate simultaneously the 

diatonic relations of the entire tone spectrum (thus 

corresponding to the role of the claves signatae on the 

scala decemlinealis) as well as the reciprocal distances of 

the individual voices. by virtue of which they constitute a 

factor of eminent importance determining 

technique itself73 . Chiavette, therefore , did 

compositional 

not add up to 

a mere graphic function, but indeed assumed a rol e of 

compositional criterium including. to be sure, text 

express i on . In this connection we possess interesting 

intelligence according to which LE JEUNE used an instrument 

when composing?4 . This evidence seems to confirm that the 

latter (at least since his Dix Pseaumes with their strong 

italianate-madrigalistic features, so different from the 

early chansons) was partial to the use of a score in 

72 Johann Andreas Herbst: Musica poetica. Nuremberg, 1643, is a late -
and typically academic - upholder of this older system and gives (on p. 33 
seq.) a detailed prescription as to how a composer has to go about the 
"working out" of a piece of music . 

73 Vide S. Hermelink : Op. cit., p. 50. 

74 Marin Mersenne: Harmonie Universelle VI, EIIlbellisment des Chants, 
VIII. Mersenne maintained a lively contact with the older Jacques Mauduit . on 
his part a younger colleague of Le Jeune's at the Academie de Pdesie et de 
Musique. Much of the sparse biographical information about Le Jeune is 
available through this connection. Unfortunately. Mersenne does not specify 
the instrument used by Le Jeune. but it may we 11 be assumed to have been a 
keyboard instrument. probably a harpsichord. 
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"putting together " his compositions. This places him . yet 

again . within the ' ambience of ZARLINO . 

As regards transpositi o n, suffice it to no te that t h ere is 

considerable evidence that "high chiavette " (with the bass 

using the tenor clef) did not automatically imply a piece to 

be sung a fourth lower. Protagonists of this kind of 

transposition usually solicit PRAETOR IUS , Syntagma Musicum 

t o justify their point of v iew , c onveniently ove r looking the 

fact that the relev ant guidelines of this authority are 

meant to be applied when putting a piece into tablature?~! 

Furthermore, transposition .would surely be negating the very 

aims'and implications of chiavette, something MORLEY seems 

to have in mind when he urges that pieces be sung where they 

were written?6. When REESE argues that MORLEY's very 

remonstrance shows that transposition was in fact applied to 

the chiavette in his day??, his line of reasoning may point 

to some actual practice during the sixteenth century?8 , but 

it does not in the least cancel the validity of the latter ' s 

contention. Indeed, very often sixteenth century vocal music 

would display a detrimental intransparency, even an ugly 

"muddiness" , if it is to be subjected t o obl igatory 

transposition ! ENGEL is , therefre, quite correct in stating 

?~ Michael Praetorius: syntagma MUsicum I, Wittenberg, 1615, II & III . 
WolfenbUttel, 1618/19 (Facs. ed by W. Gurlitt in Lbcumenta musicologica I, 
vol. 14, 15, 21. Kassel, 1958/59) " Vol. III, Part II, cl')ap. IX . 

?6 Thomas Morley : A Plaine and E:Jsie Introduction to Practicall MUsicke, 
London , 1597 (new ed. by R.A. Harman, New York, 1952 , p. 275 ) , 

77 Gustave Reese: MUsic in the Renaissance, London, 1959, p . 533. 

?8 Caspar Vincentius, for .instance, refers explicitly (in the preface of 
Part II of Abraham Schadeus' Promptuarii musici sacras harmonias sive motetas 
V. VI . VII & VIII, vocum . . . , Strasbourg, 1612, for which he suppl ied the 
Eessus generalis part) to transpcsi tion down a fourth or a fifth of pieces in 
which the lowest part is notated in tenor clef, to "anyone at his pleasure". 
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that "a rule for chiavette transposition does not exist"79. 

Finally the matter must also be guaged in the light of high 

or particularly low chiavette requiring corresponding 

pitches on account of acoustical or symbolic reasons 

without, however, excluding a certain measure of fluctuation 

which was entailed in sixteenth century pit~h as such. It IS 

within this context that we have to approach CLAUDE LE 

JEUNE ' s handling of chiavette. 

Observing how LE JEUNE brings into play chiavette in his Dix 

Pseaumes, we note that six of these (Psalms 96, 102, 98, 

149, 95, 81) employ the so-called "high chiavette", while 

three (Psalms 135, 88, 97) use the normal SATB combination, 

and one (Psalm 57) the "low" chiavetteso . We now have to 

consider these dispositions in connection with LE JEUNE's 

choice of mode for each psalm. 

In the case of Psalm 96 the choice of the Dorian mode suits 

- as we have seen - the mood of the text 

However, the exhortational character 

particularly well. 

of the psalm IS 

underlined by the high register (using the treble/soprano, 

mezzo-soprano, alto, and baritone clefs) Which, of course, 

necessitated the transposition of the mode to G. It is 

furthermore notable at the beginning of the piece that the 

points of imitatin of all entries subsequent to that of the 

Superius are maintained at the octave and that the Contra 

and Bassus do not occur (as one might expect) a fourth (and 

a twelfth, respectively) below, or - as ZARLINO would have 

said - in the plagal form of the mode, forming "col laterals" 

79 Hans Engel: Art. OJiavette, in MGG, KassellBasle 1952, Vol II, col. 

eo Among these designations there is but one inconsistency, i.e. where 
the same clef is not kept in each of the voice parts throughout the entire 
psalm. In the second part of Psalm 96 the treble clef of the Superius is 
changed to the soprano clef. Since the range of the music of the second part 
could have been accommodated by the treble clef without resorting to leger 
lines, and since the music in its entirety remains in the high register, there 
seems to be no particular rationale behind this change of clef and it must 
consequently be ascribed to the incongruities of Renaissance music printing. 
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with the other two voices . Such practice (with the Bassus 

then substantially lower) would, naturally, have resulted in 

the compostion being placed in a different register 

altogether, contrary to the intention of the composer 

regarding expression. Again, chiavette are revealed , by 

virtue of their interaction with structure, to contribute 

determinatively towards musical eloquence . 

Psalm 102 reflects deepest suffering and misery. 

Consequently , one would expect a rather gloomy and opaque 

mood to prevail, manifesting itself in the darker sounds of 

a low register. Yet LE JEUNE conceived this composition in 

"high" chiavette (using the soprano, mezzo-soprano, alto , 

and baritone clefs). The explanation for this choice lies in 

his keen perception of the text and his sharp recognition of 

its essence : an anguished cry, piercing the heights for 

deliverance. Thus the elected register rather clinches the 

emotional properties ascribed to the Hypodorian mode and 

jointly they serve the text expression of this psalm . 

Psalm 135 retains, as pointed out earlier, the Hypodorian, 

the mode of the previous paslm in the collection, although 

it is, as a Hymn of Praise, in overt contrast to the mood of 

Psalm 102. But we have also noted the textual reminicences 

of Psalm 13581 , recalling the sufferings of Israel , as well 

as the prospect of deliverance and the vouchsafement of 

singular grace mentioned in the two psalms respectively - by 

virtue of which they were probably regarded in close context 

by LE JEUNE , explaining his choice of the same mode for both 

texts. By using the soprano, alto, tenor, and bass clefs , 

the setting of Psalm 135 is calculated for the so-called 

"normal" register . The reason for this choice seems to be 

two-fold and, for that matter, of a more definite structural 

character. Firstly, the Contra provides the incipient entry 

of a moderately melismatic phrase on the word Chantez, 

evocative of the beginning of Psalm 96, where the lead is 

61 These include a reference also to Psalm 102, verse 13 pointing to 
verse 12 of the latter. 
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taken by the Superius (also on the same word). Opening Psalm 

135 with the Contra appears to be intentional, considering 

the fact that similar openings in Psalms 98 and 149 present 

the tenor and, yet again, the Contra in the dux role. while, 

finally, the imitative beginning of Psalm 95 (this time not 

with a melisma on Chantez) reverts to the Super ius to take 

the lead. Basically, these alternating entries do also 

serve an expressive 

each time they occur, 

motive, concealed as it may be. For, 

fresh attention is focussed on an 

opening which, in four out of five cases, starts on the same 

conspicuous word. Secondly, the incipient entry by the 

Contra having been established and imitated by the Tenor at 

the unison, the "collateral" entries by the Superius and the 

Bassus are fixed a fifth higher and a fourth lower 

respectively, on the basis of which the appropriate clefs 

delineate the register of the piece. 

Psalm 88 maintains the 

It strikingly revokes 

SATB combination of its antecedent. 

the desolation and, together with 

that, some corresponding musical features, of Psalms 102 and 

57 which will be referred to again later on. However, the 

ambit of the Bassus displays a lower circumscription in 

Psalm 88 than in the congenial settings, the difference 

being a third and a fourth (at the higher and the lower ends 

respectively) as presented by the leaps on mon eri (in Pss 

102 and 57) against je erie (in Ps 88) on the one hand, and 

the finals of Pss 88 and 57 on the other hand (the dominant 

of the Hypodorian of Ps 102 being, of course, identical with 

the final of the transposed Phrygian mode of Ps 57). Thus 

the particular use of clefs is yet again as closely tied up 

with the tonal contours of the music as it is with the 

profound and mournful mood of the text expressed therein. 

Psalm 57 employs a rather unusual combination of clefs: 

mezzo-soprano, tenor, tenor, and baritone. Particularly 

clear is the intent of the lower register through the 

omission of the soprano and the accentuation effected by two 

tenor voices. The tone colour is ostensibly dark, fittingly 

corresponding to the wailfulness of the text (at least to 
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that of the first half of the psalm). As stated earlier, 

this psalm is, in a way, complementary to Psalm 88 and it 

is, therefore, certainly no coincidence that both are cast 

in the same mode. However, there is also a diference between 

the two psalms which manifests itself in the turn taken by 

the text in the second half of Psalm 57: having conceived of 

deliverance, it becomes exultant and the psalmist addresses 

himself to pay sacrifice to God. This is borne out by the 

fact that, although the psalm uses the same mode as Psalm 

88, it is transposed a fourth higher to Phrygian A. 

Furthermore, the Bassus reaches to a comparatively higher 

ambit, while also the Tenors leap.into extreme tessitura at 

conspicuous'text 

by the chiavette 

points - circumstances all well-determined 

when the meaning of the text - both its 

mournful and exultant traits - was taken into account. 

Corresponding to the generally joyful disposition of the 

last five psalms in the collection, LE JEUNE has not only 

settled for the "bright" modes, but has also elected, for 

all but one of these pieces, the high chiavette. 

Psalm 98 uses the same clef combination as Ps 96 (treble, 

mezzo-soprano, alto, and baritone), thus adding to the 

similarity of their respective beginnings on a mildly 

melismatic Chantez. The mode is also transposed (to Ionian 

F) in order to place it in the appropriate high register. In 

the case under consideration, the dux is, however, presented 

by the Tenor, while the subsequent entries do not occur as 

direct imitations at the octave (as in Ps 96), but with the 

Contra and Bassus appearing as the "collaterals" of the two 

higher voices, each answering . at a fifth (i.e. in the 

"plagal" form of the mode) and in contrary motion, thereby 

remaining within the limits of the desired register. 

Psalm 149 strongly resembles this procedure. Only here the 

incipit entry is given to the Contra which presents it in 

the "plagal" form of the Ionian C mode, while, reversely, 

the higher voices form the "collaterals" in the authentic 

mode, which now allows the imitation in its direct form and 
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yet keep the music within the confines set by the chiavette. 

The high register of this "Song of Triumph" is further 

accentuated by the Bassus using the tenor clef and reaching 

up to f, while never going below C. 

Psalm 95 

soprano, 

extremes 

retains the 

alto, and tenor 

are the same. 

clef combination, trebl~, mezzo­

of its predecessor. Also the tonal 

Within the bounds of these, the 

material is organized to confirm the intended high register 

the incipit entry, presented by the Superius in the 

authentic Mixolydian mode, is successfully imitated by the 

Contra, Tenor, and Bassus, with the middle voices forming 

the "collaterals" in the plagal form of the mode and the 

Bassus, again ln the authentic form, "clinching" the 

construction. 

For Psalm 97 LE JEUNE reverts to the normal clef combination 

SATB. Although reflecting, by means of the Mixolydian mode, 

the generally joyful mood of the text, the elected register 

is also intended to express the constancy and righteousness 

of God which compels all men to humility. 

Finally . the setting of Psalm 81. written in the bright 

sound of the Hypoionian mode, bears out its exhortative 

character to worship God by being cast in the high register 

(using the soprano, mezzo-soprano, 

which is, yet again, purposefully 

serve the expression of text. 

3 Melodic devices 

alto, and baritone clefs) 

and very aptly used to 

Regarding LE JEUNE's employment of melodic devices as 

indeed, all other compositional inventions to be 

subsequently considered it cannot here be attempted to 

provide a complete catalogue of examples. Rather will the 

aim be to present some cases of his handling of melody 
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which convincingly serve the expression of the text B2 . 

Melody is that element in composition which offers itself 

naturally and most directly to expression. In homophonic 

texture , our attention is focussed on the Superius, whereas 

in polyphonic texture it is spread over all participating 

voices. In spite of LE JEUNE's "virginal" approach to 

me 1 odyB3, certain identifiable traits ln its technical 

treatment point to an awakening consciousness in this 

regard . On the other hand, scrutinizing his manipulation of 

melody in the light of its relevancy to the text, we shall 

find LE JEUNE to reveal himself even at . this early stage 

in his professional 

highly sensitive 

1 i fe as a true musical Humanist, 

to the kind 

earlier. It is, therefore, not 

abundance o f deliberately utilized 

of eleoquence described 

surprising to find an 

melodic devices serving 

text expression, which makes it possible 

to categorize these . 

HAMERSMA suggests the following categories: 

Register 

The direction of a melodic line 

Melodic leaps (ascending and descending) 

Melismas 

The character of a melodic line 

even desirable-

These categories are, of course, often interrelated, and, 

just as frequently overlap - c i rcumstances which make them 

at times somewhat arbitrary (as also HAMERSMA concedes) . 

Register 

As in speech, musical register plays an important part ln 

82 Sometimes it also serves expression 
that music possesses an eloquence of 
"inte 11 igibi 1 i ty" of the medi urn of 1 anguage . 

in spite of the text, which means 
its own, often surpassing the 

B3 Vide supra, pp. 91-9Z, where the technical aspects of Le Jeune's 
handling of melody were discussed . 
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conveying the expression or special meaning intended by a 

text. Thus high and 

communicate height 

low registers are often employed to 

or depth, light or darkness, joy or 

sorrow , enticement or weariness, etc, Moreover, register 1S 

also used as a means of emphasis repetitions are presented 

either at a higher or lower pitch (depending on the implied 

meaning ) , Naturally, other categories especially the 

direction of a melodic line and ascending or descending 

leaps - are also often associated with register, 

Words like ciel, haut, ci bas, fond, gouffre , mer (as well 

as their plurals or combinational transformations) quite 

obviously invite expressional handling by way of register 

and, as a rule, are treated accordingly as the following 

examples illustrate 

La. tUT"e Q.5 fa.i te 

~,. sw Cl"s.l3~ ~..t{,,,, .... ,5-4-1) 

~~VJ ~'-j~ ~,{~}fS J~T1v 
~IUU) V'bi.'ft. es S0U.S _ fn'!s clt. t ...... h\A-l" 

:~~;F~-:f] l::~r rrfw. 
t.\.UI.)(, "o~n f5 ~O:r.1"S cL~ Ie:... mer 

£~f>O.::-=: f'-J " c: I >.:.::': J ~ T'-.I.'=J' ',1 ••. 
f:j) _· L.:..::=.~ <:;;r_--= -:' . d. ·~-;,::: ,;:.. .;~ = _:rvv 

g~\4.'It ,V()i.re fs '00l.4j- f~s ck { .. lm.oU" 

:~ilf~~: ,:y-~~ J)};¥w. 
c.i.w.x,Voi.rc. e.s 80U.l-flH:.~ r.L~ /(:\ \1'Ie.,.. 

= (N-

Ex.S~ ('Ps' S1,p ... -h,~~-,,) 

~~~~i~ ~J=::Fl¥ ~ 
(dw..,:,) I ti b~. p....'r t-.D 

· :i:::--=c;;!.=E:- -- - ... -=:.. - --r F 
(<I ...... ), Cc b::. p..r Q,J: 

'~~~j if~ 1ft> 
01 ...... , U b ... \>or;" 

~~ . . ~~F-rJ"~ 'w. 
eiw.x, (0', bo..s t-r to.t: 

Less obvious are implied applications of text expression as 
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20='1 ,0+" ::'=l.- r::1 -=;r~ -'=r==:F-' ::-:jccoi':'.F cF :::E~' ,;::: 
!@-= .... :.-: '~.:-::- :* .-=--~.--~ -=- "":J.. -.- d ~~ -..~:;~ ~:7:"J:.:::" J -:- - -':::F:-~= 
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10 • . "3 (1'5. gg,'p.A i,"""". S'-S.) 

f_,;;;-TJ T }}~ {}:, J - .:rf::~:~~-~ ~ 
qu..i. d cW. se- p~- chrt. CO'4.. - o~ e - ~, 

~~}:Ff ;}~l;'Jq}~: -,:~1~1yN: 
Q* cl GlLl S~ pu..J-d,~~u.- ~ - _ il..) 

J1; =-.r:i : ,- ;:F f'J>:"JC'J"-:::-;-' :"C_-::--_ ---:~ -:::-::: 
!l'-'-.:...--r'-rc:-- ----"" -:--=d - : J --:J} J-:~,-, 
, Quid""- • .,. p.l-cl,,,, -J:i-:' - '0, 

-- ~§:j~t: ~:J~}~f~~--+- ;;1J::~~~;::EW':'~ 
!(u.Luteu<. se.-rIo4..1~ch1'"e cou.- c.h£ __ eo) 

Here the words obscure (obscurite) , s ombre, cache (caches­

tu ), sepulchre, and couchee are associated with depth (or 

darkness) and are accordingly accommodated in decidedly low 

ranges; these are yet further underlined by the general 

descending tendency of the voices, The word cime, wnich IS 

identified _ with height (or intensity) , is figured in 

extreme ranges, and accordingly stressed by ascending lines-

Still in the same g r oup, we also encounter entire phrases 

being sustained in a particular register. The following are 

eloquent such examples -
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Upon this follows the extract Qui est au sepulchre couchee 

(quoted above in example ~~ ) which, on its part, is ensued 

by 

The tenor of the text being misery. despair and rejection -

all associated with depth - the whole section is set in a 

low register. On the other hand, the following example 

conveys glory and excellence (identified with height); 

therefore. the entire section persistently moves into the 

top ranges -

-co.. 

_ c~. Co.,y 

- C~· CQ.r '-'est Ie 
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Of particular interest are those cases of register-

involved musical word-interpretation which appear to conform 

with neither the obvious nor the implied application of text 

expression, but seem to contradict both these practices! The 

following 

genera 11 y 

(where the key-words 

associated with depth ) 

ocean -

may serve as examples -

E •. H CPs. ~.,paAi,,,,~.,-q) 

~~=r2r~tfh cf=ff~M~= 'f~~:"'~'=--
~'ll'. "'9 5'?S.~t;,~1lm.tlllAo.:12..-4) 

[

2' l>,,==;?T:' r r.:::r,::C;ti=-':i~~ 
.\p--=- cl-. : J . .:!:= El l [:\= --=., 

-tt.3 (; ft.TTf. H.L.-lI.e.r- ~Cil- - If., 

~(~~j, ' Ll~~flj : JIl~fl 
t~Tn. u,- It'-- ~-se - - - (~ d,CUl __ -= 

~~~F~-=0t:f :I'JL":Ir-:'=:::-, t~J:::'t=,=--=, 

~:~-,;~.:~;i ~,~;;:I~:, gy_lir f 
e\,,,-,, - - --

O:x·10 (Ys.9S;p.);I,"' ...... 't4.\T.l 
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:=.=':, ?::: ~·~p-=:i'=r=~ .. J=" ',C ';;';;;, 
. ~-~ ~_-~~::::::-.: : \.:.:.::=~-_-=-:- -E:. :.~:·= 

. A lui. ,eul 1 .. "' ... Aj.- -tw<t, 

T Vh 1'14lrI'D-ee-~ ~-d- e.~, 

~~~~; '8 rc;f =b~~ 
To" rt~'" \ '~ ce- SI9Vcl- e.LO<, 

.~-- r, r ' f='- '~~' -. '~'::~ . . 7. -~ . = - - - '!fi,N 

. --------- - ... 

S To" /'leo," I'o.eu .... s~CLGi-A.{.Ul, 

'!);r;:>E1: I;:'"--i~:r= r_~-:L. -=-"== .. =t = y--= .~=",:-
Ion-tier 1'(}-cl'!-CI.f\j:pj;\et,..~, 

tt tq. 14.ntcst.so.. c.n.-a.._~ __ - T"a • 

. p~~ . :"~~=!~t i.\[r~l{= .?J~'¥i. 0!~~~~ ]'-~l':-'- .t=~r.{J~ .~, f~¥: 
'Ct 14. t:2,:rre ert ,.~ ~~- -\:~ __ _ n.. A 1 W. sw.! I~ mor oft ... -tw,t , 

These are however, not manifestations of perfunctory text­

handling by LE JEUNE. Much rather do they testify to a 

flexible, unscholastic treatment of word-interpretation, 

devoid of any dogmatism. Thus the occurrence of terre, ocean 

and mer in high register is determined by the neighbouring 

words universelle, tonner, and seul. which are associated 

with extremeness and therefore considered to be of 

overriding import. Similarly, creature is identified with 

expanse (underlined 

the intervals of 

by the ascending line of the Superius, 

10ths between the upper voices, the 

distance between the extreme parts, which move in contrary 
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third apart, as well as the motion upto two octaves and a 

melisma on the third syllable) and consequently carries more 

weight in the musical expression of the text. 

The direction of the melodic line 

In accordance with the stipulation that ... 1a musica fatta 

sopra parole, non e fatto per altro se non esprimere il 

concetto, et 1e passioni et gU effetU di queUe, melodic 

lines are not only shaped to conform, but their shaping is 

also closely connected with the issue of register, dealt 

with previously. In reality, it amounts to the combination 

of these devices, with extreme registers determining the 

direction of the linking melodic line. Striking cases of 

this usage are : Qui s' en va obscure e.t sombre"'''', Qui est au 

sepulchre couchee B5 , Et de la cime jusqu'au fondB6 , as well 

as the following -

~x·1Z 

~ 
~ 

Et ",,-J;'g"- .. :-.- ~~" 
V"--

'4' ~'7J."i~~ if 
;c n.. J.l-A~ ~ _ _ d..:f'\!.. .. 

I .. 

• st 
'" . ,.,. 1er .. 

~a; eC!.1l __ d..~1 

: 

B4 Vide supra, p. 158, Ex. ~O. 

6!:5 Vide supra, p. 159, Ex. '3. 

86 Vide supra, p. 159, Ex. -4' This citation is, of course, an example 
of a combination of ascending and descending melodic lines in which the words 
cime and fond are very pregnantly expressed by the two lines of direction . 
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, 

-u :. T'lt ~s pi"" ~ruJ: In"'-U 

I ' +-1- ... -~~+ -r - '1~ ~ft T -UTI.\, u btu houo.t 11\tIrI~ ~(.( (. C¢$ ttr-n.s - - - tru: Ue£I.)I; I 

; 

• rtl.d..-j.lt' t: T" ~'~<U h...t _-ii, T • .. pl~ I...d 
, 

, , 

There are of course. many more quotable examples . The 

objective is. however. now to observe the diversity of 

possibilities emanting from the use of direction of a me l ody 

in order to serve text expression. In this connection we 

encounter ascending and 

even within one and 

descending 

the same 

melodic lines. at times 

phrase. As in the case of 

register. both a direct and an implied application is found. 

Direct applications appear only in those instances where the 

text actually expresses movement in a specific direction 

(elever, reveler, monter, retrancher, plonger. etc). 

Examples (ascending movement) are -

d. . , 
- e: c..c J~'-,\!,"" cie.l s'¢,,· I~-v~ t~ 'bo" - - n::, I 

I 5eA;- ~- YO 
~\ . 
-t... bo"_ U .... 

~~, 15' .+ .-~ 'U ...- t.: ~"- - d,~, c.....-J~,-~ ..... :ie1 G';~ "'- to- bon_ - -
j. 

• -de' C~,. ju.s - qfo...u. del. 3' l es_ Ie.- - v .. ta. 60n --I" - - - - - t .. 
• -; 

, , 
\'01"1- - t~ 
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Tu. to. "'-- t!l.. \'It.- r~ II ta1.t 
, 

te.r~ tu hu..~ U 1110" 

Tu. t..n- t~- 'Ie.; T'IlS II f .. ,t ~e" "14- ~ rTIOI'I t~,. : 

8 Tu. to. re- I .. -.<-~ 8 IJ f~t I" nl,.l- e.s mOl\ -to..- , 

" 

Eloquent examples di'splaying descending melodic lines are 

found in Et que ta main a retranchee , which is followed 

immediately by Tu m 'as jusques au fond plong{:a? 

Implied application, involving no movement , is met with in 

connection with words like haute , supreme, bas -

, 

.-
- los, . '" u. 1)i o.u. tru h<tl.lt, Av.. ~i.eu. trcs- h ct!.Ltl 

., 
- lu:Au.Di.e:tn -h ""t, . A", ~ ...... t,-"",h..d:. >'nOn 

,~ 
, 

'i - Ie., Iw. ll i<U;U-h .t ""'" c:.ri. I <tro.s ~ ... -
.~ 

: 
, .' mon tort. s'"--J:res--

, 

I " 
1)t~ S14." pre. - - ",e, 

~ 

.... \> .. ~tu.t '" c, ton ...., 

'Dc.e..u... 5t4-..,k!" III - - m e, 
-A. :--- c~ :J. =r ~~ ~~T 

b ... ... ,t.u.t ton 

• 'Oie..u. '"'-P"'~~ - - mo , 

- ..-
, ct- • ... p'" t...t t," 

87 Vide supra, p . t&O, Ex . G,(,. 
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or words which indicate high or low places (ciel, nues, 

montagne, fosse, sepulchre, etc . ) 

E")I.. a 1 
.L f 

I" 
Q"i fa.lt.~ ~~ .t 

, 
os eLect)!; " J>.",. I •• se- » ... 1- - ehA.~ 

~ ... , fAd: en ~~ it 
, v, .. CMM., 

J -+- -+ ~.~ ~ 
ll""s I .. se- » ... 1- - e.hI""QS 

I~ Qu.ttut ..., te.,.,... et ~s cw 3 ~CU\5 I ........ p,d- - c:hres 
• 

. ' , 

or more concealed concepts associated with these 

(glorieux, 

miserables, 

louange, obscure, sombre, 

ruine, etc.), for example in 

langueur, mortes, 

Qui s'en va obscure 

et sombre88 and in cases as the following -

, , -

!" SII.> \" ~at"- Sbn- no. ... - j . M';r: < t;>T f---

Q . ~ 

- ~~ l"'; Su.~ ItA p.et"-- .sOrt_ "q "e - - j~ ~., -

I~ Su.r le.s p.c.r- oS on - ""' 0..- - j~ m~'f"- - ta.s": 

-
~ 

. 

" U S'l !Oll-CV\-ae. 30- \~-I'\e..l- I., 

I" lOt 
So.. I OIJ.-GU\- se So - \~-1'\ti - - Ie., .... 

• ~t B~ lou.-\Ut-~~ $O-(~- f\~_ - IQ.} 
... .... 

ea Vide supra, p. 158, El<.~o. 
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u 

M. vo~·ll1 po- ,~ 'f"re mt.- se- r~ - - - - 61 .. , 

- M; I-' . I .- 'o:"~! !! -~ .. VOl- Q. FO- 'In l"o'I.l.- .se- , 

, He vot-to. ro- Vre h'tl- se.-
,--0 

bl.., 1-.. - - -

~ '. I . 

Register could appear to be, in end effect, the determining 

factor in musical text expression. It certainly is a very 

important one. But we would also observe - as, it had indeed 

been anticipated earlier59 - that often two or more devices 

concur, making it sometimes difficult, if not impossible, to 

establish an undisputed precedence; also that not always all 

voices participate in a particular device. However, with 

respect to the direction of a melody and its r6le in musical 

text expression, it must be noted that, although the melodic 

line is shaped to reach a register suitable to a certain 

word or concept (or the emotion entailed therein), it also 

has its own raison d'etre, deeply rooted In the projective 

evolvement of mUSIC . Be that as it may, the direction of a 

melodic line amounts to be a potentially most effective 

device of text expression. CLAUDE LE JEUNE appears to have 

been well aware of the diversity of possibilities offered by 

this device, and employs them , as we have seen, handsomely 

and inventively. 

Melodic leaps 

Melodic leaps differ from melodic direction on account of 

their abruptness, which dramatically intensifies the 

poignancy of expression. In addition, they are sufficiently 

characteristic to be recognised in imitation, an advantage 

of which LE JEUNE avails himself In most instances , 

especially at the beginning of phrases. The following is one 

of quite a number of such eleoquent examples -

59 Vide supra, p. 15S. 
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v 
1'.'; ~ ri.- ~I\S I 1-:' "e~- VOII,J: a..-~ee M.4~: 

f'sa.(- ~- ,.t- O'1. S, 
1" \Q.- vc.j:" vou.'5 0.- - ,= .." O':} ~ 

~ 1's .. I- ~- T'l- O"s, la-ve.3 VI)l.I.s)!~Vt.yVOIU I:'.. - V(t.e m.&'j \ 
• 

Here again a distinction may be made between those leaps 

which describe actual ascending or descending motion (au 

bois, soH haut, au cieux, lever. plonge) 

-t.. ~ ul fo.lt"" bo" 'o. n- t...u- t~, Q u.iJ·oit 0lL b, • So. ~- t,."l -n.. 
r., 

.+ ...... + .' 4- L~ ~.L~:6o" $)'0. 
-t.. -t .. Qui foLt ""- bOl$ soc. ..... :- _ ~nU.-tt" " T<_tr<U~ D '" 

~.t.. Q,," f",t "" bois, + Q"'f.;t .... ~'" • ~..: Jait "" boi< So. ~--t.,..u - - -t. . 
-:--. ~ r.'I 

- .r . ' . ' . o r ..r 

- AlA..¥. cilUL)t ..u, .""", ~'" , -s~ - :;'01 ' So.t It .. .t lou " 
~ 

, - . 
-s~ ftWi. ci.ou.t.'lt, 'pou.l" 

0 

I" -~: ... " , 
.• .;t h...tlo< -0 

~ .. ~ . Q..~;t.u..lC. -Se. u.x eLt.U.")( t 
.£! 

I ~ , 
h .... ~ I .... .. - H.i' S.,t 

I , 

and those which depict words or concepts associated with 

height or depth and are consequently assigned to the 



appropriate register 

terre) 

.;-

-f'< 1l> l:""t .l.. .-!OI1 

( haut, 

J 

\'h 
-,.. 
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dessus, ci el, cieux, exalte, 

Voi..- ~~~" • ..a.;es ei.w.;-
-&' r-

It-... 
8'-.... llu.\'o.u.t 160 d.~ Son Sa..n -~ - 8 _A.. VOI.- rn clLlptLlS h .. ..t 

.f2. 
~ .... c:..i.e.u.)I'Vj$ 

'" .. 
'JOL-

,Y ,Y 

(noteworthy 1S t he deli cate distinction LE JEUNE makes 

between haut and. a few bars further on in the same work. 

plus haut : the former is depicted by an ascending leap of a 

5th/4th. the latter by that of an octave) 

-'-

v 

d.'lS-SI.lS 'De - , t..r- -
v 

tn.l $t. en re, 

J 

11": ~ 

d.."-$~ 
~ 

I" 1:..,-- - ~ \'T\l.se.~ , 

8 ]e oI.~~t(S 
-+-

I ~ MlSI! €.¥'I -8-t..ru-- __ "" , 
: 

"""' "" te.T" - - r" 
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In addition there are some words or ideas which LE JEUNE 

considers to be best expressed by an ascending or descending 

leap. Clear examples of such treatment are expressions such 

as Mon cri, je erie , or Qu'on erie, which appear several 

times in Psalms 102, 88, 57 and 98 . An instance o f profound 

pathos, one of the most poignant expressions of pitiful 

affliction, is found in the first stanza of Psalm 102 -

Seigneur, enten ma requeste, 
Rien n ' empesche ni n ' arreste 
Mon cri d 'aller jusqu'a toy, 
'Ne te cache point de moy: 
En ma douleur nompareille , 
Tourne vers moy ton aureille, 

. Et pour m ' ourir je erie, 
Auance toy, je te prie. 

Mon cri at the beginning of the third line 1S presented with 

accentuating 

underlies the 

octave leaps in stretto imitation , which 

restless and urgent mood of the text and, at 

the same time, reflects movement as suggested by aller -

,~, 93 
J. ~ 

~ 
Mon c;ri d,.)",!-le.r jl.l.s---~~ r..J' 

\1:'; 01.'01-- ler j< ;4;: I~ e.'f'"~ «':':" -r . "J .... 
~ 

a Matt o-~ d.'.J - - Ip'- j«,-~,;: 
I ..".' r..J ' --

, 

A mere thirteen measures further on LE JEUNE maintains the 

expressive impact by moving the voices homophonically and 

syllabically en bloc in an upwards leap which results in an 

agonizing ejaculation of grief -

~)(. 94 ( 'PS . iOl..>pa.rt-1,~ . '2.{_1+) 

tt po«-,.. .,nOI.l-t.r-~ je c.Y'"L- -" 
F:t:;;;= 

I~ 
st ' . ~ 

pOlLrm oLl.- Lr cytt<ll1 d. j ~ ~;;::rL - - e, 

~ ~t F0u.r m'ou-ir 'V~d. jcz. ¥~ - e, 

: 

I , 
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Into the same category also belong invocations or 

exclamations such as Seigneur, Las!, 0 dieux, ' HeJas.' , etc. -

Ex,9, 

- S~l- ~"Q."'-r, $n~,.... ;. to:! Se.~-
In 

. --fr 
Sei - s"Q.u..r, S~-

. ~ 
8oeu.r 3. toy 

,.... 

Ii So.i.- s,I1a.u.r, Sei.- tt'je~..- ~ tOJ 

Sei- &""'-'("", S'I?.L- 2,l1w.r, Sei.-~I'te-.Lr (;.. tc)' 

(1'5. ~g, r-t>, "'-<AA. 9- I.) •• . 31lr's.9r, p...rt .. , ......... 4-'v 

-$, .. 1 las! 

!;;.. LetS! 

I g_ge.1 

• L I - s-e . Cl.s. 

L<lS! 

. I " . ~ 12. ~-~L(L.,Je 

L-.s! j. 

0 d..~~Iol-X ) "e- 11C.3 

0 d.i.el{x, ve-t1~ 

• 0 J..ie/.(. ~ ,vQ;'I'1~ 

, 
o eLL "LI.)C.. ve.- nC!. 5 

'-

The descending 

explained by 

leaps of Las! in Ex. 9~ can possibly be 

the words which precede this exclamation ; 

Pourquoy caches-tu ton visage?90 

Sometimes LE JEUNE employs leaps to express the meaning of 

an entire line of text (rather than a single word ) as shown 

in the following examples -

90 Cf. s upra, p. 158, Ex . G2,. 



-;- - -" 
6. , 1 ,~,:2.0 - 2.." 

:*-; 'I' Y '-----' :-.::: -+-~. , I' • • I' T - n>...'::JJ Q/.4.e:.tI Ol't'o _ b re ... t.S '" - - - I"s,~ 0"1-b~ cit. ru c:U. 1 .. ,'11''''' ,,,,-60 

,,~'---

-~ II,*,- Meti.S ""4. ....... .... :1 'V" ... \'o.".,-b" d.~ ~, ct.i-- ! I "~. /' 
$,,,I.l.'; ,, ol'll-1~d.e.tz, . i""', I' «..L- e.S"~ ~~ OM-

8 _ rQ.'j , 
l'OI1'1- b",'" t.. o..i.- lesJ~~~1'I I~m -I ..... ~-
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" 
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Ex. 99 
" 

, -, 

-so4 t-Ie .... Son p=-~t 9f 'Iv~ ~-S.....tl NCI.C.t" Se. p""- -- fI~ 'Vii 

r-r p .... - - pl.,.~ 1)0"-' 1-1• qfil Yo. pa.i.-- s""t N o~, .. ~ f- ttl" pe..u.. --

'CT 

• - s....t N.lLS 

, ~ .=--,. -J< 

-
Vea. pa.Ls-s<vl.t,f.!eu SOI'\ Pe.t.(.- pl. 'II"U v~ fGt.lS - - ' ..... nt 

I J -
NOLlS P"'"-- - pl. 'l"il 

'---'- ' 
- - SCU1.t , ''" ,,~ p,,:. s..J. 

--:I" Nol.LS 
,. 

Corn-me. 

1 70 
bts. 
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In order to appreciate the logics of this procedure one 

should approach it along the lines of t he explicatio textus, 

viz. the meaning of the entire textual line rather than the 

interpretation of a single word. To start with , both the 

above examples are polyphonic and display frequent points of 

imitation. The use of a readily recognisable intervalic leap 

at the beginning of the phrase inevitably draws attention 

not only to the music but even more so to the repeats of the 

words in a series of successive entries . Such reiteration 

is, as a rule, meant to serve the purpose of confession or 

affirmation 9 l.. 

In both examples, however, the init ia l leaps have an 

additional, more specific, interpretative function . In qu'en 

1 'ombre de tes ailles all phrases start with a distinct 

upward leap, fol l owed by a gentle downward movement: an 

operation suggestive of a bird gathering its brood under its 

wings . In nous son peuple qu ' il va paissant the initial 

phrase and seven of its e i ght repeats commence with a 

descending leap followed, after a short counteraction, by a 

generally downward tendency. In order to appreciate LE 

JEVNE's setting of this passage, it is imperative to place 

it into relationship with the preceding passage Ii est 

nostre Dieu tout-puissant, which uses an ascending line that 

begins with an upward leap and culminates on the word tout, 

thereby clearly emphasizing the omnipotence of God. Nous son 

peuple, then, presents its oppos i te God's humble and 

trusting flock depicted by a descending progression 

commencing with a downward leap. So, . despite textual 

implications, the ascending and descending leaps surface as 

determining factors serving text expression , albeit in the 

form of text expl ication . 

Finally there are s ome instances harbouring adjacent words 

or concepts indicating height or depth . LE JEVNE then 

employs "double leaps", one stacked above (or below) the 

9l. Eight repetitions in both examples . 
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other, in order to intensify the expression. The following 

are some such examples -

T~ es h:""t ex ",I· t.,'. ,f 

T:!f OS \, .. 01: e.-o.l - . - U. 

I~ es hcuJ,rv. '" It=t ... - oJ- t~ . 

: 

"' 
, , 

-
I" Au. 11i .... tr.. h""t, Au. 'bieu. trvs~ ha.~, 

"'Dt~ tru ~"~t, At<. ~ ... t",-,:~ , ...,~ f-.. 

• Av.. bi .... ~~ .... ~ ~O" <-"' $'o.._~_ .... . 

l"\'Ion t.T~ Sa.- d.l'"es - - .. 

Ex. ~O2.. , ,~ -I~ 

" -~e~ LQ.s ! Leu! j" tel..l'\, - ~w:, L..,I }e I-t.,. -

"!;~ L ... ! J .. I,,"-t~ Ia.n.-- - ~ulr L....~ ; .. ~\~- -~ .... 

, -Be~ Lets! Je 1 . '. 
C1.It1- ~1.,L..a..s!1 Je. I .. ~~~ I"-' t....::! j .. 1 ..... -

? \ 
~ 

J~ (,,-l1._ - gu.c., L",,! J.. I~w - - e,ui 



Melismas 

Understandably. one c an expect melismatic 

much more often in polyphonic texture 
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writing to occur 

than in chordal 

composition. Like characteristic leaps, melismas are easily 

perceived and therefore lend themselves well to imitation. 

In spite of the apparent predominance of homophonic writing, 

a surprisingly high number of melismas can be found in the 

Dix Peaumes not necessarily always associated with imitatory 

passages . For the purpose of this investigation me lismas 

will be grouped into quantitative as well as qualitative 

categories . The first category depends on the number of 

notes per syllable and falls into the following subsections 

"5 light" 

(2-4 notes 

to a syllable) 

-d.e ~;;;E F--' ok -'I'r1.0 ::J : 

1-_ch .. 
c:....---
~ou.t d... "'c:t : 

-

• _ ... ~ p.,;,.t J • me) 

[;x • loS" l"f,·.,',p....tl, ....... ·11-F) 
'" 

'(1.1 0 ,,1: b .u.- se: 
I':l 

'~-b "" CI lUI. ~: 

• ",'o",t b oU. -- #-" 
, 

o..i - -- Jo., SO 

" .,u'---' ~ 6. - - - ~ JctJ 

• eka.-CLu\, dl-je ,so 

. 
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"Mild!! 

(5-7 notes 

to a syllable) 
-\.U"e. \"I"\.i. - oS t.-

10- I~bl .. , ,...~ - - -

I" -"", .... I~:~- ~ -u.re. Ml- Se.- - bl .. , 

-J , ---= bl~., _ U.:~ mL,- s~- -rca.. _ - -

- u.T"2 mi- S2 - ro. - _ _ _ ble.) 

CPs; 102., p.A4, ......... ao-u~ 

\o/V 
6",-4< ... - - - - ...... ;,1£:0::- -4,§, 

,,-~ 

Ild.$_- $e.on "::P- - - - -_ '61£ - - - t.S" 

+- . -..., 
~ 

'" , , 
a..s - - - - - - - - - - $IU)'I. - --bl~ - - e.S 1 

IIProminent ll 

(8-10 notes 
, 

to a syllable) '-- -..... ~= 
(ton; -t~- rtu.. __ - - - - - - - - - - ___ ""t , 

~ -T If .. ~'h __ !h- '#- ~ 
(~~~) ... 0lCL. ___ 

~"' - _ o.~t. 

• Yo , 
I 

(Cl.I1.) -~(' Con - h-tll.l.- -- - - - - - - - - - _ - _....t . , 

Vvv 
CI'.()" - ,- -:;e Con - - \:, - ,,"- _ . _ _ _ _ - <,,;t . , 

Yo. (09 l?" '1, p • ..tr ",,,,-,>, s-::;) 
~ 

--~-
V 

{.v o~ lt) 00.- ~ - - - _. ___ e.~ 

~ ':-:-= ~- - -

y 
votx ou. :'~! \it .... ~ ~ 
~ 0 

'[V~tN~ tTl", voi)C 0" 
I Et . ...., ~ 

~ - - - e.. 
~ t-

"'\ 
VOtX OtA. - y __ - - - - - - e /, Et 
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"Florid" 

(more than 10 t;"x.1\o , .,~, - • '2.~ 3) 

notes to a syllable) ., 
Cc.rn- "' .. tro~ pe.LLl-X d.e. s.-.. 

;" 

.... s~ c.o",-~ --- - - - -- - --.~ ItL, 
;. ~ :? r. 

-0 
CD" -- - -- - ~- - - -- - - --- - --- ---t... 

•. (\I ( fs. 95", \>...t2.,~. 3.--3,) 

~ 

(-1."':1) S~ V4C.)l.t 

p 
1:>':1,,:-- -~ ck"e <IJ4 - j o<A.r<i.' h "J Sa. Voi-x, 

"', 

While the first or quantitative 

the external aspect of a melisma , 

category attempts to classify 

function within a musical-textual 

WIlt , 

category deals merely with 

the second or qualitative 

a melisma according to its 

passage. It falls into the 

following subsections: "Non-Expressive", "Possibly 

Expressive", and "Expressive". The following table lists the 

frequency with which the various categories of melismas 

appear within the Dix Pseaumes -
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Table no 2 : Frequencies of melismas 

1 2 3 4 
Psalm Slight Mild Prominent Florid 

96 4 0 0 0 
;l» 

102 12 1 0 0 
135 2 0 

z 
0 0 0 

z 
88 3 0 0 0 
57 4 0 0 0 tTl 

>< 
98 1 0 0 0 "'" ::0 

tTl 149 4 0 0 0 (JJ 
(JJ 

95 13 0 0 0 rl 

<: 
97 5 0 0 0 

en 

81 3 0 1 0 

sub-
total 

51 1 1 0 53 

96 13 1 
oJ 

0 0 

102 39 0 0 0 ""d 
0 
rj) 

135 6 0 0 0 [Jl ..... 
88 15 1 0 0 oJ 

t-
o-< 

57 15 3 0 0 
tTl 

98 5 0 0 0 >< 
"'" ::0 149 4 1 0 0 m 
(JJ 

95 19 2 1 1 
(JJ ..... 
< 97 10 0 0 0 tTl 

81 22 10 1 0 
sub- 148 18 2 1 168 total 

96 6 0 5 0 
102 28 20 6 2 n 

135 ' 4 9 0 0 

88 22 3 0 0 m 
>< 

57 21 5 0 0 "'" ::0 

0 0 
en 98 3 5 (JJ 

149 10 8 
(JJ 

3 2 H 

<: 
95 30 13 3 4 tT1 

97 10 6 1 0 

81 25 14 7 2 

sub- 159 83 26 10 278 total 

~fa1 358 102 28 11 499 
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As the above table shows, melismas of the "slight" and 

"mild" type occur far more often than the "prominent" and 

Hflorid" ones 92 , Moreover. with only 

the 

two exceptions, 

"Non-expressive" "slight" melismas are the rule within 

category, They are used in order to 

* 

J 

I" 

I ~ 

""' 

* 

~ 

• 

* 

circumvent obvious faulty progressions 

I 
;:: 

e.s -t>.._~ l ' - ,.~ ""'- \>. - -- n je po.s - - - S .. 

e.s- t:;::'- bt i ,.... '-.;. .... -pi. -- T'< J< pa.s - - S« 

-
es--t .. -btl_ ,..,. a - pi - - -- ~~ • j .. P":.:.:- -~ Ie 

h 

es- k- bl, - ro, 
-.. I 

change smoothly the arrangement of notes within the 

horizontally from one chord to same chord, or change 

another chord, or facilitate the pitching of the next 

note -

ks "" - t.....-
< 

"" In .. 
. ~ 

1 .. -lis-
-

I .. ~-
'- I-.... w. ... 10.-10-!..e. l:.~. d.e,-

::~ 

fu ,,"- - a ..... m.., R <i"'-s .... .1-~'L' 
- -

I '-l 

realize a correct underlay of text, etc. -

92 The character of some of the melismas may be disputable and be argued 
this or the other way. Such odd cases do, however, not influence the total 
findings. 
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-< , 
~. 

-ntllT\,ci~ "D,= Ie. n- ..... D tT\ , t .... · "-"-3"" ,l.u mot! jq,u.ne. 

lIlUL ~ H. nom, :~ cL£s Wl ol'\ j..,.",., 

8-""~L 11"-'< \o. rt- tt.OI"A.., a 1 ..... _~tU .us .:. ... j ..... he 

-

The desigr:ation "Possibly Expressive" is not intended to 

convey vagueness or deliberate ambiguity . It is meant to 

summarize a situation where the melisma concerned cannot, on 

its own, be said to be overtly descriptive or interpretative 

of a certain word or concept, but in which other 

converging factors taken into account - it can be declared 

as encouraging or leaning towards a particular 

expressiveness. Once again , melismas of the "sligt" type 

occur far more often than any other a situation which 

bespeaks the significant fact that even basic musical 

language 

enhancing 

1S 

the 

permea.ted by 

plasticity o f 

motives of eloquence. thus 

LE JEVNE's parlance. A great 

number of melismas appear concurrently with suspensions. Due 

to their harmonic effect of tension and release, such 

supensions often lend add iti onal stress to keywords (g iven 

in long note-values) and usually occur at cadence points and 

- governed by the rhythm of the text at the end of 

phrases93 • In the 1564 edition, suspensions are mostly 

unornamented. Sometimes , however they are ornamented, either 

in an duskomponierten form, or simply in a "written out '" 

form of what would otherwise appear as unornamented. In such 

93 It should, in this context, be noted that - depending on the rhythm 
of the poetic text - there are many 1 ines ending on a long note (usually a 
minim) without the intention of a particular expressive emphasis. This , on the 
other hand, may be accepted to happen if a suspension with melisma (brief or 
extended) occurs . It should also be remarked that a suspension does not always 
invove a melisma, but that the note of release is quite often furnished with 
another syllable or word. 



instances the effect of 

marked. 

-< ~ 

-:-'Q.1te tous les .J.i.w, '1"" ss-,-, 011: ent - --
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the melisma is. naturally. more 

.,.. out "-~_"" _____ ..... . 

~ 

<0 • 

N. 

@.st a.p - - - - - pa.- TI.L. 

, -

r":"".. - "-< Au. Ib-.u.~J..c. """,--IIlr-s& 
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T 

In the first example the emphasis on croire becomes apparent 

in the light of the whole line of the text . This stress is 

intensified by the suspension and melisma in the soprano. 

yet further supported by the tenor and bass. Thus. while the 

melismas (in both forms here involved) clearly contribute to 

the expressiveness given to a particular word. they cannot 

be said to be simply descriptive of Faith. neither in this. 

nor in a general sense . In the subsequent example. attention 

focussed on the verb apparaitre is legitimized by the 

context of the preceding words Luy qui nous a recouru En sa 

gioire et apparu. Again we observe consecutive suspensions , 

the ower voices now supporting with more extented melismas. 

Also in this case the 

meaningful expressiveness 

auskomponierten 

to the text 

melismas render 

without, however. 
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laying cliam to a literal portrayal, except that the 

descending protraction in the bass may be intended to 

indicate the passe defini inflexion of the verb. 

Example no: presents an instance where the suspension 

is released in an ornamental form "written out", revealing 

the intention of the composer to lend emphasis and (with the 

melisma in the soprano) melodic pathos to (povre) serviteur. 

However, the ornamented cadence cannot simply be advanced as 

plainly descriptive of the word "servant", but has to be 

seen in the context of the text. The fourth citation also 

shows a "written out" ornamentation. However, here the 

rationale (no t the effect) is somewhat concealed. Sure 

enough, the melodic extension of the melisma in the soprano 

left sans ressources brings the 

emotionally 

attention 

desolation of 

to the fore; 

being 

yet it accumulates further 

and underlines the existential dimension when 

coupled musically to the rhyming word (ma) 

lent to course 

course.· Al though 

can , indeed, be the melodic protraction 

interpreted ~s being descriptive of the word, no such 

pretension can be raised by the melisma on 

in the concerned case, it strongly suggests 

towards text expression. 

ressource; yet, 

an encouragement 

At occasions melismas are applied to words which, on their 

own merits, are non- descriptive and would not warrant such 

treatment, except for the context in which they are used . 

Words referred to here are: 

* conjugational forms of etre (see also ex.I1..1- ), faire 

(see also EX.I2..s) rendre, mettre -

~x 12. (j> "' roA 4- s. , .<, "'-'Ak. ,\-1_ q.4) ...-: 

UI 
- re.1,.I..K E~<t ctu..~r~ ppU.r """-10 

", ... f- L ~ ... --- .:.:..--- • 
- now< d.u.-r-e. pou...T" l 

Wx 

• - ""'" £ .. t it.t.-~ ~oU:(" r_ ~o.stcL..--- , 1 

eu.:-., 
~ 

r .. POll,.. .. "'" ~ 
: 

., IJ-'- , , 
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-- s. , Jl"o1.L~ . 3-" 
./ ~ 

"Pou.r f"~ --
~ -- - 1«1T1V'cle. e.1\ -~ 

,-.... . . . no SOw.. - - - - - .,.,., - . . .. Se LL- he $': 

-~ 
r:~~ .... f.u· re S"Oi~VIt . 9 r~.~ts-t~ Se- ""'- ..,.u.- - '::-I.' . .. se 

. - . '- "' 

preposi tions 1 ike pour (see above Ex . IV\- 1, 

e-, ..... (2.1 

A eRAX~soK\ 
, 

vt.. - nit-~ ~ 

8 vo· hir, ~ I~ VQ.- - . . Jl4r ~ 
~ l.r~-p-

I , 
Q. ve- tU r: 

adverbs such as que 

quelconque -

(qu 'une, qu'il), qui, onques, 

i;-x _ \'l.~ l?- 90, ~....t:~,,,,,,,,. \~.2.') 

---- ---= .......... 

N. ' . on - - -\;:::1-Se..r- .... t -ra.5 - 'V .... s. 
= 
"--' 

(-=). Y\-\P't$JNi .se.r-vir1'b.. ~ - - . . . 'l"u . 

== ~ 

!.~I. 'IF' V" 1',,;., .• ,,"t " 

* determiners like ma, sa, ses_ -
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0 s·9o.\>, 1.. ~.1b-3J) 
J ~-ih' 

l- hK)) s .. " Vt)l~> 

I" O~ • • ""t ---... <I."" ""-'J.~.--d.>k",~ So. voix
J 

.. > 
VOIX, 

* the conjunction et -

Ex · \3\ 

.... -t...""'J. et \'t't~f'I (1,.- {i . "',' .... .o. Fe~ 

-- I ' -". -' .~ 
- \'1'\0)') Et ",," <>. • • c· "" - - -

. , 
Et rno" Q.- t~-"-"\- ee. 

* and the articles la~ le~ les. 

From these examples , two 

entire range of melismas, 

arresting points emerge: 1 . the 

from "slight" to "florid", is 

represented; 2. the words furnished with melismas are either 

complementary to or substitutive for other words in their 

immediate proximity . words which for reason of texture, 

articulation, poor tonal quality of a vowel, etc . could not 

be given the emphasis due to them. In this manner text 

expression is effected in spite of 1 imitat ions caused by the 

text itself . In passages of this kind, music therefore has 

to compensate for textual shortcomings and become, so to 

speak, a language on its own,or selbst Sprache94 . 

The 

yet 

compulsion towards 

further in that 

94 , Vide supra, p. 117 . 

kinetic persuasiveness is carried 

qualitative category where the 
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expressive intensions are more overt. The word chanter (in 

various forms ) , f o r example, appears altogether 71 times in 

the course of the ten psalms. In sixty instances it gives 

rise to melismas of different sizes9~. It speaks f o r LE 

JEUNE's imagination and craftmanship as well as for his 

acute sense for the specific requirements of each text, that 

the music differs in virtually all appearances of the 

chanter-melismas , only those of Pss . 98 and 81 showing a 

fleeting resemblance. Chantez at the beginning o f Psalm 96 

bears an unmistakably exhorta t i o nary, yet solemn character-

• • 
~ 

ch~" -to, ~ J)i~ e.t" .J'\-SOft - - - - - - - - - - - - - - - -

'T. _+ -.-~. ... :....--- • 
\..1.,"'-"\----- - - - ___ _ t""' ~ 1)lro!.l.I. oJ.,~ 

while the effervescence created by 

ascending figures correspond eloquently 

-" 
IJ 

~.~ . .{ - - - I.., <.£. • 
L 

- . I 

so. \'\01.1.- :::~l_ -- I., c.L.o..l1-~JO 

" 

e.ko..K -. - - - -- - - - - --t"?,. 

ove rlapping, rapid 

with the animated 

mood prevailing towards the end of Psalm 135 

-' ,.." 

"" - fa...ns) ct."~-~ 

-., 
- -TCUl.', tl,~~ k .~ -

g 
"" - f ~"ct-~. cL. 00-1'\- /;.,5 k 

~ 

95 For the sake of 
melismas in this grouping 
word . 

perspective , we note that just over one fifth of all 
is represented by a single (albeit conspicuous) 

/ 

-
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In contrast to this bubbling exhuberance, the sol id 

expansive melismas, embracing the entire octave, at the 

beginning of Psalm 149 96 truly reflect the spirit of this 

"Song of triumph" with its eschatological over-tones 

• . f:!>+ "P •• f4-9, P f,"""",' f-1) 
~ 
t 

tit ..... -teJ• "j,.." te~ ;;. 1)i€..14 J,tcu,,- 50" 

cl.u-~ y 
+' ;;. bk4. cl,a.. .... Son 

'":--- __ - - ,~",d, l'\ou.-II'e.I- - h - - - So. 

--::. CJ<_ - ~..;:: 
, U 

The first lines of Psalm 95, on the other hand strike a note 

of simple blithesomeness, amply exhibited in cascades of 

melismas 

lOx. \35" -. 
• 

-"'-, ",t 01. ,J,,,,,·t..r /, -'--L.l..\ u. I.~ 

.t 
, ""'-"= 4-- -r I ~ L. I,~ ol.~ ~ 

--- --
, .t .p.. <U eJ."" ----tuD~ -c--:--.. ' ::.;:. "~t~ •• ~ ~ c\,~ • - n". 

'. 

Much the same sentiment is expressed in Psalm 97 (Part 2, 

meas. 18-19), where S'esgaye is cast ln melismatic figures 

resembling those of the chanter-design of Pss 98 and 81; 

however. here the points of imitation enter in closely 

knitted stretto (the lower voices at the unison with and as 

inversion of the higher parts), creating a concentration of 

96 It is noteworthy that the time signature is given in C and not in the 
otherwise usual e. 

/ 
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liveliness. Other melismatic depictions involving sound , 

include words like outr in Psalm 81 (Part 5 , meas. 5-7 - see 

above, Ex . j 0 9 ) , tonner (Ps 97 , Part 1, meas . 32-33 ) , 

bruire (Ps. 96, Part 3, meas . 29 ), crier, and entendre-

~ -< 

j .. e..ri .. - - - - - e, j .. e..n... - - - e, 
. -~ 

cL,-e. 1 "" ... - - -t~- - -

7.11:. ~,..~ e, Je,+ (.TL - - - - - - <-, _'c.. t ..... - - - - d:re, 

• eT'L. - - - - - ", j .. c..,.-i.- - - ., 
00 bo 

11 rn~~ t .... - -- - - - c:Lr.e.. -- ...L 

Je. c.n.- -- - e., JIi!.. c .. :n - - -. - e., h1. 'C>'!. - t;1tA"- _ - - - - - cLre.., 

Words implying the factor of time, e . g . temps , 

aujourd'hui, continuer (Ps 102, Part 5, meas. 24-26 - see 

above, Ex , 108 ) , and jusque (Ps. 102, Part 1, meas . 10-11 
see above , Ex.~o ) are also presented by means o f melismas 

~, cr •. if,poA"s _ .... . 3t-~o) 
./ . , , 

~ ... t""" =-Jo"",'h"':1 - $~~ 

~s ~eu..-'r~~..!- E"t -':""~ . c .. te....,~ hCML-- ~~-- --to.. 0, --- ..... t 
I. ~-+-

'et..... (...~-n...uc, !;-t t:1l.~~ 
, 
k~ ___ .. 

~ ~ 

, , 
(~t) 

One of the most interesting instances of melismatic writing 

depicts conduire by means of a winding melodic line 9 ? 

At times words such as tremble and tourne c a n be very 

effectively expressed by rather simple means as illustrat ed 

in the following two examples: First the tenor alternates i n 

9? Vide supra, p. irS ,Ex . Ho. 
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high register around the main note, creating a sensation of 

anguish; then, by way of the ornamented release of a 

suspension (one of the comparatively few cases where this is 

written out), the very movement involved in the word is 

described -

!';<"'t'>(J's. 9". p..;t ......... ·4-9-<"o) 

'" 
k", -- - - - bl •• 

'-' 

v t. ...... ~ - - - - - .1 • . 
t:'\ 

• tn.", - - - - _ bl •. 
r.'\ 

km - - - - - [,1 ... 

(oro.<) CJ to 1,.1 .. :'" _ 11 ~ 

" 
~""st tost r"'-~ 

9 tou.r _ '::J::! __ N", ,-

In the next example 

melisma in the low 

of the melting away 

the verb fondre is given a prominent 

register of the Contratenor, suggestive 

of a mountain at its foundations 

., 

-g .... 'IF NO :fo';' -t-- -d..e, Mo~ ~ t-C1~ ~"~ ~ HL fON - - - <k Va;,· 

I''''+~_'J'~ f1' {.l. o;.~ T ~ ~. 7· ~"-:::- -#-i' r ~ 
• q,«i "" 1'<>, __ -- ------ dill q~ H~_ t~'" ---- - - - ... 
~ M,.-t~-~ ... -- • f"" - - - k Voi-'\I'"' .e 

~ v 0":'-· 

One of the most realistic examples of musical text 

expression is found in Psalm 81 over the word decouler with 

its descending melismas in all four voices -
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.I.. _ ~ 
. -=- ~ -1l~ h'1~e.J - --ColA. - - - _ _ te. 

1)~ ,-0 --

'M~J cioz. __ - t - - <!.ot.l.- e., 
ct.". .... ... --

~1Il. _____ ~ ~. - - - - - -- ~~-

• d.e _ - _ - - - ~- _ _ C.OI.l_ 10: ~ "Du.. l"\'li~1 <I • - - - Co""- li 1k 

----- -+--
: 

'-' 
(114) VV'ltcl d.Ol - - - - - - - - - - - - __ - _ ~u.. =- - - - - - I' "De. 

At a perfunctory glance 

entre prise may not seem 

the melismas over the word grand 

Considering, however, 

devoted to the various 

the 

to 

total 

entries 

be exceptionally long. 

length of the melismas 

of the word, entreprise 

comprises of five measures. lending the intended weight to 

the "undertaking" in question 

1;;,,(4-4- ( '"Ps. 101. , ~o..~t +, n:~' $'- to) 

.~ - - - - - - \;,.. -- P'" - -- - - - - - - - - -- - - --- s. ---
I.. \ - - « '/..- n1t ~~,..~ Q..Io, ___ trlZ. .Ipri. _ -- - - - - - - s. (~l) - -

" I 
(1'1li.)-se - -

Gloire is often embellished by melismatic patterns. Even if 

these are relatively short, they nevertheless do not fail to 

effect the required measure of aggrandizement 

(r l ~Io, __ r_ _ __ _ 'T'e. 

l ~l,l.')-r~ .,.,.,. ....... __ tr~ 

Is t.... ~l • .';.. - - - - -"-, :Vl« 

to. 
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In the following two examples. the circumvolutory melisma 

given to tout strikingly indicates the concept o f entirety. 

while those firnished to haute sweep to the final climax on 

a literally high note 

-

E,. I",.,. Cp.· ", p...t s-, 0WA4 ' 1~-~) 

\M-v 
.u.,. AA. t,,.t le.mo1l d. ~ 

, 
_ ~e . h .... - - - - - - - --

~ 1""__"'''' - 0 

(die...)"~ tout _ lem_ l . 
:, 

IQ. ,.-.e - - - ~Q. ho..u.. - ~ t... n. '" :vv 
-~ 'to<d 

I 

k mon-- ... 
.yy... 

g ro • - - - - ·d.e i. .... -- r.it..·· 
/' .+ -l>-

.. 
h ...... - - - - - - - - - - - - 4. 

The various examples given 50 far prove beyond doubt that LE 

JEUNE uses melismas not only as essential ingredients to his 

musical language. but also in a perculative way. The 

profusion of cases where text 

melisma of some kind makes it 

expression is served by a 

impossible to discuss each of 

them in detail . Instead, the more articulate examples are 

listed in the fOllowing table, summarized under different 

headings. 
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Table No 3: Text expression served by melismas 

(a) Verts 

Word Psalm Part Measure(s) Pag~ 
no 1n 
score 

Tremble 96 2 49-50 44'3 
arra1tre 102 1 7-8 45"4-

, 
102 4 21-24 4-68 creer 

captiver 102 4 52-55 <\-'l-o 

assembler 102 4 76-78, 80-82 4- 11 

assurer 102 5 68-70 41" 
affouiller 102 5 90-92 4n 

ceder 135 2 35-36 464-

tendre 88 2 14-15 + ,?c, 

reluire 88 2 40-41 <\- 97-

apercevoir 88 2 54-56 Lt98 

prie 88 2 64-65 '\- ~~ 

assembler 88 3 41-42 502. 

ccgnoitre 88 3 59-61 505 

addreser 57 1 29-32 SOt-Sos 

surprendre 57 2 15-16 S08 

exaucer 57 2 36-37 $09 

montre 57 2 83-84 , 87-89 S II - S12 

soustenir 95 1 49-50 $28 

pa1tre 95 2 16-18, 18-19 Sl.9 

experimenter 95 3 14-16, 17-20 $.31 - .5.32-

defier 95 3 58-59 5.34-

(avoir) entree 95 3 62-64, 66-68, 71-73 $.34-

fonder 97 1 45--48 S31 

exalter 97 2 41-42 5"4 0 

efforcer 81 1 12-13 54.3 

suivre 81 5 14-16 S- S 3 

tourner 81 5 23-24 $s4-, 
decouler 81 5 61-65 ., 69-73 5"5"6- SST· 
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(bl Nouns denotin;r greatness, excellence, extraordinariness, etc. 

Word Psalm Part Measure(s) Page 
no In 
score 

environnant 96 1 46-48 4-Ij-f> 

ensemble 96 2 39-40 449 
empire 96 3 17-18 4-5"2-

demeure 102 2 57-59 4b?-. 

priere 102 3 66-68 4-f,1-

entre prise 102 4 5-10 4-b,.-4-b8 

souvernir 102 4 12-14 4- b8 

sanctuaire 102 4 36-38 '1-"9 

gloire 102 4 63-65 no 
puissance 102 4 85-86 411 

obeissance 102 4 89-92 4- 1-1 

merveilles 88 2 31-33 <\-H 
puissance 88 2 49-50 <\-98 

de 1 i verance 57 2 41-43 5 0 9 

bonte 57 2 65-67 510-511 

gloire 57 2 81-82 Sfi 

magnif i cence 149 2 51-53 S"2.S 

hauteur 95 1 42-43 S2.r 

creature 95 1 5~55 S2.e 

facture 95 1 64-66 5'2.8 

Dieu 95 2 8 , 8- 10 529 

repos 95 3 61-62, 70-71 534-

Dieu 97 1 40-42 S3'T 

fete 81 1 38-39 s4S 

convenance 81 1 49-50 s+s 
aliance 81 3 5-6 $'+9 
patience 81 3 16-18 5+9 

adversai re 81 5 27-29 554-

roche 81 5 65, 73 S's"ss't 
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(c) Mjectives 

Word Psalm Part Measure(s) Page 
no In 
score 

nouvelle 96 1 5--{i 4+3 
universelle 96 1 7-9 4-4-3 

solemnelle 96 1 18-19 4-4-4-

tous 96 2 39 H') 
entierement 96 3 40-42 4-S3 

etrange 102 4 29--31 4-(,,8 - 4~9 

debonnaire 102 4 32-35 4-'"9 

notoire 102 4 67-{;9 4-7-<> 

supreme 102 5 60--{i1 H5 

execrable 88 1 81-83 4-91-
miserable 88 1 85-87 4-9+ 

fortes 88 2 20-21 49f. 

tout 57 2 79--80, 80 S1\ 

nouvelle 98 1 7-8 S1'2. 

nouvelle 149 1 5--{i ,19 

hautement 95 1 6-7 S2.S 

pro fond 95 1 31-32 S2."1-

tout-puissant 95 2 5-7 , 9--12 S29 

voyant 97 1 34-35 S3~ 

tout 97 1 42 S3,. 

grand 97 1 51, 52 S37-

glorieux 97 1 58--{i0 538 

bien-aime 97 2 67--{i8 5"+1 

etrangere 81 1 62-{;4 S4-b 
eternelle 81 ,3 34-37 sso 

cruelle 81 2 45-47 550 

grande 81 4 4-5 S,l 

heureux 81 5 40-41 55., 

haut 81 5 66--{i8, 74-76 SST 
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Character of a melodic line 

The character of a melodic line as a complementary device of 

text expression represents a comprehensive field. yet 

inevitably remians vague. Much of the effectiveness of text 

setting depends . of course. upon the composer's capacity to 

apprehend the meaning of a phrase (also in relation to the 

entire text). and then to fit this to appropriate music. To 

what extent it happens consciously. or how much of it is 

accomplished intuitively. is. sometimes. difficult to judge 

and caution is advised. In this respect it is not always 

possible to make a distinction between the character of a 

single melodic line and that concerning (even a confined 

portion of) "the music". since. evidently . . one cannot really 

be conceived of without the other. Nevertheless. certain 

traits of LE JEUNE's style in respect to the character of a 

melodic line can be fruitfully identified and are worthy of 

notice . 

The device most commonly employed is the design of "narrow­

gauged" melodic lines for texts of a sombre. contemplative. 

or narrative character. The subsequent examples count among 

the most moving -

Sei - -- S., eu..r, e-1:v. ~~ <e- 'IJ"'-' - -'k, 

Su - - _~t\~";~ "'='" ~ -.a.. ~-ryvt:.s _ - - - te, 

I ~ Se~ .. - - "w.r;l.>\b~ 1'. 
",. ,~ - y"" ---t..., 

: 
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, , 
~ 

A~ -- ~. ~,- tLi, ,,~ --- e, I>L- b:l.{q.. 
""'j ' 

11\1\,.-

A~ -- P' - .t~ ~, Ay - - -
~':-

- t.: <Ie >'-" Y' - ~s ., fe- , , 
1-.1 

),~- - - e.s p.- tL~, Ay - -- es p ( -- t(t.' cl.re "''':I' 
- v\vw 

However, besides these , there are at least 24 additional 

instances which are best summarized in a table . Considering 

the frequent appearance of this device it can be concluded 

that its use is intentional rather than intuitive. 



Psalm 

96 

102 

102 

102 

102 

102 

102 

135 

135 

135 

88 

88 

88 

88 

88 

88 

88 

57 

57 

95 

97 

97 

81 

81 

Table No 4 : Words arrl ~ases expressed by 
"narrow gauged" melodic lines 
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Part Measure(s) Text 

2 25-29 Venez humblement nations Et prenans voz 
oblat ions 

1 

2 

2 

3 

3 

5 

1 

2 

3 

1 

1 

2 

3 

3 

3 

3 

1 

1 

1 

1 

2 

2 

2 

33-37 

20-22 

62-65 

6-9 

58-61 

88-92 

59-61 

57-60 

48-51 

38-40 

53-55 

61-f57 

1-5 

23-25 

30--32 

54-57 

8-12 

68-72 

62-66 

14-19 

29-31 

23-26 

27-31 

Mes os sont secs tout ainsi OJ. , un 
tisson: 

Au lieu de pain La poussiere 

La memoire est perdurable 

Pitie et compassion 

Les complaintes ordinaires 

Sans jamais estre affoiblie 

Et sortir de ses thresors 

Estant appaise de coeur 

Vous tous qui la reverez 

Ie suis ainsi qu' on personnage 

Dont tu na'as cure ne souci 

Et des Ie matin je te prie 

Las! pourquoy suis-je rejette 

Avecques peurs assiduelles 

M'accablent deluges terribles 

Car au milieu de mon angoisse 

Car 0 mon Dieu, mon ame aspere en toy: 

GIaiues percans, 
aiques. 

de leur poinctes 

Nous povres humaines sa facture 

Sout l~ seur fondement De son throne 
arreste 

Les filles de Indee 

Ie t'ay esprouve Es eaux de querelle 

Et t' ayant trouve D' un coeur endurc i 
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In order to depict words such as perdurable , perpetuel and 

tenant, the Superius can be limited to the repetition of a 

single note 

J. 

~er olu.- f"'I:l.,.-- 61",. r... ~-p<~b. -.1 Me. t..- .. ..4 "'~s ,~ 

I" ~ :f-+ 
~. _ ~- ro.-- p.r.~"'-t.. -el 

I" ;e: +- a· ..... 06-

M. t. _ ,,04 ....... ,J. 
-

p'" - ..... - ...... - 61 ... 
"" 

Ii P"-- 1><-t.. 01 8 H .. t..- " a.n.t 
, 

"'"' so 

, 
~.,.--~-= __ bl ... 

We also observe occasional displays of anabashed word­

painting where the repetition o'f notes is a prominent 

element -

E:x. 15'3 

q~'"" -a.-b,. ,QtloUt i.,.bOll.r~V\~Oo'I lu, .!on-"e.) 

~u' .... t,·h."" qi.t)!lJ4 MOw.rekCU1~ 0., 11ol~ ~11-he, 

1-'8 ~~~ ~-bcmr, 
r ' 

Qu.I41l.lt ... .k1l4r~SOIlj: 0" 1"-::1.sch-h~1 .. 
, 

On occasion positioned fermatas contribute to the character 

of a melodic line and its power of speech. Words thus 

distinguished are arreste and bouger96 -

96 There are, besides the examples given, two more - one for each word­
to be found in Ps 88, Part L meas . 71-72, and Ps 97, Part 1, meas. 18-19 

respectively . 



196 

X.I5";' ',102., 'p..t" """','1,,;;{,) , , ' r.,' -

'" 
Au.~r" l o~ ~is a.r- r~s ~, Et ~/U.i. V~l4t pOu.(.J~ 6 u.'b~r 

~+- ~ -+ ~, Att~ro. lo-lAi.s """'- f"U 
: I~~ ... . 

,~< ~,le.....b" 
;, 

g 
AI.(..~'I"b. 10 ti-$ Q.:r- 'R!..$ r.,ti • ~ 'V""""t pourn't.rI bo ~ 

,\-VO 
, 

,T ..,- , I 

In the following example, the Superius resembles the natural 

tones of the ancient trumpet -

p 
mCl~S Sorr",e,3l", , ' h.",-p.t-t.., ~"-''ol,t.- + )-<.t - - t." 

-

p 
VV\Ols So SOI'\~ n.'l..~1 sOI\~"(.3I" ~ f.-r.t- t." n-\'·\l~ • .), 

g'TloislA .... pre:;;'" :- 'r'rUIh <3D"-n~ ,S."-n"3l~ ~-F.t- t .. , 
~ 

Another almost inevitable case of text interpretation is the 

"sigh"-effect in respirer 

/ 
, 

-

Et M p~~ ~- yt..nt r«.S - F~- n( 

p ~, ~ ,. la ... -- vel"l.t re,>_ t>' ", 
:lzo 

I~ -n -, 
tt "e. ? .. ~ -- 1Ie."t res· r' eo< 

"- \ -

Et 

Here the desired effect is achieved by inserting a rest in 



the middle of the word . This 

also used otherwise in 

expression to a melodic line 
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is exceptional . But rests are 

order to add character istic 

indeed a very subtle means of 

expression, for it 

the role of silence 

presupposes a deli cate appreciation of 

i n the determination of musical sound 

and its faculty of intelligent communication. Since rests in 

polyphonic texture are primarily governed by structural 

motives, our concern is here focussed on the honophonic 

parts of the Dix Pseaumes . 

The interruption of a melodic 

phrase (o ften only one or 

line, isolating part of a 

two wprds) o n both sides with 

rests, can be viewed as one of the most potent inventions in 

LE JEVNE's arsenal of musical speech -

( ?s. to>.. p...t ... ~ .• -121 
... 

1''''1 :";t, ~ "t)\u.., , 1l"",, I"I'I.DI1 Se.-C,DltofS, N ... 

" l' o..~ cUt, 
~ 

ll~ ) o :b~ Man $e- eollTS, II ... • 
'" 

g r"'1 .I..t, 
~ ]i.'eIA.. , ~ -nLe..u.. ~"" s(-cou.rs ~ Ne 
0 .... ..,. 

~ 
. 

tR.-Iv..,:t va r rn~ ch. 
r 

c.ll - It.l~ '\f'l I1'W. J..c,."O~rE:. No" 
o , . ,-:; ~ ~ 

-vo-n , CUo\e. hl.- l'ts.. M~",~ "" «--{(lS, 

<0- 1"1-VU ""- ... - Vo-~. 1---: 
=-~~' .... 'i~o~", -Mo!", ~~~~~ If- ~n:~ ,~ 17.,-1:.. 
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It will be noted that in the above-cited examples (and, in 
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fact, in all occurrences of this device) some kind of 

repetition is involved. This emphasises yet more the purpose 

of the artifice, vi z. to accentuate a phrase by giving it a 

particular character. In the first example I ' ay dit, 6 Dieu 

mon secours, the character thus effected is supplicatory. In 

the second instance (with actually two consecutive example 

of the device) the lines of text concerned are formed at the 

end of one, and at the beginning of a next stanza. They are: 

Rendant confus (in polyphonic texture) celuy qui me 'de vore 

and Mon ame helas, est parmi de lions . The part of the 

phrase cited above, however, represents (with other 

determining factors such as repetition, direction of the 

melodic line , and register , all discussed elsewhere), by 

virtue of it being "set-of f" by the rests, a c omportment of 

utter despair. This spirit of dejectedness continues with 

the disconnected groan Mon ame helas. while further 

poignancy is achieved by reiterated rests punctuating, as it 

were, the text at the end of each line up to the end of the 

movement : Lances et darts sont leurs dents emolues, Leurs 

lanques sont en leurs detractions, Glaiues percans de leurs 

poinctes aiques. Here "melodic line" is, of course, no 

longer confined to the limits of the individual phrase, but 

is transcended into the character of the music as such. 

In this connection (and keeping in mind specifically the 

role of rests in the parlance of the Dix Pseaumes) , mention 

must be made of what may appear as deviations from the 

"regular" use 9f separating the individual lines of text and 

the stanzas from each other in the corresponding musical 

phrases. Here we touch upon matters of text rhythm which 

have been discussed profusely earlier in Chapter 1199. LE 

JEUNE very often connects two or even three lines of text 

for reasons of flow and intelligibility. But, for the same 

reason, he also occasionally interpolates a rest in the 

middle of a line of text (ruled by rhyme, the secondary 

rhythm) if clarity of understanding so demands. Finally, we 

99 Vide supra, pp. 95-100. 
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also observe that LE JEUNE avails himself of a discriminate 

use of the two-pulse (minim) rest. This is employed where he 

obviously requIres a longer silence with its unavoidable 

effect on the subsequent words . The foll owing example from 

Psalm 57 includes both such cases 

Car jusqu ' au eiel s 'esleue ta bonte (mi Idly 
polyphonic )~ 
Iusqu 'au plus haut de 1 'air / ta verite~ 
Dresse la teste. II Or done, Seigneur , demonstre~ 
Qui sur les eieux se tient ta deite : I 
Et fay par tout que ta gloire se monstre (mildly 
polyphonic). I 

(-U~1.."~<i~~ to'"' \,..t <k t'o..i. ... t~ 
'. t.t ~~.se. Io."b- ,.t.. ~r da"'~)S!.t-it'\oU.l.rl v«-n-

-~ 1: .... '\"'... ~Ifs h~t '" 11.,;.- t .. vt.- n..-
J • . . 

• -U.k",..''''\l~..t. if I d.e l)~'r 
. .} ve-r~ 

-+-

Finally the use of a soaring, 

harpe aeeordante cannot fail 

t.: ]r<s-5e I~ t- -t... Or <i.o''lIll s~ . w~pCJ.lr, 

t.. 1l""'k l~t ._1:.. . Or ctcl"lC, S t-Sr\~", 

non-melismatic melody for 

both to illustrate that 

specific part of the text and to reveal LE JEUNE's bent to 

employ expressive melodic lines in the service of an 

interpretative musical language -

" 
,,-. 

~ r ,vJ , 
w·"" l~ I,"'P< etc:. - - c:.cr .u...._t. 

~ 
!;t; US-£I<$ k t, r-fe. . Q,...C. - e.e r d~:t.. 

&i: ~~' I..~. =- "","- d~_t.. 
,.-- ~ 

, 
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4. Rhythmic devices 

Next to the melodic devices, rhythm can be seen as the other 

prominent interpretative means used by LE JEVNE. Looking at 

the score of the Dix Pseaumes, one is struck by an optical 

impression of 

appears that 

endeavour to 

remarkable vividness. On closer scrutiny, it 

much of this is the result of the composer's 

satisfy the expressive needs of the text. Thus 

certain note values seem 

retardations, accelerations, 

to serve the purpose of 

or some kind of emphasis as 

indicated by conspicuous uses of the breve. Likewise, a 

concentration of semiminims, the introduction of proportio 

tripla, the sustained use of syncopations or ?ther regular 

rhythmic patterns leads one to suspect text interpretation 

to be a strong motive behind all this "commotion". For the 

purpose of this investigation, we shall, therefore, have to 

record and systematize the phenomena just referred to, and 

also to bring these, where applicable, in relation to 

explicatio textus. In this connection we should not lose 

sight of the earlier mentioned possibility of more than one 

device converging to interpret a word or phrase, and that in 

such cases tempo usually plays a secondary, supportive role . 

Easy to catch the eye are the occrences of "long" notes, 

or in successsion. Not either in single position, 

considering the longa (which 

purpose of finality always stands 

traditionally and for the 

at the end of a piece or 

movement) , these are primarily the breve (very rarely a 

dotted breve) and a dotted semi breve , which are occasionally 

used to interpret a word or phrase -

L 
, , 

I 
, , 

'--
.t -b~ .. ~"L. s'c., v .. ob.-cu.. :SoW\. -

_' --- f." 
.t I" tt., t .k. ,.,is 1?twn. ~ .. - .... i: 

Q~ ~b1 va.. 
I~ '~ • -9- :t obs- c.l.tre ~t toO'm._ b~", 

_:4-"- ~-e- ~ I ~,,-:.t t.e k.t .::leo f ois 1'1 ..... r. ~ 

i Qw' , 'UI "It 
I 

..t ob~ c.ct.r>e. &om- b"", 8 1'1","", ~ St~·tt;: ~t J.~ fa':' 
: - -

1'1eu.re 
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A record of such cases throughout the Dix Pseaumes yields 

surprising results it shows that, with the exception of a 

number of debatable as well as a few decidedly negative 

instances , the great majority of long notes are indeed 

employed to interpret the text. This is summarized by the 

following table from which some examples will be given. 
--



Psalm 

96 

96 

96 

96 

96 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

102 

135 

135 

135 

135 

135 

135 

135 

135 

135 

88 

88 

Table No.5: The use of long notes in connection 
with the interpretation of words or phrases 

Pari 

2 

2 

2 

3 

3 · 

1 

1 

1 

1 

2 

2 

2 

2 

2 

3 

3 

5 

5 

5 

5 

5 

5 

5 

5 

1 

1 

2 

2 

3 

3 

3 

3 

3 

1 

1 

Measure(s) 

1-4 

26-27 

40-42 

15-18 

42-46 

5-8 

15-18 

57~0 

6~3 

6-9 

26-29 

44-47 

53-54 

56-59 

33-35 

6~8 

1-4 

16-19 

27-30 

38-40 

42-44 

5~1 

64-67 

75-77 

18-21 

45-47 

1-3 

47-50 

21-23 

23-26 

48-51 

5~2 

63-66 

5-11 

14-17 

/ 

Text 

Puis-san-ce et Ma- jeste 

Venez hum-blement 

De-vant 1 'Eternel 

Qu'on oye done sous cest empire 

Sans qu ' en rien jamais il 
fourauye 

Rien n'empesche ni n'ar-res-te 

En ma dou-leur nompereille 

Dent (he las) ma tris-te voix 

Pleure et genit tant de fois 

D'Un tect eouue ses ennuis 

Man bru-uage en mes douleur 

Qui s' en va obs-cure et sombre 

Mais , ~ Seigneur 

Eternellement de-meu-re 

Taute en poudre se dechoir 

Ni meprise leur pri-e-re 

Voy-ant ma force amortie 

Car tes ans qui point ne mu-ent 

La terre as faite et as-si-se 

Mais quand a toy. tu de-meu-res 

Qu'ils vieil-liront ainsi 

Dieu supreme 
, 

Et ta eon-stan-te dure 

Aura legis arres-te 

De par-uis de nostre Dieu 

Voire es gouf-fres de la mer 

E-gip-te les premiers nes 

De Dieu Ie non fleurissant 

Tels seront ceux qui les font 

Et qui les vont a-dorer 

Vous tous qui Ie renerez 

Et qui vent pour n ' en bou-ger 

En Ierusalem loger 

lour et nuiet devant toy je 
cri-e 

Iusques a toy paria fa-ueur 
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x 

x 

xxx 

xxx 

x 

x 

x 

x 

xx 

xx 

x 

x 

x 

xx 

xx 

xxx 
x 

x 
x 

xx 

x 

x 

x 

x 

x 

xx 

x 

xx 

x 

x 

x 

xx 

x 

x 



Psalm 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

88 

57 

57 

57 

98 

98 

98 

98 

98 

98 

98 

149 

149 

149 

95 

95 

95 

Table no. 5 : The use of 10m notes in connection 
with the interpretation of words or phrases (cont) 

Part 

1 

1 

1 

1 

1 

1 

1 

2 

2 

2 

2 

3 

3 

3 

3 

1 

1 

2 

1 

1 

2 

2 

2 

2 

2 

1 

1 

2 

1 

1 

3 

Measure(s) 

31-35 

44-47 

53-55 

61-M 

69-72 

83-87 

93-97 

23-25 

42-43 

45-47 

61-67 

1-2 

9-12 

19-22 

35-38 

17-20 

39-42 

84-89 

24-27 

52-54 

1-2 

7-12 

15-18 

31-33 

45-49 

44-47 

49-54 

1-4 

47-50 

59-66 

1-4 

Text 

Et panny ceux, la qu'on en-ter­
re 

Ie suis entre les morts transi 

Dont tu n'as cu-re ne souci 

Tu m' as jusques au fom. plonge 

De dessus mon chef n'ont bou-ge 

Me voi la poure mise-ra-ble 

De plus recouvrer de-li-ura,n-{;e 

Sur les personnes de-ja mor-tes 

En ceux que mort 

Se pourront es te-ne-bres voir 

Et des Ie matin je te pri-e 

Las! 

Las! je lan-gui 

Soustenant tes fraieurs mor­
tel-les 

Tout cela, di-je , dont je trem­
ble 

es-perance ne 
n1auray 

foy Iamais 

ce grand Di eu que j' a-do-re 

Et fay partout que ta gloire se 
mon--tre 

Et sa jus-ti-ce fait paroistre 

Tout cest univers so it esmeu 

Qu'on cri-e 

Que deuant Dieu, di-je on en­
ton-ne 

Deuant sa fa-ce glorieuse 

Voyre crier de joye ex-tre-me 

Quand tout peuple i1 gou-uer­
nera 

Car Dieu en sa gent prend 
plaisir 

Et les petis honorera Des biens 
qu'il leur fera 

Un iour auront ses debonnaires 

Car ilIa faite, et la sous­
tient 

Deuant 1 'Eternel a genoux, Nous 
povres humains sa fa-ctu-re 

Comme en Meriba es deserts Et 
Massa 
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x 
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x 
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x 

x 
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x 
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Psalm 

95 

95 

95 

97 

97 

97 

97 

97 

97 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

Table no. 5 : The use of long notes in connection 
with the intel'1lretation of words or phrases (cont) 

Part 

3 

3 

3 

1 

1 

1 

2 

2 

2 

1 

1 

1 

1 

2 

2 

4 

4 

4 

4 

5 

5 

Measure(s) 

10-13 

30-33 

49-53 

1-3 

12-19 

55-60 

1-3 

68-71 

71-74 

1-5 

31-33 

48-51 

52-55 

18-20 

22-24 

1-5 

5-8 

9-13 

33-36 

33-35 

49-52 

Text 

Ou lon-guement ils m'ont tente 

Dix mille en- nuis 
, 

Ie jurai pour chose asseu-re-e 

L' E-terne 1 est regnant 

Iustice et jugement Sont Ie 
seur fon~ement de son throne 
ar-res-te 

Et la o terre apperceu L ' eterne l 
glcrrle-eux 

Soyent confus et deffais 

Tout plaisir quoy qu'il tar-de 

Aux droits de coeur se gar-de 

Chan-tez gayement ADieu nostre 
force 

A tou-tes les fois 

De sa conuennan-ce 

Lors que trauersa Sa gent 
voyagere 

, 
Me te-nant muse 

Ie t'ay esprouue 

Ou-vre seulement ta bouche bien 
grande . 

Et soudainement Esba-hy seras 

Que tu la verras Plei-ne de 
viande 

Pour suyvre sa voy-e 

Remplis de des-tres-se 

Sans fin et sans ces-se 

x ~ Positive xx ~ Debatable xxx - Negative 
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Thus out of 87 recorded cases, 56 appear to be meant to 

debatable, and o nly 4 do no t interpret the text, 27 are 

appear to be accountable o n the basis of text 
interpretation . 

As we have observed, tempo plays a considerable role in the 

interpretation of 

notes to denote 

however, LE JEUNE 

the text simply by the use of single long 

a particular word or phrase . Sometimes, 

applies such long notes in succession, 

thereby giving a slow tempo to an entire phrase . There are 

four such cases , all portraying a sombre and portentous 

mood, with two addressing God directly . These are 

Seigneur, enten ma requeste (Ps 102, Part 1, meas 1-4) 

o Dieu Eternel , man Saveur (Ps. 88, Part L meas. 1-5 ) 

Nes yeux sont ternis de langeur (Ps. 88, Part 2, meas 

1-7) 

Ayes pitie , Ayes pitie de may (Ps 57, Part 1 , meas . 

1-7) 

With 0 Di eu Eternei cited (in a different 

225, the opening of Psalm 57 may suffice 

JEUNE's most effective use of this device 

.-It-

"1-- '" ?'- ti..£, A~-- " pi - tc:~ 

context) on page 

to illustrate LE 

oI.~ 'nt0'j " 

Ay - - -0< P'- ti.~. '''i - - .. ':- tLt..' P"- - ". ntO::J ~ 

I"s A:-J - _es pc- t~~, Ay __ _ e< P' - b'e.' .1.,,- ....... OJ I 
: 

. , 

Counter to retarded tempo, we subsequently have to examine 

the impact of accelerated tempo. It is clear that the latter 

is used much more frequently than the former, the deciding 

question being, however, whether or not it serves the 

interpretation of the text. Here caution is advised . It 
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would seem that the occurence of a whole series of minims 

(with the resulting hastening of movement) does not 

necessarily 

point. As a 

of a style 

constitute explicatio 

matter of fact, it very 

textus at that specific 

often re fl ects , by way 

feature. mood of a whole movement. the general 

illustrated in the third part of This is very fittingly 

Psalm 96, where a mere collection of minims alloted to the 

phrases 

claim to 

Tonne.r 1 'Ocean spatieux, Chams s ' esgayer cannot 

interpret these 

towards the general joyous 

movement. This, to be sure, 

phrases but for contributing 

mood prevailing throughout the 

is often established by a single 

word or concept in a phrase and consequently extended, with 

the acceleration in movement , to pervade throughout the 

entire music. It goes without saying, that here too the 

change in tempo is often accompanied by other factors and 

devices used in the interpretation of the text. At the case 

in point, the joy reflected in the cited phrases evidently 

emanates from the immediately preceding Cieux s'es jouir la 

terre rire, while the musical implantation , perpetuated by a 

hastening of the tempo, IS effected by two 'rhythmical 

devices which will be discussed at more length later on , 

viz. the passing introduction of proportio tripla and a 

clearly established pattern, the latter of which ( J. )J 
recurs ever so often up to the end of the movement -

,\-- - -- ~- I~ . - . 
~ ~-

(.1.- 0 ) 

i~ s:as.j u.-tr ( ... ~ 
, . 

Ton n'U"" l'O-C~-<:U\ spo..--t.:IW-~.~ kQ.1l1.S $'uB .... 11t,!; .t~_~ -,-.. -"'- co· n. 

-- ~ -

-co. Ie.Sj.C<\ -or I~k \"<. r~- - r~, Ton- n~,'"i9~ sp",-tLIiUl.~C.1,., C!I,.~~ h<; -tll.~Lr; da.-,,"u 
..,. ~~ 

'{ <;t,,'~-j· -t.;r ta.. te.r "'- .,. i. - - re., To"- nu-lb-e~ 'f-.t;._.C\,o ~. s<S&~l'-" • .J "-"'<. """ -,.. 
.L: - ~ ..- --- . -

- CA.e.~)( s'e . ou..-L-r 'J 
lQ". t'u-_ .... i. - - r~ T n- ,-1'0_ ,', ~ d;Q...~u. Q.(..l;JI. 
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In some similar instances it does not seem possible to 

relate an obvious acceleration in tempo to the 

interpretation of the text. Are such passages introduced 

only for the sake of variety, or do they represent hesitant 

ventures into new territory where the individual language of 

music hold dominion, expressing, if it does, not the letter, 

but the sp irit and the emotions 

could well be the case in 

excerpts -

generated 

at least 

by the text? This , 
the following two 

./ 

" - to .!.<j-t""-- t.., $", V4 <I. se.i tn""r '!"-~--t.., [!~,. SC-el'l to 

~""" ~L..-C" t.ou. r- t.. d~t - ru-- t",S'""t d~ Sei-enwr ,. -J"'"- -t.., 
~-' -- ~ =-

• c..:_ r/~on~ ~ t.. bd.q~f.i- k.s~"Il-~ Sciir= r - 5-.u- 1:.., 
+ 
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~ 

c--
L'J 1«~ nO<U , ~-~u..ru... ~n s... '61.,,.,. .,t ~P-P<>--- - - - r"-

-

L .' 
LA. 1 'i LU no"-'S reCO\.lN En. Sa. Bioi", est ~-- Po.- ,.t, 
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In the first, the musical rendering of Luy qui nous a 

recouru seems to reflect agitation which is coupled to the 

anticipated restoration of Zion and the revelation of the 

glory of God, whereas in the second, physical anxiety 

appears to lie at the bottom of the accelerated tempo of Me 
tiennent tous les jours presse, Also Bref tu m'as accable la 

teste (Ps. 88, Part 1, meas, 73-74), Voci bien un peuple 
insense (Ps. 95, Part 3, meas . 36-37), Gardez vostre coeur 

qu'une fois s'endurcissant, ne se despite (Ps. 95, Part 2, 

meas, 38-47), and Eust tost ruine Tout siens aduersaire, Tous 

ses ennemis Remplis de destresse (Ps. 81, Part 5, meas. 

24-32) could possibly be added to these examples, although. 

in the latter two, formal rather than interpretative 

considerations could be seen as the motive for acceleration . 

On the other hand. manifest intention to interpret the text 

containing references to speed, joy. hate, disaster . etc. by 

way of hastening the movement can be witnessed in a 

substantial number of cases spread throughout the Dix 

Pseaumes. These are best summarized in the following table-



Psalm 

102 

102 

102 

102 

102 

102 

102 

102 

102 

135 

88 

88 

88 

88 

88 

88 

88 

57 

57 

57 

57 

98 

98 

98 

98 

149 

149 

149 

95 

Table No 6: Words arrl phrases interpreted 
by hastening the movement 

Part Measure(s) Text 

1 

1 

2 

2 

2 

2 

2 

5 

5 

2 

1 

1 

1 

2 

3 

3 

3 

1 

2 

2 

2 

1 

1 

2 

2 

1 

1 

2 

1 

24-27 

72-78 

12-15 

15-20 

32-35 

37-39 

42-43 

6-7 

36-38 

15-17 

67-69 

73-75 

75-76 

51-52 

16-19 

28-29 

30-32 

52-54 

31-33 

44-46 

56-62 

48-51 

52-54 

18-22 

29-30 

18-20 

31-33 

5-8 

1-5 

Auance toy je te prie 

Qui fait au bois sa retraite 

Mes haineux m'ont dit outrage 
Et de furieux courage 

Font de moy un formulaire De 
maudison ordinaire 

Pour la fureur de ton ire 

Tu m'as fait si dure querre 

Mes jours passent comme une 
ombre 

Par luy racourcy Ie cours 

Et tout cela droit passer 

Chose terribles a voir 

Et tes fureurs les 
horribles 

plus 

Bref tu m' as' accable la test 

De plus grans flots de la 
tempeste 

Et de la terre d'oubliance 

En mille sortes t ourmente 

Tes espouuantemens horrible 

M'accablent deluges horrible 

Celuy qui me deuore 

Mon coeur s'esgaie estant plein 
d'asseurance 

Sus donc ma 
reveille toy 

langue , 

Ie chanteray des doigts 
la bouche 

ores 

et de 

Sus donc qu'en plaisir et en 
joye 

Tont cest univers soit esmeu 

Cors clairons soyent eschattans 
Tonner la grand mer spacieuse 

Frapent des mains tous esjouis 

Israel s'esgaye en son coeur 

Qu' au tabour chansons on loy 
sonne 

Plaisirs et joyes ordinaires 
Voire en leurs IlCtS chanter de 
joye 

Sus esgayons-nous au Seigneur 

209 

Q..tal . 

--- I 
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Table No: 6 Words ani phrases intel'1lreted 
by hastening the movement (cont) 

Psalm 

95 

Part Measure (s) Text Qual . 

95 

97 

97 

97 

81 

81 

81 

81 

81 

1 

3 

1 

1 

2. 

2 

4 

4 

5 

5 

11-15 

47-49 

21-22 

27-28 

16-17 

12-14 

5-6 

27-28 

7-11 

16-22 

Hatons-nous de nous presenter 
deuant sa face 

Du juste fureur tout espri t 

Deuant luy sout bruslans 

Son esclair foudroiant 
Du monde monde flamboyant 

D'un coeur tout resjouy 

Vers moy as couru Quand on 
ea fait guerre 

Et soudainement 

Moy donc irrit~ L'ay bailIe en 
proye 

Et que di I igent 

I'eusse en moins de reins Peu 
vaincre et deffaire Les 
ennemles siens 

--/--- = 2/3 successive semiminims (often isolated) as repeated chords 
. • .• = last note a semiminim~oo 

~oo The different forms of chanter and other melismatically treated words 
are not included in the above list. since these have been dealt with earlier. 
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We have, up to now, discussed the occurences of retarded and 

accelerated tempo with respect to the interpretation of the 

text . I t should a l so be interesting to note how such 

movement ( up to, and from a specific point ) is accomplished. 

Here it is indeed quite difficult to distinguish between 

musical intuition and premeditation . Nevertheless , from this 

haziness a c ertain design would seem to emerge , inviting, as 

it were, to be congealed into accountable comprehension. 

Generally speaking, one would (if only for the sake of 

elegance) 

effect is 

expect 

to be 

no abruptness 

achieved:LO:L -

unless . a very singular 

but rather some element of 

transition which has, inevitably, to be firm l y built into 

the tactus . Such element appears ·to be the unequal (or 

"dotted") beat in its various forms: d J JJ) J J I '" 
J. J 1<> J 1'\J . 1'J(o ;or J. l'P.1'J>~j}j S' j J ,etc., 

which has the advantage of bearing in itself the quality of 

expectancy, a character , which suits both retardation to and 

acceleration from a specific point . In homophonic textures, 

the unequal beat is usually applied concurrently in all 

voices, but may also be given to selected parts, one often 

following upon the other 1n order to protract the required 

effect . The subsequent examples illustrate this retardation 

to and acceleration from a certain point, which (it is 

interesting to observe), as a rule, 

interpretation of the text -

contributes towards the 

.L 
, , 

A "" "" 
I v fo,it ... b,; sa. "'- tr.u _ t • . 11,,- J.e.s-sus I'non J~ n ' "'It b 0" -~~' ... 

bo~s ~~ 'r~- t~L- - ~ .. - ~ 1> .. d.e.'rS4.S WIOt'I eM , ";;;;;i-+- ~. r-~: 

• bOLs SQ,. ?~- - tr .. ' - - - t« . 
. -+- '" 

• cL~s~st.ts 'Ma-. d, 4 n)o.;t" 601.4..-~~ .. D .. 

r , , 

:LO:L Such an effect is, for example, created with the word tarde in Ps 97, 
Part 2, meas . 70. 
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, """ 

Iol(.t C2.St ....... - h L-V«.rS soLt <..S- ....., q.1l.' 
I n /"' 

." Tout c.e.st tL- I1L- vcrs Solt u- "''''" . 

1"1 ' '. 
$oi.t To\.t..t eVt \ol-I'I~-Vl?r' es- "" ..... 

, r 

" . 
H" h~"'"."" ",~"~.ut..t, -'/,~ 

~ . 
• . ~ h., hQ,l.l'\~ vn'OI'It cU.t Ol(t .. ~. 

Su..sttCl"c., S!.l$d.Q,,(. ~~~fJO.·L5trtt ~jole. 

St-I.' cL."t.J SItS d'nc- !Jb, ~fcU:r d; o.njoy .. . 
-r .- .~ 

1 ~ 1--1", \.,.;,..~.;.,. ",'"t d.it~n -~e 11 SI.tS d..o"c:, S\l.$d,(",t.~ ... ,.' 
~ 

., plQh;''r~ -'~oye: .. . . ~ 
: 

• r , 

It is interesting to note 

text have been "swopped" in 
that the musica l expression and 

Ex. 112: instead of appearing in 
long notes. Tout cest univers figures in agitated short 

notes. whil e it is just the other way round wi th soi t esmeu! 

The obvious reason for this "irregular ity" 

movement ends with this phrase and that the 
is that the 

final notes 
cannot possibly be short. The interpretation of the text is. 

nevertheless. musically projected. 

A special 

where LE 

kind of accelerated movement occurs in four cases 
JEUNE uses a semiminim as the final note in the 

phrase . This is not done 

premeditated as an additional 

nature of the concept at hand. 

fortuitously. but clearly 

touch to depict the fleeting 

The occurences referred to 
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are: Mes jours passent comme une ombre. Et tout ceia doit 

passer. Et en ia terre d 'oubi iance , and Ceiuy qui me deuore , 

where the short f inal note poi nt s (as it happens in these 

cases) to the last word in each phrase -

M • ' v 
es JOt.l.rt p ,- s~t~~ IA,OIIt ,,,,,.4,r, 

\-Iuj_ '= re$. Ce""O:(. ~ ombrc. 

• Mojou.rS,.f ..:.se~ ~WI~ l.O'Ie OM- co 

: 
y 

Three successive semiminims (preceded by a semiminim rest ), 

presenting 

where they 

repeated chords, appear in the following examples 

give urgency. e ve n acoustical character to the 

word or phrase -

./ 

A-- v(U\~ til,. toot • A- Vcu,-Q. ~ j .. 1:.. ~ri. - - ... 
A-V\U\-C4 ta~ ·, A-vtVl.- CL -b.:I j"";:- t.. "'-rre _ ... 

-" . 
1 A-vo. .... U:, ~. p.... '0//1)\- Cot to} jot 1;,. pri. - ... 

r y 
t.. peL - - ... 

~Q,-~t J,q n,CJ.i.ns, Jr'\S t.s-Jo\.(.t~. 

F,..It<-~t cles Mru...s to~s e.s-jcHt..-Jl.S .... '........ . ' 

• F.-~-r ..... t ~.""""'~k' ""-J~Ju . 
, 
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Slightly more often one finds two successive semlminims 

presenting repeated chords . As they appear in an isolated 

position between notes of longer values. they cannot fail to 

be observed. The following two excerpts may serve as 

illustrations 

,·(·n l .... j '5', ~1..,"""'. <>- ,~\ 

~- i'l't.. 'J t'~ rut ~a.-vol.r Ck t) ses tc.r- n:. - b\J 
f-

Ee- S'pt.. iI t' Q. fait sli'1voi.r CL" ses k-ri.-b(e'i ~ 

g \:- S'pt. II t'~ (;t."lt S)AVOLT Ck se~ rbtr;D._tle.s 
Vd 

: 

Finally, 

rhythm, 

we have to consider 

dotted rhythms, and 

I 

;;. veL.,..., J)Q.-v ...... t \\.1.1 Isent brlUlo.. .... " 

v otr. 1le-vaA IUj 
p---- . 
so .. t bnulo"n$ 

.. voi..'1"'- 8 'lle-",.t 1"1 50nt bl'"IUo!.:u..'i: 

, 
vo;"'!'". l 

LE JEVNE's use of ternary 

syncopations. Among these, 

proportio tripla is surely conspicuous enough in the rare 

instances it does occur . We find it altogether five times 

(in Psalms 96, 57, 97, and 81) and always very fleetngly, 

stretching over only 2 - 4 measures. Since it is invariably 

intended to express sentiments of joy and jubilation, one 

may well ask why it is used so sparingly and does not occur 

in those psalms where one would most expect it to appear, 

i.e. in Psalms 135, 149 and 95. 

We shall probably never know the full answer to such 

questions, but we would, in all likelihood, be very near the 

truth, if we suspect rhythmic independence to have been 

fundamental to LE JEUNE's decision. Because, for both 

notational and accoustical reasons proportio tripJa bears a 

compelling nature; while certainly effective, it can be 

gripping to the point of total domination. And this is what 

LE JEUNE wanted to avoid. Yet, he very selectively employs 

proportio 

a brief 

tripJa as an "indicator" of the required mood , for 

while flashing out its infectious, dance-like 

rhythm. This is , indeed , very aptly demonstrated in the 

above excerpt from Psalm 96, while, in the same way, the 
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firs t two measures of Psalm 81 set the spirit for much of 

the f o ll owing music -

( ) '0'::0 , . -

. .' 

" :n~ noStn. ~ • ~ .... ~..t ",-vel .. , .... >! ':1,1..;1: r"i>,-t f-'" Cl.~_"'.:> :1n-'-~ -~~ t...J;h~t.. 

<.l,. .... -~ A 1), .... ..... -<T 

Q~ r-.Q,.,t ~...t ~...t ...... 1> ..... mJ~ p..~ .t ~~~:re-I"'I~ nC)Jti-t-foY'" ... , 
~ o.~-t..~ ~1'T"-'"',;t 10. 1>"" I"ost-o £or- t:L , Q~ i':.J:~~. ~"!-~~1)+ oh",'( ~Lt 'p.rp...h< .J 

, 

That LE JEUNE was by no means adverse to ternary rhythm , is 

further illustrated by the fact that he, on occasion, also 

uses it without a change of signature but then mostly in 

transitory measures, while he maintains a characteristically 

mercurial approach to rhythmic mobility. Excepting single 

ins tances, such use of ternary rhythm IS , theref ore , too 

irregular to bear real significance for the interpre t ation 

of the text, but in a general, comp lementary way, as we can 

indeed observe in LE JEUNE's treatment of the phrases Que 

tout hautement Au Dieu d'Israel Chant perpetuel in the above 

example. In the instances 

ternary rhythm in a sutained 

where the composer does employ 

way , the motive is very clear : 

to employ its 

interpretation of 

J. 

- <. c., 11'\0.,.. vi. 

a 
~.; ~. . 

-". _Vlol!. 

" - <.. ~~. \'\o'I,Q,. v't. 
~ ~. 

, I 

compelling nature to 

the text emphatically -

e.Jt Cnn- Ii u. m~- e.~ OI'Vl 1'r'I'l. '1ca.. ~ 1tMo"" J.. 

ut Co:JIn - SI.<.-
, 

c~ - \0014!,. V(L. PQ.I.I.~--; \"'\~ - c. 

U\:M- s~ .......~- c. 7- - ""~ v,,"-?<'tU" a ..... : ' . 

drive home the 

-. • 

Fu.- mt- - " M« 

4--...., 
1'1 .. f ... - ..,. - ". 

l-~-
, 

..,.,~- - " M" 
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" 
os SOl'\t see tou",-t <l. i. .... _ s:i. Qu.!u..n t~ ~ Sen " 

i '" ...., -~ ; to, 
• v 0 

os $6nt S"t~S 01.".. <1.\\'1_ ,( Q ..... 't.l. .... t~- So", '. 

• (" ont s.ee ' , 

" tClU.t ClL."-_ . ~. t· 3"1. lA""':'", L- SOl'\, " 

, 

A pattern quite frequently used in the Dix Pseames , is the 

dotted rhythm, usually in the form of a minim-semiminim. Its 

general employment indicates that it is mostly applied 

merely to set long-short syllables at a quicker pace than 

otherwise obtained when semi breves and minims were involved. 

But, as we have seen previously, these rhythmical patterns 

are often also used to interpret the text, if only in an 

indirect way, by contributing to set the general mood of the 

music . However, we can furthermore, although less often, 

observe identifiable text-related occurences of this 

rhythmical pattern interpreting a specific word or phrase . 

While rarely used, the semiminim-fusa rhythm falls into the 

same category, and, being per se more "cuspidated", its 

appearances is usually text-expressive. The following table 

summarizes the use of these rhythmic patterns where they 

clearly indicate the interpretation of specific words or 

phrases 



Table No 7: 

Psalm Part 

96 3 

96 3 

96 

96 

135 

135 

B8 

88 

57 

57 

149 

149 

149 

149 

149 

149 

95 

95 

97 

97 

97 

97 

B1 

81 

3 

3 

1 

1 

3 

3 

1 

2 

1 

1 

1 

1 

2 

2 

1 

1 

1 

x 

1 

1 

2 

1 

1 
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The use of dot ted rhythmic patterns to express the text 

Measure(s) Text Qual . 

19-22 

22-24 

24-25 

27-30 

2526 

54-56 

26-27 

28-29 

59- 61 

31-33 

28-30 

31- 33 

3~35 

36-44 

5-6 

1~14 

5--B 

11-15 

5-8 

20-21 

27-28 

68- 71 

14-1B 

18-21 

Cieux s'esjouir la terre rire 

Tonner 1 'Ocean spatieux 

Chams s' esgayer 

Les forests sa l ouange bruire 

Psalmodiez en son nom 

Les esclairs, quand il Ie faut 

Tes fureurs ont sur moy passe , 
Tes epouvantemens horribles 

Boutefeux m'ont 
millions 

enclos par 

Mon coeur s'esgaie estant plein 
d'asseurance 

Son nom sur flute s'entonne 

Qu' au tabour chansons on I uy 
sonne 

Et dessus la harpe accordante 

Sa louange se chante 

Plaisirs et joyes ordinaires 

Les louanges 

Et chantons hautement l'honneur 

Hatons-nous de nous presenter 
Deuant sa face 

En soit , joyeuse et gaye, Toute 
Isle s'en esgaye 

Grans feux estincelans 

Son esclair foudroiant Du monde 
flamboyant 

Tout plaisir quoy qu'il tarde 

Qu' qn oye chansons De douce 
mus 1 que 

Qu' on oye les sons De harpe et 
tabour 

I)O( ~ P. P 

x 

x 

x 

x 

x 

x 

x 
)0( 

)0( 

xx 

x 

x 

x 

x 

x 

x 

x 

xx 

x 

)0( 

xx 

x 

x 

x 
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From the above list the subsequent examples present 

themselves as being exceptionally descriptive -

... 

~~on 
r 

d'j~ e Ie.S.tIJn u< "~1'<tt t -b~l4.n 

Q":'n ~- t \<.\ S01'\ 'ik~~p..e~b 
T 

- b D~"I"t 

• QIA.1D" :::!: - e. tu ,SonJ ll~ l,. .. ?c. J; t. bDu.. ,.. : 

-C«'. « .. -
,. 

to",- i\ou. .. lll-t];:s"! 0 !.I. I JOZ;:-CII,U ~('e'- Sl!.io\-tt,.. U~- 'f ......... tsor. f~ - «, 

-. -",. .ffQ..- tol'\S- ~us,~a.-lo"s-l\o\LS ell.. I"I.O IU ~~-Sot .... tt.r Do- vQ..o\t~ f .. -- CA., 

g _ r 
<Ie rl"~S~"'t.t."i'" 1>c.- va.~t $Q. J-~--_c.c. ~'7~:':"i.~-ton'-nous MOl.(. C 

'-'-'$1-

y I 

LE JEUNE seems to properly luxuriate in the setting of 

phrases like the above. discarding. as it were . with these 

boistrous rhythms all reserve to the delight of singers and 

listeners . Particularly striking is his treatment of Hatons­

nous where the effect of hastening (presented by the 

accelerated and dotted rhythms) is further intensified by 

the entry of the Tenor and Bass half a beat before the 

Superius and Contratenor. Likewise. Son esclair foudroiant 

Du monde flamboyant can hardly be surpassed as a spurt of 

flashing rhythms -
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SOli u-d~~T' f.u(...{rOl.~ ... t 'DL mOI\Oct. fla.rY\-bi~ 

So.., ~s-e!V:1'" fOu.--d~1Vlt t11ol. 1'YI0I'I,u }11\....,b,,)"lU1.t 

• So~ :-da.~r i"1tJ.rctllllt 11 
' r I 

"""o",d,t.lll:l.,, boJ-a."-t 

, 

In passing, it may be noted that this extract bears the only 

occurence in the entire Dix Pseaumes of two successive fusa 

presented as repeated chords and with a syllable on each. If 

anything, they add to the audaciousness of LE JEUNE ' s 

musical expression. 

Syncopation (not including those formed by suspensions or by 

the interchange 

frequently in 

of two- and three-pulse measures ) are used 

this col l ection . 

certainly contribute to var i ation 

If 

and 

nothing else, they 

the general rhythmic 

vivification of the music. The question to rise here, is 

whether and to what extent they are used for the purpose of 

text interpretation. Indeed. with regard to the latter. LE 

JEUNE does not allow a device as potent as syncopation to 

pass unappl ied. However - perhaps because of the very reason 

of its efficacy - the composer uses syncopation with extreme 

judiciousness. Thus only twelve cases can be recorded where 

LE JEUNE shifts the beat within a measure to serve the 

interpretation of a word or phrase . Of these , I1 fait en 

pluye esclater. Tonne 10. grand' mer spacieuse. and May donc 

irrite L ' ay baille en proye are excitingly picturesque -
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~ , , , 

case in this interesting 

is Tout cest univers soit 

connection 

esmeu (Ps. 
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J2.~ _ _ .-a., 

e . _ - $e, 

e.1.ol - - H . 

to note en 

98, Part 1, 

meas . 52-54), cited earl i er in another context~02, where the 

excitement IS most effectively accomplished by the 

syncopated entry of all the voices. 

However. LE JEUNE does not confine himself to micro-shifts 

in the rhythmic arrangement. When he considers it warranted 

to interpret the text, he uses syncopa tion for an entire 

sweep o f music as in the following excerpts . In the first 

example (a ) , the syncopation s t resses the psalmist's rage 

against the idolaters and, in the second ( b ) , the double 

alteration of ternary rhythm and shifted beats vividly 

1.02 Vide supra, p.212, Ex. \12. . 
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recreates the effect of devastating winds 

is characteristically repeated ) -

(a passage which 

i! 
·SOjCJ.nt (.Oft 

~ . 
f"" .t def- ta.ts Tot4s eu ...... "',,-k 1'<1.;', , 

~ 
S0:;t4.l'\t CoO"" f ... tt ol~} rct.~" To IU ecs cliw.,: t&.\. tfc l,d.s.~ 

~ SO) c...nt CD", J"" .t .(~!- fQ,.;' s Tol.l.; c.q.s o:l.i..t.u.x co" .. tn. f . CL~S ~ 

(0) 

-S"e:rs u" , .. t.t...,t 1.1.. h.s Itt j~yt. L", VICM.~ M" - w .t r· yc . 

L .. v.,J,U';: _ cLes 't."t-+ li'f~t. l .. 
~~ - .u • .t l1ft1"t. -Son v .... t<t...tn 

'i -Son ~. ~t.".t" _ ..... d. 15'.,t- L..s , ... t,t",t~ _ d.u ct fort. 

,I - ' .. t rt 

In conclusion it can be stated that CLAUDE LE JEUNE had an 

acute sense for the interpretation of text by means of 

rhythmic devices, employing them to the full. While 

maintaining an inclination towards general rhythmic 

autonomy , he achieves a vivid expression by neither stooping 

to whimsicalness nor 

consistency. 

4 Harmonic devices 

When harmony was 

properties of the Dix 

becoming rigid in anticipative 

discussed among the compositional 

Pseaumes, it was recorded that CLAUDE 

LE JEUNE's harmonies are cear and simple , that his harmonic 

vocabulary is rather limited (to 13 chords plus various 

forms containing the diminished fifth) , and that he usually 
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confines himself to employing chords built on the the tones 

available in the chosen mode,03. From these assertions would 

follow that we cannot expect harmonic devices as a means of 

text expression to rank highly among the composer's skills. 

But perhaps frequency should in this case not be seen as a 

mark of distinction. After ·all. the harmonic palette 

resulting from the accepted tonal system was indeed limited . 

We should rather observe what LE JEUNE accomplishes in spite 

of set limitations. And in this regard the Dix Pseaumes 

contain some very intersting effects, all of which have to 

do with the explicatio textus and display. yet again. the 

composer's determination to produce eloquent music. 

If we observe how LE JEUNE executes his choice of harmonies, 

the matter of progression automatically comes to the fore. 

With respect to text expression, it is the quality of 

harmonic progressions which is of interest here. In this 

regard we can distinguish 

chords of which the roots are 

between progressions involving 

mainly a fifth, sometimes a 

second apart and which are often used if a "strong" effect 

is required, and those of which the roots are a third apart 

and which create a more "quiet" effect. A further 

distinction can be made in the latter group, 

top voice figures a repeated note; the 

generally "smoother" and contributes towards 

viz. when the 

effect is then 

a feeling of 

calmness or languor. Any questions as to the extent of such 

progressions (and, therefore, their impact), must 

necessarily be answered to the effect that it is rather 

difficult to determine whether a progression of the first 

kind is intentional for the simple reason that root 

movement by fifths predominates all-round. On the other 

hand, progressions of the second kind with root movement by 

thirds rarely stretch over more than three chords, and it is 

sometimes equally difficult to ascertain the degree of 

intentionality involved. Very often, too, other , concurrent 

devices may be noted, sometimes snatching away whatever 

l.03 Vide supra, p. 82.. 
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interest may be given to harmonic progression with regard to 

text expression. Nevertheless, the foll owi ng examples are 

considered worthy o f mention to illustrate the argument -

-P~.s.$o..nX '; <.t ~ ... - _ jU - - ti C;~. ~ _ to, , 

,'0" "",-J,;t ~ t-' 
~ tus lei.h "Pl.Lts - ~.?'H..elt ~t He>.. - --- j"" - h .. 
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0 1l,= E· tt.r- nt.i , Cor et Cio..i ro",~s~J(..rtt c,'S-el<l\.t-l4.t'lS 

" 'y 

0 'DLeLt \;C. btK- ne.l, COT t..t C{a.i·1'"oI'lS SO~(.)ltt.i..cJ: ... :}.~~ 

• 0 11 t~ ... ,,- tt.,.. _ Tl~! , g COr ",t ctlrrk .':j<.f .... cl t·t... . 
~. ,. ~ ~-

o 

These "strong" progressions are all 

corresponding concepts, which they do 

meant to depict 

effectively. But 

without other concurrent devices, they would most likely 

have appeared less successful and hardly distinguishable 

from many other root movements by fifths where no particular 

expression is intended - the difficulty (referred t o above) 

loungeing in the often occurring dilemma o f one n o t being 

able to determine which device predominates . Be that as it 

may, in contrast to the (probably intended ) 

progressions, some instances 

intended) opposite effect may be 

conveying 

appropriate 

the 

Itstrong II 

(probably 
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Of particular inters t among these cases where harmonic 

progressions appear to have a bearing on text expression, we 

may consider the following example, which represents a 

subtle combination of "quiet" and "strong" movement. Here a 

powerful effect is created by an advance from the "quiet" 

harmonic progressions (supplemented by a "smooth" oblique 

motion in the Superius) to the "strong " movement of 

resolute , ascending vaults. It speaks for LE JEUNE's acute 

inSight that both the act of riSing and the future tense of 

the verb are accommodated in his musical interpretation of 
the text 
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T~ to, n.- Ie.- ,, ~ .. ro.s 401'\ -,~t.$ 

I " 
T~ t. .. r~ - t~- ve~ ro.-s ~(> .... - 91te.s 

I'd T~ .~ rc. - Ie- vc.-£,o. c aL. ... -i"'"'W 
,.. 

Beside the application of more general harmon ic language, we 

also obs erve less usual harmonic dev ices in aid of text 

expressi on, Among these we not'e s ome very interest ing cases 

such as 

* the omission o f the third in the chord on meurtrie -

/ 

to7< ~ - I\~ txK-~" M""t.u.T'- t;T"~ < 

... ... 
"'" mew.~t;' -t(lm~ ~ - M. pt .. r.s/M < 

~c.., ,,,", " 101..- "Co per-Son- I\t .... C'IU"-tr~ - < 

* the re taining of a or II minor ll mood over a 

number of consecutive chords -

t:x. 2.DO , 

v • 
0 ~i.tu. E- tr.r - ~d. ",," s .. v cw,r , l>e.s f(}s'" tC.I; hot-l"CS tot t:c..,. ,... t - .. b(r.1 

, 
0 'Dieu. E- t....-n..l "1\01'\ SQJL VUlT, 

r.r~T 'It' 7- ~: :t 4- " 
I~ i"--'<' 

no i _ re.s et k .. ,.~-. bl.u: 

~ 0 Tli.w.. r;- tU-ht.l WlO'PlSCUL Ve.u,:'t' , 'b~ S-os _ .. su VlO l- ~ ~t to, - 'l"t _ .. ~(CS! 

o 
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* the use o f chords of the diminished fifth in the phrase 

Tes espouventemens horribles -

* 

* 

r ~ 
Tt.t t.S-?CII.~ vU\~tc. ~t." .. I"or-r i. - b\u H.' 4.t - ~o. - ble.rJ: 

. 
,. 

lI\ '«.e.: ... -61U\t T(..l (.s-~CII.~Vt.l1-t~- 1~i hor-Y'C- btu 

, , 
Tes oz.s-\:'ou.oVItn-te.- (}UI' ""o~-rl,- 'b\u W~-t.O\. - blrz..nt 

rev 

the slow harmonic rhythm 

complaintes ordinaires -

interpreting the phrase Les 

',-
L... ~d,"-plQ,~~ 

~'- ,-#- .... ~ 
COft'l - pi ... !.." 

g 
l~, ~On-l- rlo..~'r\ 

~ 

the deceptive 

mainte gens -

Ex. 2-03 

cadence 

. l:U· or- dk. 

7' 
te, ore d..~ -

r' OT_,H 

for 

"Po ..... 'I" ~. bu. - Se.r tTI~n. _ t. 

t"OU.T 1\.- ~_st.r~~ ,-4-
0 

"Q.t-ru 

-<r .... 
to, "-~- re..s; 

",a,.~ - "rt::I' 

the phrase 

, 

~;;;- P 

t=:- -.or 
i"'" 

g 
"'Pou..,... b",", $e.r ",,w, - t~ gens ~-

, 

Pour abuser 
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On occasion LE JEUNE ventures into daring harmonic 
excursions for the sake of 

offers the 

expiicatio textus . 

following remarkable 

Psalm 88 
(probably Phrygian) examples -

" ~t t.. !~."",n; It> pl., hdT~ r: . . blu 

• ... ' .... r; 
- rl ' , \'1 ... ~t hs ft4~rf'..l.lXl lu f!w ho 

~ tor t.'; f"'T~n I .. plul "'T' T"- ~{H 

. "" ".. I ,"'-r~ __ ~Ic.s 

Ew . loos 

S"'T I .. ~c.r- S ot\_ "., ol._ . j .. r::;;: - - k." 

.~ 

j~ !,;;:- ~<>:. l:'t>~~~ I--r:r S .. r te., 'pe.t'"- 50 1"' - hLS "' ... -

g 
S~r 1« p.u- $0.,,_ ..... , 

tu~ n .. - J~ ~or - -

, 
Sa...l" [e,s pu-- So .... - t\t.$ dt. - - J Q. """or - - - tC.l ~ 

./ 

~ t.: ;,,'. J. v~t- .ltl: ~ L .. ~'rts \j'i(.ho~n.t-il .. ~ '0'1" T" -I'" C. p1'"U - c.hfo.,. tu ~<T 

~:-
~ ... 1:',d",r;;;LT, pru- Coke .... 

• lt~ 

\I.il_¥r_l~~ U" ~ '.r t~,. A- f~" lie ~ \'n.Lr 

• L<4 morl:s vw.d." nt- ;1.$ ~ 50,.. tLT" A- f';'" dt pr~- e.ke.r t... me.r v4!i/ - - - , 

I " , . '. 
bOl'l- U, no pa._ Hil· - I" 'l"QU- ront ~f -

" -P. • .;~~"t~1>., b t ' -'V '1 fll\_ t., ~Ol"o'l_ ~ca.-1"~ _ - {c,s 

Ii _I~'! Po\t.f'T&l'\t.its bo.,.tG,\,\.l- pca.-rt;Ll- . I .. 

, 
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~ 

-,.c ~ 
To""! e.<-I .... cL:-~4:,.1 Cil.o"t j~ ~"M .- bl~ 

,.,-
j < ~;;; T • ...:t cr.- ta., cL~-j'l..cL.,,,t:: - -bl. 

.\JV... 
• T.14t u-b., "'.j.i.~~ J. t';!!" ~I, - -

y 

As mentioned earlier~o4. LE JEUNE quite often uses 

suspensions (ornament ed or unornamented . melismatically or 

points at the end of phrases 1n syllabically) 1n cadence 

order to lend some musically expressive emphasis to a word 

or thought without intend ing . however. to achieve a direct 

description of the word involved . Yet. on rare occasions LE 

JEUNE seems to have employed dissonances (in the form of 

suspensions) to depict a word or phrase as shown in the 

following examples -

1 

.,.. .. ; -e . 
~ .' .. 11 .. t~ .. <; sw ""'AAy\.1 Cho- SU tel'"- 1"\. __ Iolu YO L"f" . 

- ~ [+ +:J;: 
Q. tu._ ~. " ~-~. ~'-~ I~. 

~a. .. ",s Ch.e- Sa- tu".l'\'-~lts ;l.. VO ~,.. 

Il 11 t~ ._ 
-~ 

~ --. 
S~$ tt..'f'".r~ . ~c., , 

'lo i.r. • '3 ... '<. -main , C.I"" . .. 
.. 1';. 

-. 
II 

, -

~04Vide supra. p.t1e . 
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t .. d.U.u.1l CO" - tl""C,. -rQ,.~·, 

tow cliw..'1o 1!.Q ... · tf'C. - rctLS• 

. ' , .. J..i"l4.. COn- tn. - r"": ,~ 
: 

The only example of a dissonance not caused by a suspension 

ap pears in part 1 of Ps . 88 on the word deiivrance, where 

the resolution of the dissonant harmony may safely be 

regarded a clever means to enhance the emotional meaning of 

the word 

>l.e - - I ~ - v,... ... "" - - <e • 

~ I"';; . doe. __ I,' - 'I'r"-" - -

I i ~ .. _ - rl' _ vr~ - - CL. 

. 

Like dissonances, chromatic progressions appear only 

infrequently. Their textual significance is reserved to such 

instances where semi tones appear in the Superius as 

chromatic alterations in the lower voice parts have too 

little impact on word interpretation . Much rather are such 

latter occurences to be regarded as serving the same purpose 

as the many cases of so-called "false relation", viz. to 

display, in spite of its natural limitations, the 

kaleidoscopic vitality of LE JEUNE's musical language. But 
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to return to the 

the following 

chromatic half-steps 

examples are both 

in the upper voice, 

self-evident and 

characteristic of LE JEUNE's sensitive touch in employing 

this device to serve the interpretation of text 

A 

s" .... c- tt.- "--""t I::.&s tn:J.~w.rs '-' $01(.$- t~- n.et\.t 
v :- -- $e- ",:1; "Iw,.. et . 

50 ..... ( ti.en-I h'I!" .. t s Ot.4..S ~ h-nCl .... t 4. rru~Ts "?:~ , .... ~ ~ ·t &e.- V'fI,~ 

) .,. 
• s.~.-l:.-"-t t .. fN-"" 

~ 
~ ,s,u.." - ~w.- n...J: iii 

o.t :!,e 6;;:t i'1e.I,U·C. 

, 

~ ..t e- "",Lt;. 

?11l.i.-~l"'; tt j01-t.s ~,..- tu - I\a.i_r~" , "'- - b~- ~) 'e.- T'Q.S 

to 
-. , 

?lu....s\'" it j".,-u: e'l"- J.i _"o..\ .. r~j', .' . -' 

v - ; - -JSIt_~ \;:< - - b~_ h~ 

• f'tcU-SLn' Ol.t j .. 'j-u or- d..~ ... ,,~ -ru • 

~. +"+ • E:", .. 
,I 

~1!!-Y"Qo.S - 1, .... - k:;' 

",s - - bo.- ~ 
, 

6. Textural devices 

Texture, seen in terms of text interpretation, does not 

yield a single example which cannot be accomodated in one or 

more of the other categories of devices employed to serve 

that purpose. If this is so, the question arises, why LE 

JEUNE introduces different textures : does it occur only for 

the sake of variety, to display his compositional 

competency, or to int rigue singers and listeners? 

Not including the mainly polyphonic trios of Psalms 102, 95, 

and 81, we register 69 instances where LE JEUNE changes the 

homophonic texture of the music into some form of polyphony. 
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His discriminate use of these deviations from what can be 

considered as the normal cast of the music. gives rise to 

the supicion that their occurences are by no means 

fortuitous. but. on the contrary, very much intentional. 

because they only occur at places which can be identified as 

musical text interpretation. But since the interpretation of 

text is already served by one or more other devices, would 

the textual changes simply amount to an addition to the said 

devices? The answer depends on whether or not the effect 

gained can be seen as principally accomplished by texture. 

However. 

and its 

before we pursue the matter of change in texture.s 

relation to the interpretation of text any further. 

some remarks on the afore-mentioned concurrence of various 

devices may be appropriate at this stage. Word painting and 

other devices to interpret the text accomplish two objects: 

they display the close association o f the music with the 

text. and. at the same time. contribute to the unity of a 

composition. This unity. based upon respect 

replaces to an extent - as HAMER5MA aptly 

the unity that might be effected by 

for the text, 

points outl. O''­

formal music 

relationships as, for instance, evidenced In the earlier 

formes fixes. However. the unity achieved in the effective 

representation of the text is not the result of the mere 

application of certain devices which, on their own, can bend 

towards conventional ism. It is far more the combination of 

many musical elements in the setting o f a phrase that 

produces an agreeable style such as can be found in so many 

places. So. even if one would decide on the primacy of , for 

example, texture in the interpretation of text, the ult imate 

effect IS the result of an inextricable integration of 

forces. 

This having been said, it must 

change of texture involves 

also be pointed out that a 

more with respect to text 

expression than just being a device, however predominant, 

l.O~ John Edward Hamersma, Op. cit .. Vol I. p. 115. 
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subservient, or integrated. It opens up a completely new 

dimension by interpreting the text more comprehensively than 

can be accomplished by the text itself ' Here the unique 

qualities of music , which can gi v e it a distinct advantage 

over the liguistic discipline, come to the f o re , laying 

claim to its own way of expression, yet articulating the 

text it undertakes to serve. It would be futile to ask why , 

with such advantages , polyphonic texture did not "take the 

day'· # the reason being that it had just lost it in the 

sixteenth century on account of inherent disadvantages. It 

would also be ignoring, on the one hand , the great argument 

of the age about the relationship of music and text 

generated by the humanists ' insistence on the importance of 

the latter and, on the other hand, the fact that a new 

musical language, integrating the claims of both 

disciplines, had not yet been formulated. However, the 

sa l ient point to note here , is that CLAUDE LE JEUNE was 

sensitively attuned to required effects and the 

possibilities to realize these, and that he explo~es them to 

the full. In addition. one cannot fail to observe. in this 

regard. the distinct prospective attitude which accompani es 

the composer throughout the Dix Pseaumes. 

·The disadvantage of basically polyphonic texture with 

respect to text lies. of course. in its tendency to get 

entagled in nomological rigidities ·which restrict or even 

suffocate the deployment of intelligible expression, meant 

to be conveyed by the words. Against this the humanists . 

with their new approach to text and their faith in the power 

o f rhetorics, rebelled . On the other hand, the facility of 

individual yet simUltaneous articulation , inherent in 

polyphony. offers unique possibilities for the 

interpretation of text provided that the point of 

departure is indeed text expression and the main interest is 

not focussed on the momentum generated by constructi onal 

consideration. Thus "neglected" the latter can hardly be 

properly maintained or come to its own right . However. 

beckoned on the appropriate occasion, its facilities can. in 

point of fact. serve the interpretation of text excellently . 
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ways of expression not achieveable 

medium. Co nsequently it is possible to 

comnunicate (their sensibility firmly rooted in the music) 

simultaneous statements. situations of conflict. torment. 

vexation. particular emphasises. multitudinous repetitions 

of text. etc . by drawing from the rich arsenal of 

contrapuntal techniques. This is the approach LE JEUNE 

applies with his changes of texture and excursions into 

spells of polyphony. The following table summarizes 

instances where changes of textures seem to occur in the 

interest of text interpretation 
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96 

96 

96 

102 

102 

102 

102 

102 

135 

135 

135 

135 

135 

88 

88 

88 

88 

88 

88 

88 

88 

88 

57 

57 

57 

57 

57 

57 

57 

57 

57 

57 

57 

57 

57 

57 

Part 

1 

2 

2 

1 

1 

5 

5 

5 

1 

2 

3 

3 

3 

1 

1 

1 

2 

2 

3 

3 

3 

3 

1 

1 

1 

1 

1 

1 

2 

2 

2 

2 

2 

2 

2 

2 
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Table No 8: Instances of change of texture 

Measure(s) Text 

1-11 Chantez a Dieu chanson nouvelle 

8- 12 

34-37 

9- 12 

72-78 

14-16 

19-26 

36-38 

1-8 

29-31 

8- 11 

26-30 

35-37 

7-11 

47--48 

87-90 

53-56 

63-67 

1-5 

9-16 

16-19 

57-61 

19-26 

26-29 

28-32 

38-42 

42-49 

49-51 

1-9 

13-16 

37-43 

47-49 

56-62 

62-67 

67-69 

78-89 

Sus donques peuples , venez 

Qu 'un chacun, dije, se r ' assenble 

Mon cri d'aller jusqu 'a toy 

Qui fait au bois sa retraite 

Au beau mil lieu de ma course 

D'aage en aage continuent 

Et tout cela doit passer 

Chantez de Dieu le renom 

Et tous ceux de Chanaan 

Pour abuser mainte gens 

Et qui est fol jusques la 

Chantez le loz du Seigneur 

je erie 

Franc et quitte 

Encles au lieu ou tu m'as mIS 

Ta justice s'appercevoir 

je te prie 

Las' pourquoy suis-je rejette 

Las! je langui des mon jeune aage 

En mille sortes tourmente 

Ie ne voy nul qui me cognoisse 

Iamais n'auray, qu'en l ' ombre de tes 
ailes 

Au Dieu treshaut 

mon eri s'adressera 

ce grand Dieu que j'adore 

Amon secours du ciel venir fera 

Rendant confus 

Esleve toy, 0 Dieu dessus les cieux 

115 ont tendu 
surprendre 

les rets pour me 

Chanter, precher de telle delivrance 

levez-vous avec moy 

Ie chanteray des doigts et de la bouche 

Car jusqu'au ciel s'esleve ta bonte 

Iusqu ' au plus haut de l'air 

Et fay par tout que ta gloire se montre 



Psa lm 

98 

98 

149 

149 

149 

95 

95 

95 

95 

95 

95 

95 

95 

97 

97 

97 

97 

97 

97 

97 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

81 

Part 

1 

1 

2 

1 

1 

2 

1 

1 

1 

1 

1 

1 

3 

3 

1 

1 

1 

2 

2 

2 

1 

1 

1 

5 

5 

5 

5 

5 

5 

5 

5 

5 

5 

Table No 8: Instances of change of texture (cont) 

Measure(s) 

1- 9 

20 

1- 10 

36-44 

16-18 

1-8 

11-13 

13-21 

32-40 

44-47 

51-55 

13- 21 

59-73 

32-35 

40-44 

44-48 

46-53 

17-21 

33-38 

38-43 

10-14 

26-30 

61-64 

1-7 

7-10 

18- 22 

22-24 

24-29 

29-35 

37-41 

41-46 

46-52 

60- 76 

Text 

Chantez e Dit3u nouveau cancicque 

Tonne 

Cnantez aDieu char.son nouve lie 

Sa louange se chante 

chantant leurs chants 

Sus . esgayons-nous au Seigneur;::t 
chantons nautement l ' hor~eur 

. Hatens-nous de nous presenter 

Devant sa face et chanter Le 102 de sa 
magnificence 

Et de la crime jusqu ' au fond 

A lui seul la mer appartient 

Et la terre est sa creature 

Et souvent experimente 

Dedans mon repos ant entree 

S'estonne en Ie voyant 

Grand dieu de tout Ie monde 

Montagr£ qui ne fonde 

Voire mesme des Cleux Le grand tour 
spacieux 

S ' esgaye avecques vous 

Tu es olus haut monte Que ces terrestres 
1 ieux . 

Mesmes sur taus les dieux Tu es haut 
exalte 

Chanter on s ' afforce 

Sonnez la trompette 

Leur langue estrangere 

Helas! que rna gent N'a ma voix ouye! 

Et que di 1 igent 

Peu valncre et deffaire Les ennemis 
siens 

Et man bras tourne 

Eust tost ruine Tout sien adversaire 

Taus ses ennemis Remplis de destresse 

Et de ce tems heureux 

Eust dure pour eux 

Sans fin et sous cesse 

Du miel decoule De la roche haute 
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From this table some prominent examples are subsequently 

cited for 

coon t i nuen t 

the purpose of 

is a particularly 

ilustration. D ' aage en a a g.", 

interes~ i ng case in point. for 

both ~he double canon and the repetition of text resul~ing 

from the polyphonic texture (altoge~her 11 times) contribut e 

to the des i red exp r ession -

,- ---- - - -' . 

'D'.t",~e. ""-" __ :st.CDI"I- ,,- "~-eAt,~' .. g.~ 114.- s~ «Itt- l4- 111 1.1,._ k "Da.o,sc- e...; tU..-'O'" e" . t~- ~~- - - --. -- ---

ct.q.- sc JJ)~t. 02AI ~ ... I.' _ 5< CO"- t~-:- £Ilt, 1I )11"a~ 
.... :.. .... ~ . cu .. ~e. . ." . ... - --- --- -- r. - - - - --, 

, )hl1g(!. ". ~. Sf. CO"-t~-I'Iu..- Vft;l~ ~~ lit-" - -A- c:.a",- I!i.- rt"-eJ1I;..l) ',,,~.t.v\ 0.0..- Br ~ •• - \:; \..' "",. -
-e- I ~.;----'--' r I--~ 

, , 

v 

- - - > I-~ -:- ~. 
--~ 

. to ! .. J. :g. - !t . - K~' 

-
f . ! _ . - . - - • ..r . 
------, 
: 
, 

i~- nu.- - • .....t. 

Rendant confus. another closely knitted double canon built 

upon leaps within t he tetrachord. falls in the same 

category -

r--- -· , , . 

". 1:..,. d..,t GO"-l"1.$, Re.n-d.an1: eOt\- f"-S 
,- - - --

~ '- ~+- - t1 ~11 ~ 
- - - - - ,. ... 1~·d .. ~t_ CO P- rl.l..S. 'Roe., . cl ~ ... t c..on-rLL' 

I~ .~ 

• -rQ..) R~I\- d.lU\t COn- i "'Ii , 'R £'!\-Il-t tQ"-514~ 
r------- . 

~ 

~ 
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Similarly . .with its close , although free imitation. E[} mille 

sortes tourmente creates an almost physical feeling of 

discomf ort 

, . . (1'0. 3z. p"'>: ,.,,-<.oA .1.- 19 \ , 

-ge En l'YIi t-\ r: ,~ ~ tu t:ol(,.rrn~ tit t;" ~.!~ so,-- tu t ou..r-Mt.f\- to: 
, ~ 

~ 
-Be ., ~I-lt SH- ~t tou.~-:tA-ti, E"., "'lit-It ~!=rt~~~ r....t.""!-ti 

'_84. £" ",U -It SIT" - tu t~lLrh'\<.n tL. '1:" I'vIl\.lc. Sor._ te.s ta\U'"_~ -- t.: 
• 

- ~ E", ma-t~ 10r- tu ~Lt)'''''Zl\-U E ""1- 1 • 'Or. .. ~< , -

In the following piece of 

phrases Au Dieu treshaut and 

imitative counterpoint, the 

mon cri s ' adressera overlap 

conspicuously, thus interpreting the text with an urgency 

unattaina ble by only the ascending leaps -



238 

~" 
, , 

- 10$- ~" ~~w. t-~L l,..o..u..t, A ... lltW- tn~~-hQ..u..t h1or. tt~ ('" ~ . .st-ra. ~ 

- les. Au.. bieu. '"'"ttv. \, ....t, A. ~l.e..u. tru~:0 en s'4.ms:-slt --r rn~ . . . . . . .;. rCl., 

• - (~t . A .. n~~Il..J..ru-hlt mol'! «( s'a. - - d.r~s - - .n-rC\.) MOj cr1 "11- .(r~s- 'j_"'o. , 
~- ... r.-

, , . , 
-Iu. 

In Et de Ia cime jusqu 'au fond the conflicting concepts are 

accommodated eloquently in a polyphonic texture displaying 

differing melodic lines in contrary motion -

,--------- --
0 

-, 

~ .... t... ~ -- ..,~ jW.-1U.·~" J.n ,'- f-J., Et-eL , JIol.S- "It'- ~ 
"--- - --- __ _____ ..l. 

l-
Et .... Ie.. <, JI4.S- ~'~ f-I.j~.~'l""t~+ , ~~,!,j,"" . .. ~ 

• 0..:. " ~_ ~~~l~~l~:-_-~:-_~~, \'\>I.e. J .... s- 914·CUo. __ :f';.ruL!t: 
~ ..., 

. ' . - . - -

The refractoriness of Israel is strikingly expressed in the 

antiphony of voices in Et que di 1 igent -

lOt' ~~ 0.;.. I,. 'i>~t. a ~"~ .u. (i. 5"'>t I 

7-.!. ........ __ 7 _ --
Et I '\.< Q.c - (i. 8'>'t. Et I 9"C. d.':-(i-~. Et ~ue J.~-ll-

• 
, 

lOt ~'« ",-'. Ii. ~t. Et ~~. d..:.I,'· i""I;-~~ ~ Et ~.T~."'-(\;8',J; 

- -
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Delayed entries appear to serve the stressing of certain 

words or part of a phrase as In Franc et quit te de ceste 

vie, where the deferment of the middle voices by onl y ha lf a 

beat expresses succinctness 

~ ~t ~ ... t- t~ .... ce3- tc. vi - e, 
.... 

," ;;. 1 - ... ; ~ ;1'-<>-
-SL, iFro.nc ~t 9"'- t. .... ce..s- tIE. vi - L. 

I ~ L. 
!'rAn ..t " .... - t • de. e..s-k. . .; - e. 

, 
ecs_ t... VI .. : '" 

In Et tous ceux de Chanaan. the considerably delayed entry 

of the Contra tenor seems to suggest an interpretati on o f Et 

taus -

"6"'" Et to", c.WI/ d.~ ~ .... - n~- ~n. 

- io.l\· ~tt:\4J Ct4.t..~ c..~(I..~CI,-m...n . 

a -sa.".1?t tOI.l,s tt.u.)I ~e Ck~-:;:; F:-: - - Q..", • 

Similarly, in Sus danques, 

entries and repetitions of 

taus peupJes, 

text combine in 

venez, delayed 

the polyphonic 

texture to render 

exhortation 

a remarkable insistency to this 
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r:x~ 2.'2 .. .5" 

_~te, S~, cLan -~(.Ie.SI tot.UI rou.t-r!Q'S, V'Z V\ e.3' V __ \'I,~, 

v _..t._ S", d,"- -t;,~, 
;----- l've_ ",c,':l' 1U.es \>~-i'I .. , ve-~cz.'3' 

~ 

1 -e.t... SU.( J..on- 1""'-' tc,"'s 'pQ~- rIch ..;L. tOu.s Pq,1,A,. - - 'r \~$ 'Jc- \'1'"3' 
-P-

, 

In fact, changes In texture from slight shifts to 

pronounced polyphony. offer emphasis by means of text 

repetition, however wi thout the threat of otherwise 

uninteresting and unavoidable prolixity. 

instances may serve to illustrate this 

The following 

Ex. 2.2.. 
~ nI-7--...--- -
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Both examples represent a slight shift in texture; the 

first causes the words seul 

(repetition) to be stressed, 

quintuple vertical repetition of 

( longer 

while the 

value) and mer 

second effects a 

tonne within virtually a 

single measure, creating an acoustically most striking 

resul t. In Eust dure' pour eux (Ps . 81, Part 5, meas. 41-46 -

see above, p. 1So) , 

polyphony, the effect, caused 

representing more pronounced 

by five text repetiions (four 

of which occur at points of 

conspicuous in its interpretative 

fin et sans cesse is, in this 

imitation) , IS no less 

qualities, Finally, Sans 

regard , a particuarly 
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impressive piece of imi ta tive counterpo int. stretching over 

ten consecutive entries and repet i tions of t he text -

5""" .F'" ~t 
.... 

So.., ,5 f ..... .t sa!S- c.t.s ... ~~. S IIl.'I\ SbC4 - U ., 
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7. Struc tur al d e vice s 

The title of the collection of 1564 gives an indication of 

the type of composition LE 

his Dix Pseaumes it 

quatre part i es en Forme 

JEUNE had in 

distinctly 

de Motetz. 

mind when he wrote 

says 1'1is en Musique a 

However, imitative 

counterpoint was traditionally associated with the motet and 

its inconsistent use in the Dix Pseaumes may. therefore, 

cause the collection to appear misrepresented . On the other 

hand, one should not ignore the fact that already among the 

works of earlier composers like JOSQUIN motets can be 

located which are cast i n a predominantly chordal 

texture 106 . Be that as it may, the subdivision of each psalm 

setting into two or more "movements" called 

which the non-strophically treated text 

parties, between 

is divided , is 

perhaps the collection ' s nearest comparability with the type 

of composition according to which it professes to be 

moulded. For, although LE JEUNE prefers to call his Dix 

Pseaumes "Motetz" possibly because of their serious 

content and a certain status acknowledged to that category 

106 In the case of Josquin, I talian s timulations (mainly by way of the 
Laudi) are supected to have occasioned this phenomenon. His pession motet 0 
Domine Jesu Christe and l.iui velatus facie fuisti (Gesamtausgabe, Motet 10 and 
11, respective ly) are prominent examples of this style. 
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of composition - these Psalms are actually chansons set to 

sacred texts in the style of the late French chanson with 

the addition of a fair blend of Italian madrigalistic 

influences. This , in end effect. determines LE JEUNE's 

approach to and handling of structure in the Dix Pseaumes. 

With the abandonment of the old, conventionalized formes 

fixes , new vocal forms round about the middle of the 

sixteenth century emanated either 

(when this was used) . or from the 

from the cantus firmus 

text. In case of the 

latter, either the structure of the text, or its meaning and 

intent determined the musical form. The chanson initially 

followed the form of the verse pretty closely. However. the 

increasing influence of the Italian madrigal during the late 

Renaissance resulted ln the form of the chanson becoming 

more and more regulated by the content and import of the 

text, the main difference between the madrigal and the 

chanson primarily settling on that of language. Since vocal 

muslc was now focussed on 

text, non-strophic settings 

became the order of the day . 

expressing the content o f the 

in a through-composed form 

And by reason of the fact that 

LE JEUNE is, as we have amply evidenced . very much concerned 

with the content and meaning of the text, the forms of his 

Dix Pseaumes are through-composed rather than strophic. 

With respect to the relation between structure and text, the 

matters which need investigation pivot around the division 

of the text between the parties, and the meaning of three 

trios among the' ten psalms , the raison d ' etre of the latter 

appearing to be of a structural nature. 

Although the psalms in this collection were , as we have seen 

in Chapter II. quite deliberately chosen and the sequence of 

their appearance is equally intentional, they vary with 

respect to the internal or ganization of the texts , the 

number of stanzas, and the distribution of these between the 

parties. Table No 1 (see above. opposite p . 11 ) gives a 

detailed layout of the situation. It would nevertheless seem 

that LE JEUNE tends to distribute the stanzas more or less 



equally between the 

three cases (Pss 

different 

96. 135 , 
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parties of each psalm. In 

and 98 ) he achieves an exact 

division, in four (Pss 102. 57. 149. and 97) the 

distribution is as near as possibly equal. while in only 

three (Pss. 88, 95. 

accentuation prevails. 

between the different 

i.e. according to the 

course. also the poet 

took his queue~07. 

and 81) some form of quantitative 

As a rule , the division of the text 

movements 

original 

of the 

The mood 

is made at logical places. 

biblical text, from which. of 

rhymed version of the psalms 

of a psalm usually being 

maintained throughout the entire 

equal (or . nearly equal) number 

psalm. the division of an 

of stanzas between the 

moyements pose no threat to the text. In those cases where a 

break in mood is noticeable (Psalm 57. between verses 4 and 

5), or a different "speaker" takes the word (P s 95. from 

verse 8; Ps 81. from verse 6 to the end, a lengthy part, 

subdivided in itself), such changes are accordingly 

accommodated by the relevant stanzas given to the different 

parties . With a minor adjustment by DE BEZE~oe. the approach 

IS basically also observed in Psalm 102. which is 

prolematical in so far as the original biblical text 

combines two different poems: 

(inscribed in verses 1-11 and 23-28), 

a personal complaint 

and a prayer for the 

restoring of ruined Zion (verses 12-22). 

The reason for LE JEUNE's attraction to a more or less equal 

allocation of text between the parties seems to be a sense 

for balance as well as acousto-cognitive considerations . 

However. these do not reign supreme : whenever the text so 

requires, he deviates from what may appear to be a set 

pattern. This is borne out by the absence of parallelism in 

the musical structures. even in those cases where it does 

~07 The verse numbers are according to those given in the Jen.1Salem 
Bible, of which the English edition is generally considered to be the 
presently most reliable translation in that language. 

~oe It concerns verse 12, which, apparently for reasons salient to his 
own poetry, he incorporates into the first section. 
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exist in the text by virtue of the latter's equal division 

between the movements o f the psalm. On the o ther hand , the 

music does reflect complementary ractors of a minor, yet 

formal nature, which should be addressed on account of their 

coherent rather than analogical functions. Referred to here , 

are the cadences at the end of the stanzas as well as the 

opening and closing chords of the parties. 

Most of the cadences (whether at the end of a phrase or a 

stanza) ends simultaneously with rests following in all 

voices. Second to this , are simUltaneous cadences without 

rests. More rare still, are cadences with one or two voices 

carried into the ensuing phrase against sustained notes . 

Finally, some cadences submerge in interlocking phrases in 

the style of the Flemish motet. This happens in the 

polyphonic trios, which stand (intentionally, as shall be 

seen) somewhat apart. 

The ends of stanzas (usually indicated in the text by a full 

stop) are, however, always given strong cadences - mostly 

authentic, and often ornamented , in order to add emphasis. 

However subtle, these elements are collected aurally and 

registered as formal complements, often enhanced by the use 

of the same chord in several stanza ending cadences. 

Coherence between the different parties of a psalm is also 

achieved by the use of the same or closely related chord at 

the end of one and the beginning of the next partie. In most 

instances these chords fall within the normal modal context 

(Pss. 96, 102, 57, 98, 149, 95, and 97) In two psalms (Pss 

135 and 81) he employs cadences which are only rarely used 

within their modal frames . Of special interest, however, is 

the manner in which LE JEUNE connects the second and third 

movement of Psalm 88 : the appearance of a B Major chord at 

the close of the second movement is totally foreign to 

either the Phrygian or the Aeolian modes into which the 

music cou ld possibly be interpreted . From this chord the 

music then proceeds to C Major at the beginning of the third 

movement by letting the Bassus (the root of the B Major 

chord) proceed to form the first inversion of the Dominant 
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of C Major! It is in progressions of this kind where LE 

JEUNE ventures into the new doma in of tonality as the 

musical world only came to accept much later 

/ '" / 
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, .... > 
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Leu ! 

Repeats are low- keyed in the Dix Pseaumes and ca n hardly be 

viewed as of importance in a structural sense. In fact, most 

repetitions are o f an affective nature and involve single 

words or parts of a phrase . There are, however, a few 

instances where an entire line is repeated. Such examples 

are Oeeis Rois, et nations IPs 135, Part. 2 meas. 22- 24, 

where the music is identical with that of the preceding 

phrase, Et toutes ses Legions, and where the repeat has a 

text interpretative function), Sus done qu'en plaisir et 

enjoye IPs . 98, Part 1, meas, 50-51 , where the line is 

repeated to the same melody a fourth lower, again for the 

sake of text expression), and Et soit Joyeuse et gaye, 

followed by Toute Isle s'en egaye IPs, 97, Part 1 , meas . 

5-8, where the latter phrase repeats the melody of the 

again 1n the interest of text interpretation), 

repeats, which can possibly be considered in a 

first, yet 

The two 

structural context 

IPs. 135, Part 1, 

miel e deeoule de 

only, are Les vents tant 

meas. 64-67 see above 

la roche haut IPs. 81, 

rudes et forts 

p, 221) and Du 

Part 5, meas. 

68-76 ) . Since both these examples are last lines, their 

repeats harken back to a technique which constitutes a 

prominent feature in madrigal composition, notably t hat of 
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ARCADELT109. In this sense Du miele decoule ' de la roche 

haute, with nine measures of fine imitative counterpoint the 

most extensive of all repeats. 

ending to LE JEVNE's collection. 

is a particularly fitting 

The existence of three polyphonic trios - strewn in , as it 

would seem, at random initially appears as somewhat 

enigmatic . Also HAMERSMA offers no comment other than an 

acknowledgement of their existence and the nature of their 

texture110 . To be sure, their inclusion In the Dix Pseaumes 

teases the investigator to come up with an acceptable 

explanation. Are they there only for the sake of variety, 

some kind of relief on the ear, perhaps? This would indeed 

be a possibility. But why are they then not treated in a 

more proper 

judged from 

structural way, not inserted more regularly 

better spaced? 

and 

And an acoustical 

besides, if their function 

concept. 

would be 

not 

to provide variety by 

way of a somehwat "relieved" sound, then they surely need 

not be so consequently polyphonic. The explanation for the 

existence of the trios, and the reason for their insertion 

at specific places does not lie in any of the fields 

indicated above. but is to be found in their texts and in a 

particular interpretation 

Doctrine of Predestination. 

derived from the Calvinist 

Most of the Reformed confessions - thus also the Confessio 

Gallicana (the Huguenot Confession de Foy of 1559) - treat 

this doctrine in a very moderate way. professing that God 

elects some in Christ and leaves others to perdition111. As 

109 Vide Alfred Einstein 
1949 , Voll. III. 

The Italian madrigal, 3 Vol .. Princeton, 

110 John Edward PBmersma: Op. cit. 

111 The Confession de Foy was drawn up by Calvin's trainees at the first 
Protestant Synod, which was constituted in Paris in 1559 in spite of a general 
persecution of Huguenots. It is interesting to note that the final form of the 
Confession is very near to the original draft provided by the Reformer 
himself; the doctrine of election is treated in Article 12; also, that the 
l eaders of the second generation of Reformed theologians - among these, 
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we have seen , CLAUDE LE JEUNE's orientation towards the 

Reformed Faith was firm enough to have caused him to be 

well versed in its underlying theological tenets. 

Furthermore , it IS more than probable that he did associate 

with people like DE BEZE and CHANDIEU, who would certainly 

have contributed to his understanding of such beliefs. Thus 

CALVIN's Commentary on the Psalms can be considered as a 

most likely prototype for LE JEUNE's own appreciation of the 

texts in question. These' now need to be considered. 

The first trio in the Dix Pseaumes appears in Psalm 102. 

Comprising verses 18-22, it IS part of the second of two 

poems constituting this psalm, 

restoring of ruined Zion~~2. 

indentifying the Reformation 

viz. the prayer for the 

With Protestants invariably 

of the Church with the 

restoration of Israel, CALVIN expounds on the text along 

these lines. Referring to verse 18, he says: "By the word 

write, he (i.e. the author, whom Calvin calls 'the prophet') 

means that the thing done (the deliverance) is worthy to be 

registered In the public records, so that the remembrance 

of it may be conveyed to them that shall come after. And 

there lurks an apt antithesis between the new creation of 

the people, and their present ruin, which the interpreters 

improperly pass over. For when the people ceased to be, the 

church was after a sort extinguished. Doubtless the name of 

it might seem dead when the Jews, being mingled with heathen 

nations, formed no separate body. Therefore their return was 

a second birth, and in that respect it is not amiss that the 

prophet looks for a new creation, because though the church 

had utterly perished , he was well assured in himself, that 

God by his wonderful power was able to bring it to pass, 

Theodore de IJeze, the poet of the rhymed version of the Dix PseaUIlJes­
advocated the doctrine of predestination in its extreme supralapsarian form, 
causing a development by virtue of which this doctrine, i.e. of divine 
decrees, gradually became the starting point of Reformed dogmatics (cf. 
Reinhold Seeberg : Text-Book of the History of Doctrines, transl. by Charles E 
Hay, 2 vol., Grand Rapids, 1966, Vol I, pp. 420-421). 
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that it should rise again with renewed life. And this is a 

very remarkable passage. that the church is not always 

preserved in suchwise as that it may appear to s u r v i ve . but 

even when it seems dead is suddenly created anew. as often 

as it seems good to God. Let no desolation. theref ore. 

bereave us of this hope. that like as God did once create 

the wor l d out of nothing. so is it his own proper work to 

dig his church out of the darkness of death~~3". Speaking of 

verses 19 to 22. CALVIN explains that the 'prophet ' (i,e. 

the psalmist) "now .. embraces the deli v erance which he 

anxiously 

already . 

sighs for. just as if 

And , lest the malignity 

it were accomplished 

of men might darken so 

great a benefit of God . he challenges to God his due praise 

openly and in express words, according 

were in many ways enforced to acknowledge 

therefore he says that God looked out 

Jews should think themselves beholden 

also as the people 

God's hand, ., And 

of heaven. lest the 

to the grace and 

favour of Cyrus for their deliverance. which proceeded 

manifestly from heaven . .. And he terms them prisoners, , , 

Nay, he says soon after, that they were appoi nted to death. 

that they might understand that it was allover with them, 

if they were not rescued from death by the extraordinary 

power of God , The prophet, to put the people in hope of 

return . uses this argument. namely, that it is impossible 

that the place which God has chosen to himself should be 

left desolate for ever. But he tells them there shall be new 

matter for praising God . because the name of God shall be 

worshipped by all nations. and the church shall consist, not 

U3Ioannis Calvini COlI1lDentarius in Libn..zm PSa lmon..zm, Geneva, 1610. p. 
469: Scribendi verba significat historiam publico monumento dignam esse. ut 
transmittatur eius memoria ad posterios. & subest concinna antithesis inter 
novam populi creationem & praesentem interitum. quam interpretes malem 
praetereunt . Populo enim abdicato. extincta quodammodo erat Ecclesia. Certe 
mortuum videri poterat eius nomen. quum Iudaei profanis Gentibus permisti . 
nullum corpus efficerent . Itaque reditus quasi secunda fuit nativitas: 
ideoque non al::6 re Propheta novam creationem expectat : quia utcunque perisset 
Ecclesia. per suasus erat Deum mirabili vitute factun..zm esse ut de integra 
rediviva surgeret. Atque hic locus insignis est, non semper ita servari 
Ecclesiam ut superstes appareat. sed ubi mortua videtur, repente novam creari, 
quodies ita Deo visum est. Nulla igitur desolatio hanc nobis spem adimat. 
sicuti semel Deus ex nihilo mundum condidit. ita proprium esse eius opus, 
Ecclesiam ex mortis tenebris evera . 
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of o ne nation only , but of the whole worldl.l.'" , " Clearl y 

CALVIN interpreted the restorati o n of Israel as the 

Reformation of the Church , the deliverance o f the faithful 

and their election by virtue of the grace and good pleasure 

o f God. 

This interpretation comes through even more 'prominently in 

the text of the second trio , which appears in Psalm 95 and 

consists of verse 7 , Referring to the pre c eding verse, 

CALV I N says "that the faithful must lift up their eyes to 

heaven and worship God spirituallyl.l."." With regard to verse 

7 he then continues : "Though all mankind were created to 

th is end, yet not without cause is the church termed God's 

planting to his praise. Of right therefore does the prophet 

require this duty specially of his elect people. And this 

is the cause that he puts the children o f Abraham in mind of 

the inestimable privilege which God vouchsafed to them when 

he took them under his protection ... he has distinguished it 

(i . e. the church) from the whole world to cherish it in his 

fatherly bosom. Therefore they are called the people of his 

pastures whom God defends with his peculiar care, . . They are 

termed the flock of God's hand, not so much because they 

were created by him, as because they are governed by h i s 

hand ... " But this also brings about the obligation that the 

faithful" . .. should not else continue in the possession of 

their dignity and privilege, unless they continued in their 

1.14 Ibid: Mmc Propheta redemtionem" ad quam anxie suspirat, perinde 
amplectitur ac si peracta esset, ac ne tantum Dei beneficium obscuret hominum 
malignitas, aperte & desert is verbi laudem suam Deo vendicat ; sicuti etiam 
multis modus COdCtUS fuit populus agnoscere Dei manum. . . Dicit ergo Deum e 
coelo respexisse, ne gratiae & favori Cyri ludaei acceptam ferant salutem 
pala.m e caelis profectam. . . Vinctos autem dicit . .. lmo paulo pOst dicit morti 
fuisse destinatos, ut tandem sentiant actum fuisse de sua salute, nisi 
extraorriinaria Dei virtute a morte erepti essent . . . Ratione quidem hac utitur 
Propheta ad spem reditus dandam populo, quod impossibile sit, locum i llum quem 
Deus sibi delegit, perpetuQ deseri; sed novam materiam laudandi Dei fore 
denuntiat, quia nomen Dei adorabitur ab omnibus populis, nec tantUm ex gente 
una constabit Ecclesia , sed ex toto orbe. 

J.J.~ Joannis Cal vini Commentarius in LibrtlIIJ PsalmortlIIJ, Geneva, 1610, p. 
447: . . . ut sublatis in caelum oculis, spiritualiter Deum col ant fideles. 
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obedience to Godl.l. 6 ." 

The third occurs in Psalm 81 and comprises verses 8 to lOa. 

The core of CALVIN's commentary on these can be extracted as 

follows: "That the prophet may the better move their minds. 

he invests God with the character of a teacher, and brings 

him in speaking familiary in the midst of the congregation", 

saying, " ... Israel, if you will hear me, there is nothing 

that I so much require or exact at your hand, as that you 

should content yourself with me alone, and not seek for 

yourself any 

placed first, 

that the 

strange Gods ... But here the prohibition is 

abundantly 

himselfl.l.7." 

and afterwards 

people 

with the 

Again, 

ought 

God 

it is 

addressed in these verses. 

is 

to 

that 

added 

hold 

the cause, namely, 

themselves satisfied 

to 

God's 

had purchased them 

elected people, who are 

The common factor, therefore, which runs through the texts 

of the trios, is the concept of election, that distinction 

which separates the faithful from the rest of the world. It 

was hence natural for LE JEUNE's Reformed way of thinking, 

to likewise distinguish the settings of those portions of 

the psalm texts which was considered to specifically deal 

with the matter of election and make them fundamentally 

different to the maIn character of the rest of the 

l.l.6 Ibid., p. 448: Quanuis in hunc finem creatum sit totum humanum genus, 
Ecclesia tamen non abs re vocatur Dei plantatio in eius laudem. Itaque merito 
otficium hoc specialiter ab electo populo exigit Propheta. Haec ratio est cur 
admoneat filios Abrahae de inaestimabile privilegio quo ipsos dignatus tuerat 
quum eos in suam curam susciperet. .. sed quia eam a toto mundo distinxi t, ut 
paterno sinu toveat. Vocatur ergo populus·pascorum quem Deus pecuUari cure & 
tuetur . .. Grex manus vocatur non tam quOd a Deo tormatus sit, quam eo quOd 
regitur eius manu... . .. non aliter mansurum esse populum in possessione suee 
dignitatis ac privilegii, nisi in Dei obedientia perstaret. 

227 Ioanni Calvini Commentarius in Librum Psa11llOrum, Geneva, 1610, p. 
388: Quo mel ius animos permoveat Propheta, Deum induit persona doctoris, 
cumque tamil iariter in medio coetu loquentem indicit... . . . Israel quum me 
dudieris , nihil est qucd aeque abs te postulem, vel exigaIlJ, nisi ut me uno 
con tent us, elienos deos tibi non accerses... Hie autem prohibitio priorem 
locum obtinet: deinde additur causae redditio, quCd Mundi} sufficere debeat 
Deus i11e qui sibi populum acquitivit. 
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collection . This then is the reason for the trios being cast 

into polyphonic texture. As for a number of voices involved 

in these setting, there could be some speculation. But, 

since the texts are concerned with "God's people" , it would 

seem rather obvious that the number refers to the Holy 

Trinity. 

Other mention (according to CALVIN) of God having "preserved 

his church" (Ps 98) , "vouchsafed singular grace to his 

chosen people" (Ps 135), and a further reference to the 

"restoration of God's people and his benefits towards his 

church" (Ps . 149) 1:1.6 , seem in the 1 ight of the above, and 

the settings of the respective texts not being 

"distinguished" In different texture to be somewhat 

inconsistent, if not downright contradictory. However, it 

must be remembered that the doctrine of Predestination is -

as was pointed out - so fundamental in the Reformed concept, 

that it is bound to permeate most of its theological 

thinking. The above- mentioned allusions in CALVIN's 

commentaries should, therefore, be regarded in this sense 

rather than be seen as focal points on that specific matter. 

i i B Vide supra, pp. 63-69 . 
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CHAPTER V - L'ENVOI 

1. The chanson spirituelle Hais qui es-tu? 

Since the historical and literary background of Mais qui es­

tu? and reasons for its appendage to the Dix Pseaumes have 

already been ventilated 1 , the subsequent discussion will 

concentrate on compositi o nal aspects . However , before 

proceding to this, it may be prudent to mapp out briefly the 

musical c o nfiguration from which LE JEVNE's first venture in 

polychordal writing emerged. 

As THEODOR KROYER2 has pointed out, the principle of musical 

dialogue goes back to ancient times: the tropes, the songs 

of the Troubadours, the old Venetian Pettegolezzi and 

Contrasti, the Geislerlieder, the entrance choruses of the 

liturgical dramas, etc. - all possess elements of dialogue, 

while texts cast into different roles, regularly invite such 

treatment. Quite evidently also, the principle of dialogue 

can be traced to the compositional technique of canon and 

imitation. This is confirmed in many motets and masses where 

imitations by VOlce palrs at different pitches (e.g . 

Super ius and Contratenor against Tenor and Bassus) actually 

presents latent dialogue3 . It is, therefore, understandable 

that, in the luxurious deployment of artistic endeavour 

during the sixteenth century, the need for insified means of 

expression lead composers to take increasingly to settings 

for five and more voices: a . formerly rare practice now 

b ecame the rule , especially in musi c intended for festive 

occasions , while the exploitation of possibilities offered 

1 Vide supra, pp . 58-63. 

2 Theodor Kroyer : Dialog und Echo in der alten Chormusik, in Jahrbuch 
der Musikbibliothek Peters XVI (1909) , p . 13. 

3 Gustav Reese: Op. cit., pp. 28 and 174, 
of actual po I ychorda I composition in Italy as 
15th century. 

draws attention to occurences 
early as the second half of the 
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by "dialogism" became a natural extension of the 

compositional palette. However. many of the works for eight 

or more voices by GOMBERT. CLEMENS NON PAPA. LUPUS HELLINCK. 

and PHINOT. exploring these potentialities. still reveal 

traits of an older approach in so far as the polyphonic flow 

of the music often neutralizes proper dialogue formation. In 

this regard. GOMBERT's independent Credo for eight voices4 

is a case in point. where groups of SATB often enough answer 

one another. but with the composition of these constantly 

changing. the voices frequently overlapping. the colour of 

sound remaining more or less unchanged - to such an extent 

that one may well 

it not been for 

repetitions. and 

inquire after the "point in it all" . had 

the symbolic meaning of thus effected 

the realization that this element takes 

precedence over the idea of dialogism . 

In contrast to GOMBERT's dramatic reserve. a Regina coeli. 

written for two SATB choirs by JEAN ROUSEE and published as 

early as 1535 in ATTAINGNANT XII. reveals a more acute sense 

for reciprocal effects~: Chorus I starting alone. is soon 

joined by Chorus II. whereafter the two ensembles alternate 

with each presenting its own passage and finally uniting in 

an Alleluia for eight parts. Similar features can be traced 

in works for double chorus by DOMINQUE PHINOT who was active 

in northern Italy and southern Frances in the 40's of the 

sixteenth century. Especially noteworthy is his setting of 

4 Only published in 1564 in Thesaurus musicus ... Tomi pnml continentis 
cantiones octo vocum .. . . Nuremberg. J. Montamus & U. Neuber. I am indepted to 
Reese (Op. cit .. p. 349) for this reference. 

" This pIece is reproduced by E. Herzmann : Zur Frage der Mehrch'6rigkeit 
in der ersten Htllfte des 16. Jahrhunderts. in Zeitschrift frjr 

Musikwissenschaft XII (1929). p. 138. a reference for which I am once more 
indebted to G. Reese (Op '. cit.. p. 349). 

S Biographical dates are mostly covered in a haze of uncertainty. It is. 
however. known that his first works were published in Venice in 1538. He seems 
to have been active in northern Italy until approx. 1545 whereafter he dwelled 
and published works in Lyon during 1547-48. After 1564 his works seem to have 
been dropped from the current anthologies . 
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the Lamentations of Jeremiah, publ ished in 1548 7 • It 

contains four movements, the first being for two SATB 

choruses , which answer each other antiphonally in homohonic 

passages of ever decreasing duration, until they overlap in 

a kind of stretto , eventually climaxing in an outpour of 

tonal complexity. In this connection PHINOT's eight- voice 

chansons, originally published in 1549 , should also be 

mentionede , as well as a setting. by ENTRAIGUES of RONSARD's 

dialogue sonnet . Que dis-tu , que fais-tu, which appeared in 

1559 9 • The establishment of a French dialogue traditi on up 

to the 1560's would not be complete without menti on of 

GARDANE's eight-voices setting of the same poem10 • However , 

since both PHINOT and GARDANE were Italianized Frenchme n11 , 

one may expect a fair portion of southern influence in 

respect to their employment of dialogism. 

For sure, in Italy VERDELOT (likewise of Fre nch or igin), who 

" Lirer secundus lllotetarum sex, septelll et octo voci . . . (among these also 
Gratio Lamentiae Jerellliae) , G & M Beringhen, Lyon, 1548; a second edition was 
publ ished in Venice (1555) by A. Gardano. F . Commer reproduced this work in 
Collectio open.JJIl lllusicon.JJIl Eatavon.JJIl saeculi XVI, 12 vol. , Berl in, Antwerp, 
Mainz, 1844-5B. Vol. VIII. p. 49. 

e They (Par un traict d 'or trap eSllloulu, c.:u 'est-ce qu 'amour lllourir sans 
lllort, and Vivons lllamye et 1 'amour poursuivons) first appeared in his Second 
livre contenant 26 chansons . .. , G & M Beringhen, Lyon, 1549, and were later 
included in Le Roy & fullard's famous Livre de Meslanges, contenant six vingtz 
chansons . . . , Paris, 1560 (now considered lost so that we have to rely upon 
the re-edition of 1572). 

" Reproduced by G. Thibault and L. Perceau : Bib! iotheque des Poesies de 
P. de Ronsard mis en lllusique au XVIc si'ecle, Paris, 1941, appendix, p. B, 
after Le Roy & fullard's f'.ouziesllle Livre de chansons ... , Paris , 1559 . This 
edition is not available complete , but missing parties from the re-editions of 
1561, 1565, 1569 , 1572, 1575 , and 1583 are at hand . Entraigues ' setting is for 
four voices and dispenses with antiphonal effects. 

10 This was included in the Le roy & fullard's Livre de Meslanges of 
1560, but is undoubtedly of considerably earlier origin, probably from the 
late 1540 ' s. 

11 The latter actually changed his name since 1555 to the Italian form 
of Gardano . 
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was active in F lorence and Venice and made his biggest 

contribut i on in the field of the madrigal. displays a taste 

for the kind of "overlapping" dialogue we encounter in 

GOMBERT's Credo, yet he consequently divides the voices into 

groups o f high and low~2. Also the Italianized Fleming. 

NASCO, and a lesser figure like BERTOLDO. from 1548 onwards 

add a dialogo to their collections of madrigals~3. However. 

VICENTINO (L 'antica Musica. 1555) and ZARLINO (Istitutioni 

harmonice. 1558) regard none other than their teacher. 

WILLAERT. as · the "inventor" of the divided choir (coro 

spezzato). mentioning the two music galleries in the apses 

of San Marco which were supposed to have given the initial 

impulse to 

accepted by 

some forms 

this particular practice~4. And thus it had been 

posterity ever since. in spite of the fact that 

of dialogues actually existed well before 

WILLAERT published his famous antiphonal psalms of 1550! 

Yet. if choral dialogue was noting new before that time. 

WILLAERT. favoured by the local circumstances. was certainly 

the first to have shaped it into a specific apsis style 

which. with its magnificent antiphonal effects and 

instrumental support. appealed so much to the Vene tians ' 

sense for grandeur. It is along these lines that the choral 

dialogue entered upon a course which took it throughout 

Europe and resulted in its playing a significant role in the 

~2 A fitting example is his madrigal Quanto hai lasso i1 marir saria (5 
v.). which first appeared in De i madrigali di Verdelotto et de altri 
eccellentissimi auttori a cinque voci. libra secondo .. .. O. Scotto. Venice. 
1538. and again (in a slightly changed edition) in 1540 . P Wagner: Las 
Madrigal und Palestrina. in Vieneljahrschrift tl1r Musikwissenschaft 
VIII (1892). p. 423 seq . . reproduced this piece (p. 464). 

~3 Emi 1 Vcgel: Bibliothek der geciruckten weltl. Vocalmusik Ita liens. 
1500-1700. 2 vol., Berlin. 1892. repro OP~. Hildesheim/New York , 1972. Vol 
II. pp. 8-11 (altough announced in the index of the 1548 Madrigali. the 
Dialogue for 8 v . . Padre ch 'adelfi does not appear in the collection) - cf. 
G. Turrini : De Vlaamsche Componist Giovanni Nasco te Verona. 1547-1551. in 
Tijdschrift der Vereniging voor Nederlanlische Muziekgeschiedenis. XIV (1935). 
p. 145. & XV (1937) . p. 87). and Vol I. pp. 91-92. 

~4 Vicentino: Op. cit .. Part IV. chap. 28: 
Psalmi etc). and Zarlino: Op. cit .. Part 
ritrovata dall' Eccellentissimo Adriano . .. 

Ordine di comporre a due coLi 
III. chap. 66, p.329 : . . . & fu 
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development of the oratorio . 

It we look at LE JEVNE ' s dialogue a 7 Hais qui es-tu of 

1564. it would appear that its style owes something to both 

French and Italian influence . Outwardly, the technique of 

employing seven voices seems to point to the four di~logues 

a sette which conclude WILLAERT's Husiea Nova of 1559. Hais 

qUl e s -tu carries on a discourse between two unequal choirs 

: a "lower" ensemble a 4, putting the questions, and a 

"higher " group a 3, supplying the answers until, with the 

last line of text, they increasingly overlap to eventually 

unite In the usual tutti for the last 19 measures. At this 

point something must, however, be said about the composition 

of the voices forming these two ensembles. 

The Renaissance cherished a certain ideal with respect to 

choral sound which was embodied in the four representative 

voices according 

soprano, alto, 

combination was 

to the usal four divisions of vocal range : 

tenor, 

ca 11 ed 

and bass. A work uSIng this 

a vaci - -imparl. But if this 

composition was changed in favour of either the upper or 

lower voices , the work was termed a voei pari. Both 

designations are well enough known. On the other hand 

ZARLINO makes a special point of drawing attention to a 

third category known to sixte.enth century practice . A work 

without a soprano, but with the alto taking its place (there 

t hen being two altos), or, alternatively, if the two altos 

would also be replaced by tenors (there then being three), 

the work was called a voei mutate i !5. But would the latter 

situation not simply correspond with a voei pari? Apparently 

not; much rather a fine and vital distinction was made in 

Renaissance choral practice . ZARLINO explains this by saying 

~~ Gioseffo Zarlino: Op. cit . , Part. IV, Chap. 31, p. 418: Et perehe aIle 
volte si suole comporre senza il Soprano, & tal maniera di eomporre si ehiana 
dal Ii Prattiei Comporre a voci mutate; overo eomponendo solamente piu Tenori 
et il Basso, 10 chiamano Comporre a voei pari ; pero vogIio, ehe si sappia; ehe 
nelle prime eompositioni si piglia il Contralto in luogo del Soprano, & 
I 'altra parte viene, ad essere eontenuta tra Ie istesse ehorde del Contralto, 
overa nelle ehorde del Tenore; di maniera ehe tal eantilena viene ad esser 
eomposta due Contralti, overa con tre Tenori. 
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that in the event of two alto voices , the one en lieu of the 

soprano should be higher 1n range than the other~6. 

CARAPETYAN, who also considers this aspect in his article on 

WILLAERT's Musica Nova, conludes that by these directions is 

meant that "it ( i . e . 

function of the soprano 

the "higher" alto) must fulfi 11 the 

(though, of course, in such a piece, 

even if the latter were used, it would not reach the highest 

steps of its scale) ~ 7". Unfortunately, however, he does not 

draw the line of consequence straight through. No mention is 

made of a situation con tre tenori. However, one is lead to 

expect that the same rule applies in such cases. One may 

well ask what the aim would be in substituting the alto for 

the soprano (or two tenors in the place of both of these) if 

much the same sounds (in terms of actual notes) were to be 

heard . The answer is: a change of timbre. It would seem that 

the Renaissance ear was particularly susceptible to tone 

colour, especially if a particular connotation was attached 

to it. 

Seen in this light, EXPERT appears to be on the correct 

tract with his realization in score of Nais qui es-tu by 

allocating the available voice parts18 for the two unequal 

ensembles to comprise of SAT and TTTB, respectively~9. These 

16 Gioseffo Zarlino: Op. cit ., Part IV, chap. 31, p. 418: E ben vena , che 
si ha rispetto alla [X'lrte, che si piglia per i1 Soprano : perioche e alquanto 
piu. acuta sempre di quella, che si piglia per 1 'Alto; perioche questa pnacede 
in una maniera alquanto piu rimessa. 

~7 Armen Carapetyan: Op. cit., pp. 210-211 . 

~8 Superius (soprano clef), Contratenor (Mezzo-soprano clef), Secundus 
Contratenor (alto clef), Tenor (tenor clef), Secundus Tenor' (Tenor clef), 
Bassus (bass clef), and Quinta Pars (Alto clef). 

~9 Appeared, together with the last three modes of Le Jeune' s C)ctonaires 
de la vanite et inconstance du Monde (1606) and three psalms from his Second 
Livre des Meslanges (1612) in Monuments de la Musique Francaise au temps de 
la Renaissance, 10 vol., Paris, 1924-29, Vol III, pp. 77-99. Somewhat 
irri t ating is Expert's typifications of the various tenors and his use of the 
bass clef for the lower two, considerations which might have arrised from his 
own active choral practice. The fact that he reproduced the original note 
values (instead of reducing them by half) makes reading for the modern eye a 
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considerations seem to have completely escaped HAMERSMA ' s 

attention20 , who simply scores his realization according to 

the individual clefs used for the different parts and ends 

up with two ensembles in SAA and ATTB, respectively (with 

especially the lower alto of ensemble I , but ocaasionally 

also that of ensemble II, reaching to the uncomfortably deep 

F below middle-C). Indeed, even a cursory comparison of 

EXPERT's real ization with, say, the dialogi of the Musica 

Nova , shows him to be much nearer the mark with respect to 

Renaissance choral concepts. 

With Quando nasceti Amor? the first of the earlier 

mentioned seven-voice dialogues by WILLAERT2~ - a general 

pattern is set for the distribution of voices . Basically, a 

discourse is carried on between what may be considered as 

two four-voice ensembles with one of the parts changing 

during the course of the piece and rendering duty to both 

groups. This approach is also maintained (though with a 

varied initial composition of the voices) in WILLAERT's 

third and fourth dialogues, His second dialogue , Liete e 

pensose, takes, however, a different course, displaying in 

its first half a division of two unequal choirs (SST, and 

TTTB ) , with the lower voices first rendering 36 measures 

before the higher o ne replies with 24 measures. Upon this 

follows a discourse of shorter durations between four voices 

each time before they converge in the usual tutti for the 

last 19 measures. Besides the clearly antiphonal design of 

the beginning of this second dialogue, the second part, 

Poggia di Lagrimar, of the madrigal a sei , Passa la nave 

(which appears earlier in the Musica n ova ) , is the only 

piece in the entire collection which reflects this 

little tedious. 

20 John Edward Hamersma: Op. cit., Vol. II, pp. 231-269. 

21. Andriani Wi llaert: Opera omnia, in Corpus Mesurabil is Musicae 3,' 
XIII Musica Nova 1559 (Madrigal i) , ed. Hermann Zenck/Walter Gerstenberg, AIM, 
Rome, 1966 , pp. 103-124. 
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technique . But it is a l so very near the design employed by 

LE J EUNE in his dial ogue for 7 voices. Nais qui es-tu . With 

the absence of other comparable examples in literature , we 

may , therefore . justifiably suspect 

sette. specifically the second of 

WILLAERT ' s dia10gi a 
these . with great 

probability to have been the prototypes f or LE JEUNE ' s 

composition. This assumption is corroborated by LE JEUNE ' s 

setting of Amour, quand fus-tu ne? pract ica lly a 

translation by DESPORTES o f the original Italian Quando 

nasceti amor?22 , the text of WILLAERT 's above-mentioned 

dialogue. LE JEUNE's version can be termed a parody of the 

older master's composition . Keeping equally c lose to the 

original. he rather seems to have edited and updated it to 

be more in line with French taste than anything else. Thus 

it must be regarded as a kind of homage to WILLAERT2~. Be 

that as it may, it yet again stresses the . close association 

there must have existed between LE JEUNE and WILLAERT. in 

particular , the line of connection between the older 

master's dialogues in his Nusica Nova and LE JEUNE's Nais 

qui es-tu. 

In spite of its serious nature - predestined. of course, by 

the text its greater reliance on the technique of 

imitation and. consequently. repetition of phrases. Nais qui 

es - tu breaks through these natural shackles o f reserve with 

an astonishing dramatic presentation. the momentum of which 

22 Desportes' version was first published in his Amours de Diane . Paris. 
1573. but may have been available to Le Jeune earlier . It appears in the re­
edition of his Oeuvres by Alfred Michiels , Paris 1858. p. 28 . We owe the 
identifi cation of the poem with the original Italian to Hugues Vagancy : Un 
modele de Desportes non signa1e encore. in Reveu d 'Histoire Litteraire de 1a 
France X (1903). pp. 277-78. 

2~ According to Levy (Op . cit . . pp. 58-59). Le Jeune 's version originated 
around 1575 (it was only published posthumously as an appendix t o his 
Printemps. which appeared in 1603) . He substantiates this view by pointing out 
(p . 221) that Le JeLme uses the C measure for this piece. a practice he only 
resorted to since the middle 1570's. Levy is . however . at fault when he 
maintains that Willaert also employs the C measure; in his dialogue the 
measure is still ~. 
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is chiefly maintained by a consistent antiphonal discourse 

in nIne "questionsH and "answers!!. In order to avoid 

anticipative formality, on the other hand, the contributions 

of the two ensembles (also in relation to each other) vary 

constantly, whereas also the overlappings fluctuate between 

one and four measures , before the texture tightens for the 

final "stretto"24. 

LEVY aptly comments on the comparison of LE JEUNE's Dialogue 

a 7 with that of PASCAL DE L 'ESTOCART (1583), pointing 

mainly to the latter's much terser expression (less than 

half LE JEUNE's number of measures), his decalmation on a 

higher range of note values, and his use of some of · the 

mannerisms (like rhythmic distortions) 

in the Parisian chansons of the 

which were en vogue 

1570's2~. Against such 

characteristics, LE JEUNE's Mais qui es-tu may indeed appear 

conservative and reserved. However, LEVY's contention that 

LE JEVNE's "setting contains no madgrigalisms26 ", may also 

lead to the wrong assumpt i on that the work is devoid of any 

manifest interpretation of text - especially as he stresses 

particularly the imitative texture of the music and as his 

comments on the handling of text is limited to the remark 

tat "Every syllable has its definite place, and everyone 

receives an approximation of its just prosodic value2?". 

Little wonder then that HAMERSMA says : "Conspicuously absent 

is the interpretation of the text by the numerous devices 

then popular - characteristic rhythms and intervals and the 

like", and continues to compare the dialogue with the trios 

of the Dix Pseaumes, "where there is less Hord painting .. . 

24 Repetition of phrases contributes to the extraordinary length of 159 
breve measures! 

2~ Kenneth J. Levy: Op. cit., pp. 66-67. 

26 Kenneth J. Levy: Op. cit., p. 68 : a "chastity", for which he blames 
the "spiritual nature of the text's content" . 

2? Kenneth J. Levy: Op. cit., p. 67. 
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and generally more devices which func tion on a purely 

mus i cal 1 eve 1 2 B" . 

In truth the music of ilIais qui es-tu is as eloquent as LE 

JEUNE meant it to be. To begin with , the double choric 

design (inherent in a dialogue) IS , o f course, the most 

obvious contributor to the text interpretation. But there is 

also considerably more to LE JEUNE's extensive use of 

imitation than merely texture and technical f ea tures. In 

fact, unfolding In terms of these, LE JEUNE's music 

continues -to reveal a 

interpretation of text, 

devices he employs become 

integrated with it, 

particular 

to the extent 

part of his 

rather than 

concern for the 

that the s o-called 

musical parlance, 

remaining exterior 

decorations. It IS for us to recognise this and read his 

"language" correctly. In order to do so, we shall now 

scrutinize Mais qui es tu, lifting out some of the more 

prominent examples of LE JEUNE's eloquence . 

First of all, we note that. in order to comply with the 

general mood of the text and also to suit the needs of the 

lower voices preferred in this setting, LE JEUNE elected the 

g-l Dorian mode in which the often flattened E plays an 

important role, both melodically and harmonically. The 

opening phrase is presented in close imitation of a special 

kind 

OJ ~ 
~ ./. 

g 
McU $ L<'lt.(L es- t~, MGtt ~~ ~s - tu lJ:j ""j),VI~,< , 

g \A,Cl..lS qw.~ t.s-tu. (ol~ ~O~) , Mo..;s 1..u. t.s-tl.'. t1",is ill.l., 

Pg M'li,,~ ~s 
-. 

M.J s; ~14i. o-tu. t. lJ.) "' .... j~ 
: 

bJ -

28 John Edward Hamersma: Op. cit . , Vol. I, p. 140 . 
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Here the Quinta Pars (a ) is imitated by the Secundus Tenor 

(a). while the Tenor (b). presenting the inversi o n of ( a) . 

is , on its part, imi ta ted by the Bassus (b ); thus the two 

voice pairs form an "imitation within an imitation", 

intensifying the speech. Other factors contributing to the 

high-potency expression of the opening are: 

(i) the imploring effect of the intervals of a fourth 

and a minor second, respec tively ; 

( ii ) the repetition o f words with rests between the 

phrases, poignantly reflecting the urgency 

inherent to the question. 

This is yet further 

reiterations of dy may, 

mostly a fourth 

emphasised 

. presented by 

by the persistent 

ascending leaps of 

'n - /n 

g '\ .... " t. d..'j \"t10j, J.~ m.~ ,u.~ 

\! ~, t;.. ,/ d.~ 'MOl' ,\~l ,~, .i 

g J..) "'01' ~ .. , 
,/ 

'(Il.~ si I"I1cJ ves -til.. - -

Regarding the incipient phrase, Bassus (c) warrants 

attention as it presents a cancrizans variant of (a) and ln 

this form is strikingly similar to the beginning of the 

seventh line of Psalm 51 29 . 

29 The text of Ps 51 is by Clement Marot; the strirring melody is from 
the Genevan Psalter of 1551: 

~ •. 2" y, .Si,S"':'t ,r~j~' 

,,11 "lI1i". l\il,! ll. 11 
2. lllU t. ... traUi'; ...... t S'e ·I&t\ teo. gnuo.d. cl.-.,..,""-t.~ ·. 

• ! I ",tty" 1I'f'(9 
<> <> 

c:.o~~ J.e t... ~o,,-~ i""''ml!.l\-e.c 

" 1111 • 

Q r r Q II 

5". L4- lie. mO)1 Si.n., ~t 
r ! ., 

n- tCi. - ve. 

1 • )I I 
iF "jl" 

~' " 1 ' f ' 
d..L ~'fQ,.-ce t(; 

• n 

De M'lQ, eo~-Tt\~1P l.n.i- ,\I.~-U 

~I 4 0 • J ,t • • • if 
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It would however. seem that th is similarity is not 

accidental but rather intentional. since further parallels 

occur later on in fr~is qui es- tu as shown in t he following 

examples -

E •. ~o". 

l~ 

I 

~ , 

jM 
Fs . tf 

15 

s 
: 

~ 

Ii ~"J 
" ... .. 

~ )C. ')...;.~ 

lH4 

• d 

~ ""0) ) S{.yo(., ., ,. \ i t jl \ r r J J 
Ie 

-+ I_~:i T =i 
~""t e.st <!.\t. \,-'t'u 

, I{~.J , , 

1 t u t t if 
if 

: 
.. 

; ~ .. .. " " " 

~~ ti- .. ~ ~. ~"~ 

....., 

.t 1 • 

, , 

n'"" fois 'plus b'I 'p~ - - _ _ ne 

CI 

t. 

t.~t Ca. 

• 
'" 

h.. 

d 

'--

9" to. to:.., ez, 

li- VTe. t. ,~e t~ , 
.. , 

• 1> 

~ 
ti.c..tsen \0.. tnll,'~", 1 

t t if 

• pDv-nvi_ 
• 

-

~ <> 

to.. ""'Q.\.1'\ ~ 

t~~ t.roo t. 

Q.J ut co 

p ... 

mo...i,,~ 

Ii _ 

, 

J r If PAFtJ'tJ j \ j j \ C I! 
(M""".30 -31) 

I It \ I) ,I f. 

- n 

In addition. the rhythmic pattern ( cl ) ) J ). which 

appears at the beginning of each line of the psalm melody. 

is also clearly echoed in the opening phrase o f Mais qui es 

tu . 
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Having established these connections, one may well ask for 

the rationale behind it. Technically the respective poems 

are quite different. The parallels in the melodic shape of 

the initial words (which, it must be conceded, are indeed 

key-words) are, however, catching and may, in such potent 

verses decidedly have contributed to a mental link-Up . The 

melody of Psalm 51 is surely one of the best and exceedingly 

moving. But most likely LE JEUNE did not intend using it in 

a formalistic way, but rather to create an underlying 

musical mood and the spiritual disposition with which he 

approached his chanson spirituelle, For is it not, according 

to Calvinist thinking, the sin of Man which has caused the 

pitiful state of Religion? 

But to return to the earlier quoted critical remarks by LEVY 

and HAMERSMA concerning the absence of text expression: each 

line of the text is given its own musical material which is 

then worked by some forms of imitation. Thus the second 

line, N'ayant pour tout habit qu 'une robe rompue, is 

musically advanced by the Secundus Tenor , emerging from the 

texture of the other VOlces engaged with the end of the 

first line. Its line of melody, soon to be imitated by most 

other parts, shows a descriptive downwards movement 

H ...... ,q-, ... 

j CD f r I J !RIA 

Noteworthy are also the following examples . from the 

immediate neighbourhood 

* the sweeping flow of the Bassus on robe -

E¥:. :z..38 \1ctd.Ao. t~-11t-

DEI J ftiJ If' 1 r $k-
-11'Z 1'0-- - - - -bel 
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the leap, in all voices, to the last syllable of 

rompue, vividly portraying the laceration of the robe-

- b. ToWl- 1>"- -- .~ 

8 
,,~-

b.t' . I ~ ~(.\ IA- "lit t"D- bit. ro.,.,~ ploC. - •• 

g -.< 'n7-br. rom p~- .' 

rovn- pu.- e~ 

the protracted melismas on peine 

.., 

do n)en .fo~ "tLt\ ~ p":- - - - - - "-

'p<i. - - - - - - - - .< -

8 1-'. pe.t.-- - - - _M 

the enquIring leaps of a fourth/fifth on Pourquoy, and 

their insistent close imitations 30 

1'D\.\.r-~~j 

~ 
1'OI.l1' 1"-01 1'~.-6;1 - 1 •• - t ... i< 

f1 l'C<4.1'" 1 .... ) t.'h~- b; -

30 SiIDilar circumstances are encountered later on in IDeas. 48-50, 72-74, 
91-93; also on Pour quelle in IDeas. 81-84. 
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and the me)ismatic emphasis on si in the fifth l ine. 

Pourquoy t' habi 1 es-tu de si povre vesture 

-t~ .~ <,~ r 0 - lin.. 

~ - 't,. - _ ,"e.~ d./l ~. 

! -1"'1:;;--\'iI-I,,- t. d.e. ~L 

Striking is also LE JEUNE 's handing of ennemi de finess et 

dmi de rondeur. The first half of the phrase is presented by 

consecutive ascending leaps with ennemi aggressively 

rhythmized and the leap on finesse exceeding that on ennemi. 

In addition, the two overlap, thus tightening the tension . 

The second half of the phrase, et dmi de r ondeur, then 

unwinds in a smoothly 

point, while the third 

a major triad 

descending flow towards the cadence 

of the final chord is raised to form 

J . 
, , ~ ...... l>ta.) ........ , , 4-- • 
-<. - - nf! _mi de l'- )<I(.SS lit .t o.. - W'\ ~ ~t {'"(I" _ c:lt.44-r • ... 

It'- C«. ... ,. - n~- ~~ cle f~- I\Q.Src- q,t, a.- rot\t-" ~'- -+- ~ 

<-n- U" d,.(.l.I.,r. , , / . 

J 8 ... - \,\~-""t •• ~ - MesSe. ..t a. - "" "'-e.. rQn-"'~f". 

Other examples are: 

* the upward leaps on Sur le bout (d' une croix) -
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S«.r (e bOr.lt J.'JL- ~~ u-oilt POU-'I'" ,t.t.o~ 

q s .. C I~ 'ba ~t. Sur \'l. bout cl'Il-M croi.)I. ~ .. "",,.-

hr I. DOut J.'".c.-,,~ <:oro~ .... 1 S .. r I. bOlA...t 
-" 

'- t'o.-

* the retarded tempo and long notes on et repos32 

~~ 

(~ ............ u..) ~. 7<>-'i · 

lc'Y.St) Il:t.. c.1'"D~" ,iii "'~ d..o" fie!. <.t « ~"s . .t" «- pD' 

.J: 'pOSi , 
~ . 

pOlS, .t n- .t" n- T"(.- pos 

f"C.- pos, e.t re- fOS) 

* Melodic lines peaking on ciel (meas. 90 ), 

the low registers on L es tenebres . (meas . 99-100 , 

102-104), and 

* the elaborate melismas on chasse -

( ... t·~ Uov) ~ .. to!-1tl~ 

• 
c.h.o.s- - - Ie, 

'tlt.- I'\~ __ bresje. cJ,Q..S- - - - - - - - _Sc.. 

In the final section of Mais qui-es tu, LE JEUNE 
deliberately uses narrow-gauged melodies appropriate to the 

solemn character of the closing line of the poem : Pour 

autant que je suis la mort de la mort mesme . The captivating 

nature of these melodies. involving an upper or a lower 

3l. Another instance of slowed--down tempo illustrates ilie veut dire ce 
train (meas. 111-115) . 
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semi tone 

their unrelenting rhythms and 

accumulating 

an effect of 

voices gathering 

the increasing sonority of 

in the final stretto, produce 

immensity and 

these closing measures one 

overwhelming gradeur. 

detects remnicences 

incipit theme Mais qui es-tu in at least two vo ices 

!,.L Q.r~1I. 'i . ~.15'o-IS', . 

co~tro. : ?Ou.t CLI,I,-tu.,t 9"~ jt. S"'LS \0. 

IL \"W\o~t .. I~_.t 
0 

f'OIl. ... (t\.l.-tG.n 
i" 

'iu..i.t I • Yrtc.:) ._ n'\L .. 
'Iol~ J~ Se.e,w.,olu.s COt'lt"-: ~ '" I 

• 'Mt.s - "' ... 1'0\.1.1"" c..u.-tA."t ~". J~ s..u.s I. 
(.?u.i-rltQ. "PMS: .~ r. .... 

ii 'Po ....... 4.u.-bt I~ .... t i· 5 c.U s I~ ~,..,..t d. I. Mort ,"","'i-

Tt-nor, 

11 ,,,,c.j< .w.s ttl MII,\·t ,j, I", hlllrt "'"'1£5- ""~ I 01. 1. tt'lort h'\t.~-
St.c.I.vI.d,u.., 1'l.r\O'-' 

Q 1. • to • 
fotu" Q.l(.oobt ,u.a: jt. su.i.s I. M o1't<l,!. fa,. Mort Mort .t~ ~ttmt.$- Me . 

i3.OSSI'U;~ ~) 

I • 

j . --.. 

~ort d. (Q..mort'rl'\(.$- ....~. 

,-.., 

mort d.q. \ Do ~~M- ... e. 
_ tal r.\ 

i 
W\1I1'"t Je \0. mof .... , - - ..... 

" 
-• - W\«.. 

"'" 
g 

-me.. . 

8 ~ ----- 04- ,-0 = 
\'nt., - - me, ~t. la.mprt Wle..s _ - ..... . 

Even in 

of the 
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Finally , the emphatic rhythm which permeates most o f the 

work fulfils, together with some melodic references . an 

important cohesive function . so vital in a piece where 

practically every line of text is introduced, by its own 

musical material. Indeed. one is agaln reminded of the 

possible kinship of Psalm 51 and fomis qui es-tus mentioned 

earlier. In this connection the rationale behind the 

rhythmic design d J 1 d or its variant J" ~ J J J ) . 
looms larger than ever, It is obviously not derived from the 

iambic metre of the poem . But neither is the musical rhythm 

of Psalm 51 determined by the equally iambic cast o f that 

text. Could the rhythmi c'a 1 concurrence of the two i nci pi ts -

Mais qui es-tu and Misericorde - be ascribed entirely to 

coincidence? Taking in to account the concordant melodic 

fragments and the persistent recurrence of the rhythmic 

pattern of the beginning the answer is probably no, Rather 

than presenting i t self as a polyphonic composition 

functi o ning "on a purely musical level". LE JEUNE's chanson 

spirituelle Mais qui es-tu is positively loaded with text 

interpretative intent . the music indeed being as eloquent as 

its composer meant it to be . 

2. The 1580 edition of the Dix Pseaumes 

We have no 

their first 

1580. Since 

definite indication why. sixteen years after 

appearance, 

that period 

the Dix Pseaumes were republished in 

falls chronologically outside the 

s cope of the present, investigation . it should suffice to say 
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that by 

D'ANJOU 

that time . 

on the 

and prior to his accompanying the Duc 

lalter's venture early 1582 i nto the 

Netherlands. · LE JEUNE had a l ready entered the serv ic e of the 

king's younger brother who , although remaining a Catholic 

prince. developed his own foreign political designs which 

moved in close proximity of Protestant interests. Thus the 

inclusion of LE JEUNE, a son of the Netherlands. into the 

entourage o f FRAN~OIS D'ANJOU was certainly meant to appeal 

to both the patriotism and the religious sentiments of most 

Netherlanders. And what music was better suited t o complete 

this identification than the psalms LE JEUNE composed in 

1564 to the texts of THEDORE DE BEZE? 

Although the two editions are similar . some differences ' 

should be noted. Most conspicuous is the omission of the 

dedication to FRANr,OIS DE LA NOUE and CHARLES DE TELIGNY and 

the chanson spirituelle Mais qui es-tu. Both are strong 

reminders of the earlier religious wars and their inclusion 

may well have embarassed ANJOU ' s Protestant allies and thus 

have been inopportune to the Duke ' s political . intentions. In 

outward appearance. the 1564 edition is undoubtedly more 

attractive even though it has some shortcomings. viz . 

crowdedness (which often makes the text distribution 

ambiguous if not at times unintelligible). forfeiture of 

large decorative initials. and pieces or movements often 

beginning not at the top, but in the middle or even bottom 

of a page in order to secure maximum utilization of 

a vailable space. Both editions 

of errors. More important 

are, however , remarkably free 

are, on the other hand. 

differences in notation and the use of accidentals. as well 

as differences in the musical text itself. 

Changes in notation may we 11 have been due to the 

publisher's desire to bring them into line with general 

performing practice . Changes In the musical text. however, 

are of such a nature that we must suspect the composer 

himself to have taken an active part in the preparation of 

the new edition. Most differences in musical text concern 

the area of ornamentation . Whereas the 1564 edition favoured 
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a simple suspension at crucial cadence points. the 1580 

edition (more according to current taste, one presumes ) 

changed this into the more florid type of ornamentation with 

a lower auxiliary. Altogether thirty such ornamentations 

were added. On the other hand. four ornamentations included 

in the 1564 edition were now deleted, probably in the 

interest of clarity of texture . Other minor changes affect 

passing- notes and anticipations or changes in note-values in 

order to secure better text distribution . 

Undoubtedly the most astonishing difference is the 

appearance of four new measures following upon the first 

half. of measure 40 in the first part of Psalm 97 . The 

addition of an entire line of DE BEZE's poem actually 

rectifies a mistake that must have been overlooked in the 

printing of the earlier 1564 edition. Without it the rhyme­

scheme was perforce incomplete. rendering the particular 

stanza an eight-line one as opposed to the nine- line pattern 

of all other stanzas. As it is inconceivable that this 

fundamental difference could have escaped LE JEUNE's 

attention. and due to the absence of any documantary 

evidence. one can only speculate about the circumstances 

that led to this mistake. A possible course of events may 

have been as follows : 

(a) the MS was presented in score on sheets of paper more 

or less the size used for the printed voice parts , i.e. 

in quarto oblong format; 

(b) the four measures missing in the 1564 edition appeared 

(with nothing preceding or following ) on one such sheet 

of paper; 

(c) this sheet was. for some reason. "dropped" by the 

printer i . e. his printed version proceded fr'om 

measure 39 in the first edition to measure 44 in the 

new edition. (which then became measure 40 in the 1564 

edition) ; 

(d) the printer spotted that the first chord on the next 

sheet, i.e. in what later proved to measure 44 . did not 

quite fit: with the G-sharp of the Superius needing to 
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rise , an A minor instead of a C Major chord was needed; 

(e) the adjustment is slight and promptly made, the musical 

text reading well, while the omitted line of text was 

not detected , as the first word on the first beat of 

( f) 

( g) 

the first measure (on the missing sheet) is Dieu, 

synchronous in all voices, while 

monde) appears in a similar way 

place in what the printer thought 

,. 
IF ",' 'f Q,. oI.e- .... ~t 1l~. 

de (the tail end of 

at the corresponding 

to be measure 40 -

> 

Men- ~. g"~ "I.l-~ I'I~ 

~= ~~ 
4- +"'~,t ~1 :! =J:;i. T, ... T. j:'_ 

h'y ~ de. 'l ...... t ~ w.,)"'OI'l-t<l-~I1. Iqu.~ "~f::"~ -d.e,9 ........ -\.. 

~ 
I 

It n'y 0,. d:e-v",nt 11 ~ t..t.., 

slnce the preceding text 

is how -de was read, 

- - - - -

, 
~ H o'l\-t"'-8I1oe. ~ .... .. . 

. -

strongly suggests Dieu, this 

the text appearing quite 

intelligible ln spite of the unnoticed incomplete 

rhyme scheme; 

the composer was not available for final proof 

reading3 2 . 

If one accepts this hypotheSis, one question still remains. 

In the new edition the Superius has a phrase which is not 

included in the earlier edition, using the words Montagne 

qui ne fonde for a second time (see meas. 44-46). Even if 

32 Since the century of the Black Death Europe had not suffered from this 
scourge as in the sixteenth century. It recurred intermittently, being 
especially violent in i.a. the years 1553, 1562-64, 1568, and 1577-80. No part 
of Europe was spared. In France, as elsewhere, the disease followed the 
trades-routes along the river valleys. thus also hitting Paris hard. The west 
and southwest of France were, however. relatively exempt. It is quite possible 
that Le Jeune had temporarily left the capital sometime during 1564, not 
waiting for the proof copies of his Dix Pseaumes to come off the press, and 
had sought refuge in the Huguenot stronghold of La Rochelle. For another 
possible explanation of Le jeune's absence. see the next section on Nigra sum. 
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the omission of the 

error, the phrase 

position, except if 

it afterwards , i, e. 

preceding passage was due to a pr.inter ' s 

ought to have appeared in its rightful 

- as possibly happened - LE JEUNE added 

at the time of the 1580 correction when 

it oc curred to him that the Bassus's imitation of the 

Contratenor could be anticipated by the Superius, thereby 

shortening the intermittent periods and tightening the 

texture 

r0- o , , 
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3 . The motet Nigra sum sed formosa (1565) 

LE JEUNE' s whereabouts between the publ ication of his Dix 

Pseaumes in 1564 and the beginning of his association in 

1570 with JEAN-ANTOINE DE BArF's Academie de Po'esie et de ' 

Musique are not known. Perhaps, as it was suggested earlier, 

he had temporarily left the capital because of the plague 

which raged there virulently during the years 1562-64, and 

again in 1568. It 

have gone to. The 

is also open to speculation where he could 

Huguenot stronghold La Rochelle seems a 

possibility, since the western part of France was relatively 

exempt of the epidemic. These unsettling circumstances no 

doubt also contributed to the prevention of succeeding 
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publications. The next works by LE JEUNE to appear In print 

were some chansons which were included in an anthology of LE 

ROY and BALLARD in 157233 that is , with o ne solitary 

exception a three- voice Latin mote t, Nigra sum sed 

formosa , which numbers among similar works by i . a. DE 

SERMISY and GOUDIMEL. published by the same editors in 

1565 3 .... 

Almost everything concerning LE JEUNE' s Nigra 

be somewhat enigmatic. To start with , the 

published once and does not appear again in 

whatsoever. This is unfortunate, since, 

sum occurs to 

motet was o nly 

any anthology 

of the sole two 

extant copies of the collection in which it appears, the 

complete document has recently disappeared , leaving us with 

only a fragmentary impression3~. But what would have 

motivated a Huguenot to write this Latin motet, the text of 

wh i ch represents the uncommonly popular Marian antiphon 

(taken from the Canticum Canticorum Salomonis, I, 4)"'6? We 

know that LE JEUNE wrote also other Latin motets intended 

for devotional purpos es, but these were occa~ional works of 

later times, written while LE JEUNE was In the serv i ce of 

the Duc D ' ANJOU and HENRI IV respectively. However , Nigra 

sum appears at a time when the strife among Huguenots and 

Catholi c s was still at its fiercest. 

Since we cannot, in the light of his association up to this 

33 Vide infra, BibUography, p. 319 . 

34 Vide infra, Bibliography, p. 318 . 

"'~ Vide infra , BibUography, p. ~(B/9.The compl ete copy of the Biblioteca 
del Conservatorio, Madrid got lost when, during the Spanish Civil War, a load 
of old prints and archival material was removed under the cover of night never 
to be seen or heard of again. 

36 Currently employed at Second Vespers for common feasts of the Virgin 
(cf. Liber Usual is, 1934, p. 1259) Nigra sum sed formosa , filiae 
Ierusalem / Ideo dilexit me Dominus, et intrrxiuxit me in cubiculUOI SUUOl. 
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point In time and the publ ication of his Dix Pseaumes3 7 • 

suspect Catholic sentiments to have prompted LE JEUNE to the 

writing of his three-voice motet. we must conclude that he 

had been requested to do so by a high personage - it could 

have been the Queen Mother herself - with whom the prominent 

Huguenot leaders (among these LE JEUNE's patrons) 

associated. This could have been facilitated if LE JEUNE was 

included in the entourage which was either permanently or 

temprorarily attached to the King ' s famous tour of the 

provinces during 1564-65 . a circumstance which could serve 

as 'an alternative reason for the composer's possible absence 

from the capital in 1564 . Be that as it may. it would have 

been a request. which LE JEUNE could not have refused. But 

he probably gave his own interpretation to the text. 

In order to understand this interpretation. it wi 11 be 

advisable to place the text into its proper context and then 

to apply some necessary exegesis. The original passage from 

the Book of Songs (Chap 1:4-6) is as follows: 

4. Nigra sum. sed formosa. filiae Ierusalem 
sicut tabernacula Cedar. sicut pelles Salominis 

5. Nolite me considerare quod fusca sim. 
quia decoloravit me sol: 
filii matris meae pugnaverunt contra me. 
posuerunt me custodem in vineis: 
vineam meam non custodivi. 

6 . Indica mihi. quem diligit anima mea. 
ubi pascas. ubi cubes in meridie. 
ne vagari incipiam post greges soladium tuorum38 

37 For that matter. also not in the light of his future life. 

38 These numberings are according tot'rv..'rulgata. In passing. it may be 
noted that Le Jelme could have been acquainted with Zarlino's five-voice 
setting of exactly these verses (Iosephi Zarlini Musici quinque vocum moduli. 
motecta vulgo nuncupata etc .. Lib I, Venice. Antonio Gardane. 1549. ed. by 
Luigi Torchi : L 'Arte !1usicale in Italia. Secolo XVI. Vol I - Nuova Serie. 
Milano. 1968-, pp. 69- 78), or with a version by Crecquillon. also a 5 (in 
Liber Decimus Ecclesiasticarum cantionum vocum vulgo Moteta vocant .. . Susato. 
Antwerp. 1555. Contratenor . Bassus and Quinta Pars are available in the 
British Library. London. whereas a Superius is preserved in the Kungl. 
Biblioteket. Stockholm). 
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In these lines the Bride, addressing the "daught ers of 

Je rusalem""''', says that, although she has been "blackened40 " 

by the sun. she is lovely, The sun has burnt her, because 

her brothers turned their anger upon her41 , and obliged her 

to look after her vineyards 42 instead of allowing her to 

tend to her own4~. The Bride44 seeks her Bridegroom4~ and 

happiness46 lest she wanders like "a woman veiled47 " beside 

the flocks of the Bridgeroom's companions4B . 

From early times Jewish tradition interpreted the Canticum 

allegorically as depicting the unique association of Yahwe 

~9 The "daughters of Jerusalem". distinguished from Zion by a literary 
ficti on. correspond t o the chorus in Greek tragedy. appealed to by the speaker 
to express his thoughts for him. 

40 "Black" is symbol ic of a serious ordeal. cf. Job. chap. 30: 30. 
Lamentations. Chap 4:8. 

41 The Chaldeans (the "brothers" of Israel. cf. GeneSis.. chap. 11:28-30) 
destroyed Jerusalem. 

42 The forced labour of the exile. 

43 The vineyard of the Bride is Palestine (cf. Isaiah. chap . 5:1 seq . . 
Psalm 80:14). lost to her for a while (CL Hosea. chap 2:14. 17). 

44 Straying Israel (cf . Jeremiah, chap 31:22) . 

~ God, the shepherd of his people (Ezekiel. chap. 34:1 seq . . also 
l3-15) . 

46 "Noon" symbolises the height of happiness (cf. Isaiah. chap. 58:10. 
Psalm 37:6) . 

47 Some interpreters say "vagabond". The general meaning indicates a 
"cast-Qut". someone without rights. 

4B The foreign nations (cf. Jeremiah. chap. 6:3), whose kings are the 
, companions' of God. 
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with his privileged people Israel. In this interpretation 

Israel prefigured. according to Christian tradition. the 

Church . Both these traditions linked the Canticum to Psalm 

45. understanding the latter as the celebration of the 

marriage of the messianic King with Israe1 49 • or Christ with 

the Church. respectively. 

developed the allegory still 

Catholic liturgy, however. 

further by applying it to the 

Virgin Mary. Hence the text of the second line in the motet 

Ideo dilexit me Dominus et introduxit me in cubiculum 

suum. which appears to be paraphrased from both the above 

mentioned literary sources~o. Protestant interpretation. of 

course. did not indulge to such extent ion of the allegory. 

The paraphrased line. not being offensive to its sentiments. 

could on the other hand. simply be seen as applying to the 

Church. In fact CALVIN. In his commentary on Psalm 45~~. 

stresses the total devotion of the Bride (the Church) to the 

King (Christ). by whose greatness and power the Faithful are 

reminded "that no greater joy and no higher aspiration 

exists than to be a citizen of this most excellent of all 

klngdoms~2". 

prevails in 

Noting 

the 

little doubt that 

"blackened" Bride 

prosecuted Reformed 

in the kingdom and 

the strong element of 

Calvinist interpretation. 

French Protestants 

election which 

there can be 

also saw the 

as a personification particular of the 

Church. seeking its rightful recognition 

among nations. It is the same outlook 

too. which. as in the three-voice movements of the Dix 

Pseaumes. determines the structure of the motet Nigra sum 

sed formosa. 

49 Cf . Ezekiel. chap. 16:8-13. Isaiah, chap. 62:5. Against this some 
scholars say that the psalm may be a secular song to celebrate' the marriage of 
an Israelite king (Solomon?). whose bride was a Tyrian princess. 

~o Cf. CantiQ~, chap . 2:16. and Ps. 45:16. 

~~ calvin did not write a commentary on the Canticum. 

~2 Ioannis Calvini Op. cit .. p. 218. 
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LE JEVNE's motet stands apart from all other settings made 

to the text53 ; it also does not use - as some other settings 

do the 1 iturgical melody of Nigra sum. Tnese 

circumstances seem to corroborate the positi on of LE JEUNE's 

work as set out above. Regarding the music itself. the 

incompleteness of the on l y extant copy 

asses sment difficult. It stretches over 

makes a proper 

fifty-four breve 

measures~4 and is substantially shorter than most other 

earlier mentioned settings. Besides the factor o f length and 

the circumstance that LE JEUNE does not employ the 

liturgical melody. matters relating to the musical 

interpretation of text immediately come to the eye as a 

major point of difference between LE JEUNE's motet and all 

other settings of Nigra sum. Whereas the other settings 

appear to function on a purely mus i cal level - where 

counterpoint is employed only for its own sake - one is 

struck by the plasticity and kineticism of LE JEUNE's 

parlance. adapting itself literally from line to line In 

order to accommodate the requirements of the text. even to 

express its implications. 

To start with. LE JEVNE employs some "eye music" right at 

the beginning of the piece by colouring the notes in all 

voices (and in the text repeats ) applicable to the word 

~3 Besides those al ready mentioned by Zarlino and Crecquillon . the 
following versions are known : a setting for five voices by Andreas da Silva 
(in Cantiones quinque VOCUlD selectissimae .... P . SchClffer. Strasbourg. 1539. 
ed. by Wilfred Kirsch in Corpus mensurabilis musicae : Andreas de Silva . Opera 
omnia. 1971. Vol . II. pp. 23-25 ); a setting a 4 by Francesco de Layolle (in 
Primus liber cum quatuor vocibus. Motetti del fiore ...• J. Moderne. Lyon . 
1532. ed by Frank AD ' Accone in CMM : Music of the Fl oren tine Renaissance-
Francesco de Layolle. collected motets. 1973. pp . 93-95); no less than three 
settings (for 4 . 5 and 6 voices ) by L'Heritier (all ed. by Leeman L. Perkins. 
in CMM Johannis L'Heritier. Opera Cmnia. 1969. pp . 161-165. 254-261-
297-300); a setting a 5 by Consilium (in Liber quartus XXIX musicales quatuor 
vel quinque p3rium vocum . . " Attaingnant . Paris. 1534 : a complete copy is in 
the osterreichische Nationalbibliothek. Vienna); a setting a 3 by Castro (in 
Selectissimarum sacrarum cantionum . .. flores. trium vocum . . • Pierre Phalese. 
Louvain. 1569 : available at the Biblioteca del real Conservatorio de Musica. 
Madrid) . 

~ Only Silva's setting is shorter (42 measures). 
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Nigra. 

Furthermore the opening line is presented in a broad-flowing 

statement. appropriate to the annou ncement -

Ex· lSI 
..L 

[ill -
I. 

Nt. _ - ~t .. s"' '" , .d for. 1"0\ o- s ...... scz. cl r~'r- ,.,., 0- t. 
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However. the utterance immediately assumes rhythmical and 

intervallic inculcation when the address is focussed on the 

"daughters of Jerusalem" 
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the melodically narrow guaged and In the next 

rhythmically fixed presentation of Ideo maintains its own 

acuteness against the melismatic emphasis of dilexit 
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F inally while et introduxit me appears in an equable rhythm, 

the imitation following at a distance of three beats. - the 

tempo accelerates noticeably 

i mitation is shortened to 

and the time interval of the 

one beat o n in cubicul um suum. 

producing an 

intimacy by 

animated interlocking pattern 

means of which the nuptial 
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CONCLUSION 

A "conclusion" at the end o f what can be regarded as a 

presentation of but the first part of CLAUDE LE JEUNE 's 

life, times and works literally h is Initial Years - c an, 

,:it the utmost , a mount to o nly an intermediary balance . As 

such it cannot aspire to anything more than 

1. summarizing the major moulding forces which contributed 

to determine LE JEVNE's historical and spiritual 

position. and 

2. outlining the development of his d is tinct musical 

language . 

CLAUDE LE JEVNE's birth at Valenciennes - then part of the 

Hapsburgian domains in the Netherlands - would normally have 

destined him for s ervice within the orbit of t he Imperial 

Court. However, by that point in time , t he Low Countries 

proved to be particularly perceptive to sentiments generated 

by free Christian brotherhoods with the consequence that, 

when the teachings of MARTIN LUTHER reached their commercial 

centres together with merchandise from the German towns 

beyond the Rhine and the Meuse , the ground was well prepared 

for the new Faith to take root at a pace alarming to the 

guardians of both the old ecc lesi astical orde r and the 

established power o f state . In fact, it launched a 

revolution which. with varying intensity. kept the southern 

Netherlands in a state of turmoil for decades. LE JEVNE's 

life was bound to be plunged into t his powerful commotion, 

and for some years it may have been uncertain where he would 

eventually surface. Paralysed by the vehemence of an as yet 

unrivalled popular movement. the Regent was initially 

powerless to bridle the r eleased force s . However, CALVIN 

entered up o n the scene by sendi ng ministers to gather the 

drifting and spiritually homeless masses and to create an 

ecclesi astical organization for the new Fa i th. causi ng 

Protestantism of Reformed coinage to become a dominating 

fo r ce in the southern Netherlands . From spiritual chaos 

order emerged when GUY DE BRAY drew up the Confession de 
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Foi' at Tournai in 156 1 . From t he involvement of members of 

the LE JEUNE family in the religious affairs of Valenciennes 

we conclude that. in the course o f time, the composer had 

indeed arrived on the shores of Reformed Protestantism. 

When Spa in . refusing to al l ow the new order to prevail in 

the Netherlands. reso lved to crush the revolution by a force 

of arms. n ew powers equally military in nature - were 

brought into play. In France , o ppression of the new Faith 

and assaults by the Guise party on the Huguenots caused a 

mounting spiri t o f confronta tion leading, ultimately. to the 

armed c lashes o f 1562 and 1563 , which triggered o ff open 

civil war. The French Protestants. considering the Guise 

Spanish 

both the 

h enchmen as an usurpative force. 

Faith and the Kingdom, now, by reason 

with their 

undermining 

o f political strategy, also became involved in military 

undertakings in the southern Netherlands. This invol v ement 

brought about LE JEUNE's association with prominent Huguenot 

leaders, a circumstance , which remained an important factor 

throughout h is f urther life . Therefore , when ALVA re­

asserted Spanish authority in the Netherlands , LE JEUNE 

turned to France. his lingual habitat and what seemed to be 

religious and political shelter2 . These, 

external forces which shaped CLAUDE LE 

a guarantee for 

then , were t he 

JEUNE's early life alignmen t to the Reformed Fa ith a nd 

connections t o French po litica l leaders . 

The Reformation was in a way c losely connected with concepts 

of the Renaissance and Humanism. KONRAD BURDACH, amongst 

others, convincingly revealed the common historical roots o f 

1. Also called the Confessio Belgica. written in cl ose association with 
the Huguenot Confessio C-.allicana of 1559 . 

2 It is a remarkable fact that. different to other composers of Huguenot 
persuasion (for instance J ambe de Fer, L' Estocart and Goudimel , the latter 
having ended his life as a victim of the st Bartholomew atrocities), Le Jeune 
r emained in the orbit of leading Protestant figures throughout his life . 



283 

t hese images of European awakening since t he Quattrocent0 3 • 

Indeed. o ne is reminded of the Humanist demand ' Ad fontes ' , 

which led to a development o f bib I icism, sweeping 

intellectual li fe to t he very gates of the Reformation. Thus 

CALVIN is accepted to have been a Humanist. educated in a 

t radition well-governed by humanistic ideals . He also shared 

in the opinion that the liberal arts effect humanitas. since 

they are able of shaping and refining Man. But the Reformer 

also v ery consci ously demarcated the boundaries of 

Christianity as opposed to revived Classical philosophy. His 

appreciation of the arts and letters was always qualified by 

the condition of their serving the glory of God and the 

well-being of Man redeemed in Christ . This approach is also 

found in the attitudes of students and followers like DE 

BEZE. CHANDIEU and D'AUBIGNE . with whom CLAUDE LE JEUNE 

associated. and which would also seem t o surface in his own 

oeuvre. 

It is certainly noticeable in the emphatic way he devoted 

himself, from early on. to the setting of psalm texts . I n 

fact. the dual spiritual background Calvinism and an 

inclination towards Humanism can be seen as the 

instrumental forces to have 

interest. Above all . these have 

consideration for text and 

means. TI1is awareness could 

effected this particular 

instilled in LE JEUNE a high 

its interpretation by musical 

in musical terms - have 

received its finished profile during a probably sojourn in 

Italy in the circle of the ageing WILLAERT. which included 

notable theorists of the time like VICENTINO and ZARLINO . A 

marked difference between LE JEUNE's four early chansons 

(1552) and the Dix Pseaumes (1564) bears out the influence 

of such a presumed 

reveal not only the 

but 

experience. The first mentioned works 

technical gaucheness and stodginess of 

also the sluggishness of Northern an apprentice. 

polyphony , its disregard for proper 

text 

declamation , 

expression 

and a 

beyond pre'.'-3-1 ent disinterest towards 

:3 Konrad Burdach: Reformation. Renaissance . Humanismus. Berlin . 1918. 
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establishing the general mood o f a piece. The latter work , 

on the other hand. communicates exceptional technical 

competency and is vibrantly alive with respect to text. its 

declamation and interpretation. 

Indeed. when LE JEUNE settled in the French capital and 

published his collection of Dix Pseaumes (to the texts of 

THEODORE DE BEZE and dedicated to two prominent Huguenot 

noblemeni. he was a composer ',.,ell-versed in the musical 

theories and pract ices of his day. who soon attracted the 

recognition of circles wider than his co-relgionist patrons . 

In fact. before long he was to become the most important 

musical collaborator o f JEAN ANTIONE DE BArF's Academie de 

Poesie et de Musique. the first to have been established by 

royal charter In France. LE JEUNE's association with the 

Academie falls outside the scope of the present study. 

However . the motives which caused it to be launched. were 

very much part of the spiritual embience into which LE JEUNE 

moved since about the middle of the 1550 's and which would 

appear to have had a formative influence on his creative 

development. The intellectual atmosphere thus referred to, 

is best described by the term musical Humanism. 

There is no reason to repeat here the earlier presentation 

of this ph enomenon as such. the composite nature of its 

evolution and the tracing of it s historical roots in the 

rhetorical and philosophical traditions. Clearly. many of 

these roots must. in some way or another. have contributed 

towards LE JEUNE's frame of mind. while their ontogenesis is 

by all means relevant for an understand ing of the general 

intellectual disposition of his t ime . However, for the 

purpose of this summary . LE JEUNE's attitude towards the 

objectives of musical Humanism and cardinal issues ra ised in 

the discussion as to how these objectives wer e to be 

realised. are of more acute interest. 

All Humanists were equa lly entusiastic about the refining 

qualities o f rhetoric as practiced by the ancient Greeks. 

and all were vociferous about its revival, complete with 
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tagged-on esthetical and ethical demands, inspired by the 

surge of Neoplat'onism which broke into the intellectual 

world o f the late fifteenth century. While, however, the 

literary theorists of the sixteenth century had substantial 

information on ancient Greek literature at their disposal 

(facilitating their task with respect to reforming rhetoric 

considerably) the musical theorists of the time (or "musical 

Humanists", as they are now usually called) had little to go 

on beyond the famed myths o f ORPHEUS a nd TIMOTHEUS, 

Consequenty, the problems involved in applying the little 

knowledge they possessed about ancient music to the 

existing musical tradition were much 

those with which their literary 

more imposing than 

counterparts were 

confronted . In the intensive discussion which evolved, four 

topics surface~ as of prime importance in the musical 

humanists' argument 1 i near pi tch (sca I es versus modes 

versus Greek genera), Rhythm (musical and poetic), polyphony 

(versus monody or homophony), and the proper techniques of 

text set ti ng. 

LE JEUNE unquestioningly shared in the idea of the refining 

qualities of the arts and sciences. He was likewise partial 

to the perception of music being an expressive art . In so 

far he fully subscribed to the general humanist persuasion 

of his time . On the matter of linear pitch he has steered 

away from the radicalist views of VICENTINO and others, who 

have propagated the revival (to whatever degree of 

"authenticity") of 

chromaticism , as 

the Greek 

we define 

genera . As a matter of fact, 

it and which, in some 

experiments in the Italian madrigal of the sixteenth century 

can be related to the interest in the Greek genera stirred 

up by VICENTINO and GALILEI, is given only slight attention 

by LE JEUNE. especially in his "youthful" works. As far as 

the modes are concerned, he followed in the wake of 

GLAREANUS and ZARLINO, honouring the supposed ethea to the 

extent o f having written three major sollections during his 
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later li f e in the t welve modes"'. but seemingly also 

accept ing a s hift 1n compositi ona l pratice towards the 

scalar a nd c hordal grammar o f tonality. reflected . for 

instance . in the modal ambiguity of at least t wo of the Dix 

Pseaumes. 

With respect t o rhythm. LE J EUNE a ppears to have harboured 

very distinct concepts . This becomes clear in homophonic 

texture which dominates the Dix Pseaumes. Here he does not 

conform to the more drastic humanist demand that the music 

should follow the rhythm of the poetry. For one thing, the 

result would have produced inexorable t ediousness, and for 

another. LE JEUNE seemed to be adament in maintaining for 

music a raison d'etre of its own . The matter of musical and 

poetic rhythm and the unrelentless demand o f the radical 

school of thought that the former should be subjected to the 

latter. is. of course, at the bottom of the denial of the 

"capacity of speech itself for an abstract formality like 

that of music" (WINN). LE JEUNE seems to have been acutely 

aware of the conflict generated by this demand when brought 

into context with the general desire to interpret a text by 

musical means. When, he therefore. decided not to "tie" the 

music of the Dix Pseaumes to the primary rhythm of the 

poems . but to favour its "prose-like" manipulation to serve 

the expressive requirements of the texts with which it 

shares the c ommon constructional element of secondary 

rhythm. he was consciously avoiding a futile clash of 

interests. 

When LE JEUNE later on again outside the scope of this 

study - on account of his assoc i ation with the Academie de 

Foesie et de Musique. eventually did subscribe to the more 

radical approach to the matter o f rhythm in text-music 

relationship, it must be kept in mind that the academ_icians 

were familiar with the many references in ancient literature 

04 The D:xiecarcorde of 1598 , his Octonaire sur la Vanite et Inconstance du 
Monde . and his Airs, of which the last two were published posthumously in 1606 
and 1608 respectively. 
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where the rhetoricians attributed various effects to various 

rhythms. and in t heir hopes to recover t hese effects (s imiar 

to those ascribed to the ancient modes ), they had no choice 

but to adopt the principle o f the subject i o n o f musical 

rhythm t o poetic rhythm. However . practice soon established 

its own sense a bove theory. Similar t o the inescapab le 

predicament which prevailed around the modes, Italian and 

French vernacu lar refused to be coerced into the 

quantitative verse schemes of the ancients . BArF and his 

associates were compelled to make adaptations in designing 

the varying patterns of unrhymed vers mesuree. t hat is to 

say metres which have a constant number of syllables but a 

vague or irregular quantitative scheme, a frame in which LE 

JEUNE apparently thought music to be indeed able to assert 

itself . 

Be that as it may, at the time of the Dix Pseaumes LE JEUNE 

was as yet not ready to commit himself unqualifyingly to the 

more radical approach. In fact. the attitude of a discerning 

and qualifying approach, evident in most of the techniques 

of composition he appled. remained with him for life and can 

be seen as a legacy of his Calvinist judiciousness and 

decorum. Although LE JEUNE displays a preference for 

homophonic texture in his Dix Pseaumes. and although this 

partiality prevails in perhaps the majority of his works. he 

was well-versed in polyphonic techniques and. guarding 

against the danger of engulfing a text by 

incomprehensibiity, used their obvious advantages wherever 

he considered them appropriate. On the other hand, however. 

such compositional procedures. next to serving the 

expression of text in a wider sense, rarely function in his 

works on a purely musical level . but are usually themselves 

saturated with in terpretative meaning. revealing LE JEUNE's 

insistence on maintaining not only the obvious advantages of 

music to the limitations of a liguist ic medium. but also its 

0wn "-:apabi I i ty of speech". This v~ry i mportant point in 

what LE JEUNE considered relevant to the proper techniques 

o f text-setting. is established with palpable clarity in the 

trios of the Dix Pseaumes. the dialogue a 7. Mais qui es-tu. 
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and the Latin motet a 3. Nigra sum sed fOl-mosa. Thus. using 

all t he devices offered by modes . chiavette. melody, rhythm. 

harmony. texture. and structure. LE JEUNE gradually 

developed his 0wn distinct musical l anguage. a musical 

rhetorism persuasive and kinetic in its 

Substantially more t han just a n i ndication 

accomplishment is already given in the Initial 

CLAUDE LE JEUNE . Huguenot a nd musical Humanist. 

eloque nce . 

o f this 

Years o f 
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APPENDIX I 
BIBLIOGRAPHY OF THE WORKS OF CLAUDE LE JEUNE 



1552 1. Two chansons for f our voices -

TEXT INCIPITS: 

Avant mes iours 

Bon i our m ' amye 

314 

in Second livre des chansons a quartre parties 

vouvellement composez & mises en musicque, 

convenables tant aux intrumentz comme a la voix .. , 

Louvain, P. Phalese, 1552. 

SOURCES 

Superius: Stockholm Kungl. Musikaliska 

Akademiens bibli otek, Tyska Kyrkans 

saml ing 34 

Contratenor: 

Tenor: Stockholm. Kungl. Biblioteket 

Bassus : 

2 . Two chansons for 4 voices -

TEXT INCIPITS: 

En espoir vis & craincte 

Le feu qui m 'ard 

in Tiers livre des chansons a quatre parties 

nouvellement composez & misses 

convenables tant aux instrumentz 

voix . .. Louvain, P. Phalese, 1552~ 

en musicque, 

comme a la 

:1. R. Eitner: BibliograJXJie der HusiksdII1/I1elwerke des XVI. und XVII. 
Jahrhunderts, Berlin, 1877 (reprint, Hildeshiem/ New York , 1977) , p. 138 seems 
to have taken the second editions of these chanson co llections of Phalese for 
the first, since he mentions a second edition of the Second Livre to have 
appeared in 1559, whereas he knows only one edition (that of 1554) of the 
Tiers livre. As sources for what he regarded as the first and second editions 
of the Second Livre (1554 arrl 1559 respectively) , arrl for the only one known 
to him of the Tiers Livre (1559), he registered the Landesbibliothek in 
Kassel , the kgl Universit'dtsbibliothek in KOnigsberg, arrl the British Museum 
in London. No trace could be found of the K~nigsberg (today Kalingrad and part 
of the USSR) copies. 



1554 

SOURCES : 

Superius : 

Contratenor : 

Tenor : 

Bassus : 

315 

Sto ckho lm , Kungl . Musikaliska 

Akademiens bibliotek , Tyska Kyrkans 

samling 34 . 

Stockholm , Kungl . Bibli oteke t . 

3 . Second edition o f the Second livre des chansons . .. 

etc., Louvain, P. Phalese o f 1552 . The numbe r o f pages 

was r educ ed t o a bout half of the original . LE JEUNE' s 

contribution remained the same . 

SOURCES: 

Superius: Kassel, Murhardsche und 

Landesbibliothek, 40 Mus . 61/b 

Contratenor : Brussels , Bibliotheque Royale, 7e 

cl . , V.K ., chans . 4°, 11,2 , L.P . 

Kassel , Murhardsche und 

Landesbibliothek , 40 Mus . 61 / b 

Tenor : Kassel , Murhardsche und 

Landesbibliothek, 4° Mus. 61/b 

Bassus : Kassel , Murhardsche und 

Landesbibliothek , 40 Mus. 61 / b 

4. Second edition of the Tiers livre chansons .. . etc., 

Louvain, P. Phalese of 1552. The number of pages in 

this collection was also reduced to about half the 

original . Again LE JEUNE ' s 

unaltered . 

SOURCES: 

Superius: Kassel, 

contribution remained 

Murharasche und 

Landesbibliothek , 4° Mus . 61/b 

London, British Library , K. 3 . a . 15 

Contratenor: Brussels, Bibliotheque Royale, 7e 

cl .. V. K .. chans . 4° , 11,3, L .P. 

Kasse I . Murhardsche und 

Landesbibli o thek, 40 Mus. 61/b 



1559 

1564 

Tenor: 

Bassus : 

London, British Library , K. 3.a.15 

Kasse 1, Murhardsche 

Landesbibliothek, 4° Mus. 61/b 

London, British Library, K.3.a.15 

Kassel , Murhardsche 

Landesbibliothek , 4° Mus. 61/b 

London, British Library, K.3.a.15 
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und 

und 

5. The last edition of the Second livre des chansons ... 

etc., Louvain, P. Phalese of 1552. This edition is 

identical with that of 1554. 

SOURCES: 

Superius: London, British Library, K.3 . a .14 

Contratenor : London , British Library, K.3.a.14 

Tenor : London , British Library, K.3.a . 14 

Bassus : London, British Library , K.3 . a.14 

6 . Ten Psalm settings for 4 voices -

TEXT INCIPITS : 

(Ps. 96) Chantez a Dieu chanson nouuelle 

2. 

3. 

Pvissance 

feinte 

Toute gent 

estre 

et Majeste sans 

-ou quelle puisse 

(Ps. 102) Seigneur, enten ma requeste 

2. Comme durant son vefuage 

3. Tv te releuras donques 

4 . En registre sera mise (a 
5. Voyant ma force amortie 

(Ps. 135) Chantez de Dieu le renom 

2. 

3. 

/ D'Egipte les premiers nes 

Les images des Gentils 

(Ps. 88) 0 Dieu eternel, mon Saueur 

3) 

2. Mes yeux sont ternis de 

langueur 



(Ps . 57) 

(Ps . 98) 
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3. Las! pourquoy suis-je rejette 

Ayes pitie, ayes pitie de moy 

2. E1euetoy, 8 Dieu dessus 1es 

cieux 

Chantez aDieu nouueau cantique 

2. Qv'on erie. qv'on chante et 

resonne 

(Ps. 149) Chantez a Dieu chanson nouue11e 

2. Vn jour auront ses debonnaires 

(Ps . 95) Svs. esgayons-nous au Seigneur 

2 . 11 est nostre Dieu 

toutpuissant (a 3) 

3 . Comme en Meriba es desert s 

(Ps. 97) L'Eternel est regnant 

2. Soyent confus et deffais 

(Ps. 81) Chantez gayement 

2. De dessus son dos 

3 . Mon peuple. entenmoy (a 3) 

4. Ovure seulement 

5 . Helas . que rna gent 

and a dialogue for 7 voices 

TEXT INCIPIT: 

Mais qui es-tu? 

in Dix Pseaumes de David, novvellement composez a 

qvatre parties en forme de motets. Auec vn 

Dialogue a scept. par Claudin le Ieune ... Paris, 



1565 
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Adrian le Roy et Robert Ballard, 1564 2 

The collection the first to appear under LE 

JEUNE's own name - is dedicated to FRAN~OIS DE LA 

NOUE and CHARLES DE TELIGNY. Genti1shommes 

ordinnaires de 1a Chambre du Roy and active 

followers of the Protestant leader Admiral DE 

COLIGNY . 

SOURCES: 

Superius : Paris . Bibl. Ste-Genevieve. Res. Vm 

48 

Contratenor: Paris. Bibl. Ste-Genevieve. Res. Vm 

Tenor: 

Bassus: 

48 

Paris. Bibl . Ste-Genevieve . Res . Vm 

48 

Paris. Bibl. Ste-Genevieve. Res. Vm 

48 

7. A Latin motet for 3 voices -

TEXT INCIPIT : 

Nigra sum sed formosa 

in Liber Modulorum ternis vocibus diversis 

auctoribus decantatorum. Volumen Primum. Apud 

Adrianum le Roy et Robertum Ballard. Paris . 1565. 

SOURCES: 

Superius: Madrid. Bibl. del Conservatorio. 

S.3895(6)3 

Tenor : Madrid. Bibl. del Conservatorio. 

S . 3896(6) 

2 H. - A. Bruinsma Article Ca1vinistische Musik in Die Musik in 
Geschichte und Gegenwart (MOO) . 14 vol .. Kassel/Basle. 1949-1974. Vol II. p. 
667, erroneously maintains that Le Jeune already in these settings used the 
melodies of the Genevan Psalter as canti firmi . 

3 The complete copy disappeared mysteriously during the Spanish Civil 
War. 1936-39. 



1572 
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Paris . Bibl . Ste-Genevieve . Res. Vm . 

Bassus: 

81 

Madrid. 

S . 3899(6) 

Bibl . del Conservatorio. 

Paris . Bibl . Ste-Genevieve. Res. Vm. 

81 

8. Seven chansons for 5. 6 and 7 voices -

TEXT INCIPITS: 

Allons allons gay gayement ma mignonne 

Quand vous series quelque fille 

Rossignol mon mignon 

C'est une dure departie 

Je suis des - heritee (canon) 

a pas en vain perdus 

Susanne un jour d'amour solicitee (I) 

in Mellange de Chansons tant des vieux autheurs 

que des modernes. a cinq. six. sept et huict 

parties . A Paris. par Adrian le Roy et Robert 

Ballard. 15724. Ronsard's Dedication to FRANCIS 

II. which accompanied the Livre de Meslanges of 

1560. is now addressed to CHARLES IX and included 

with but minor changes . 

SOURCES : 

Superius: Madrid . Bibl . del Conservatorio. S. 

3878(7) 

Paris. Bibl . Nationale . Res Vm7 660 

Contratenor: Lausanne. Bibl. A. Cortot. 73 MVP 

Madrid. Bibl. del Conservatorio. S. 

3879(7) 

4 This is a new and enlarged edition of Le Roy and Ballard ' s prestigious 
Livre de Meslanges of 1560 in which Le Jeune was. however. not represented. 
Susanne un jour is the first of two settings Le Jeune made to this text by 
Gueroult; this is its only appearance in print . The other chansons were 
reincluded in later anthologies . 



1575 

Tenor: 

Bassus : 
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Paris , Bibl. G. Thibault 

Uppsala, Univ. Bibl., Utl. vok. mus. 

tr. 571 

Madrid. Bibl. del Conservatorio, S. 

3880(7) 

Uppsala, Univ. Bibl. , Utl. vok. mus. 

tr. 572 

Brussels, Bibl . Royale , Fetis 2312 

Madrid , Bibl. del Conservatorio, S. 

3881(7) 

Paris , Bibl. G. Thibault 

Uppsala, Univ. Bibl., Utl. vok. mus . 

tr . 572 

Quinta Pars: Madrid , Bibl. del Conservatorio, S. 

3882(6) 

Uppsala, Univ. Bibl. , Utl. vok. mus . 

tr. 573 

Sexta Pars: Uppsala, Univ. Bibl., UtI. vok. mus . 

tr . 574 

9. Four chansons for 4 voices 

TEXT INCIPITS: 

D'un oeuil farde 

Ma mignonne j'ay este 

o chaus souspirs 

Perdre rien plus 

in Livre de Mellange conttenant un recueil de 

Chansons a quatre 

excel lens aucteurs 

parties 

de nostre 

choisy 

temps . 

des 

par 

plus 

lean 

Castro. musicien mis en ordre convenable suyvant 

leurs tons . A. Louvain. chez Pierre Phalese, J. 

Bellere, 1575. 

SOURCES : 

Cantus : Kassel , Murhardsche und Landesbibl ., 

4 0 Mus. 122/b 

Madrid. Bibl. del Conservatorio, 

Collection "Ucles", S . 3900 



1577 

1580 
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Contratenor : Kassel, Murhardsche und Landesbibl., 

4 0 Mus. 122/b 

Madrid, Bibl . del Conservatorio , 

Collection "Vcles " , S. 3900 

Tenor: 

Bassus: 

Kassel , Murhardsche und Landesbibl ., 

4 0 Mus. 122/b 

10 . Two chansons for 4 voices 

TEXT INCIPITS : 
, 

D'un oeuil farde 

Ma mignonne j 'ay este 

in Vingtuniesme Livre de Chansons a quatre et cinq 
parties d' Orlande de lassus & autres. A Paris, 

par Adrian Ie Roy et Robert Ballard, 1577. 

A re-edition appeared in 1581; the two chansons 

are identical to those o f the same titles included 

in no. 9. 

SOURCES: 

Superius : Lausanne , Bibl . A. Cortot, 59 MVP 

Paris , Bibl. Nationale, Res Vm7 220 

Contratenor: Paris , Bibl . G Thibault~ 

Tenor : 

Bassus: 

11. A second eidtion of the Dix Pseaumes . .. en forme de 

motets (1564) . The dedication and the Dialogue for 7 

voices are, however, omitted. 

TEXT INCIPITS: 

Identical to those of no . 6, except for the 

omitted Dialogue a 7. 

~ Lesure and Thibault : BibliograJ:hie des mitions d 'Adrian le Royet 
Robert Ballard, 1551-1598 , Paris, 1955, p. 186) also reflects Rouen Bibl . de 
la Ville . Leber 1701. However, only the second edition of 1581 is kept there 
under this classmark (Contratenor and Bassus) . 



1581 

1583 

SOURCES : 

Superius : 
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Uppsala. Univ. Bibl .. Vok . mus . ~. 

tr . 138 

Washington Library of Congress 

Contratenor : Uppsala. Univ. Bibl .. Vok . mus. ~. 

tr . 139 

Tenor: 

Bassus : 

Zuoz. Gemeindearchiv 

Uppsala, Univ. Bibl . , Vok . mus . i. 

tr. 140 

Washington Library of Congress 

Uppsala, Univ . Bibl .. Vok. mus. i. 

tr. 141 

12. A second edition of the Vingtuniesme Livre de Chansons 

(1577). 

TEXT INCIPITS: 

Itendical to those of no. 10. 

SOURCES : 

Superius: Paris, Bibl. G. Thibault 

Paris, Bibl. Nat. , Smith-Lesou~f, 

Res. 234 (12) 

Contratenor : Rouen. Bibl . de la Ville, Leber 1701 

Tenor: 

Bassus: 

Paris. Bibl . Nat .. Rothschild. no. 

983 

Ttibingen. Univ . bibl. (Depot of the 

former Preussische Staatsbibl., 

Berlin. Mus. ant . pract. 505) 

Chantilly. Musee Conde. XID 98 (21) 

Kassel, Murhardsche und Landesbibl .. 

80 Mus. 2" 

Rouen. Bibl. de la Ville. Leber 1701 

13. Two chansons for 4 voices and one chanson for 5 

voices -

TEXT INCIPITS: 

J'ay voulu baiser ma rebelle 

Que je porte d'envie 
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Pauvre coeur entourne 

2. Quelle ayde maintenant 

in Vingtdeuxiesme Livre de Chansons a quatre & 
cinq parties d 'Orlande de Lassus et Autres. A 

Paris. par Adrian Ie Roy et Robert Ballard. 1583. 

These chansons are re-included in LE JEUNE's 

Livre de Melanges of 1585 . 

SOURCES: 

Superius: Paris. Bibl . G. Thibault 

Contratenor: 

Tenor : Paris . Bibl. Nat . . Rothschild. no. 

983 

Ttibingen. Univ. bibl. (formerly 

Berl in) 

Bassus: Chantilly. Musee Conde. XIO 98 (22) 

Kassel . Murhardsche und Landesbibl .. 

8'" Mus. 2& 

14 . Three chansons for 4 voices 

TEXT INCIPITS: 

Maistre Gonin disoit 

2. Quand nous avons 

Si tost que vostre oeui 1 

Tout se qUl est de plus beau 

2. De 1 'oeil de 1 'un le beau printemps 

3. L'un excessif en ardeur 

4 . 0 doux trespas mesle de resconfort 

5. Puisse a jamais mon coeur vivre (a 5) 

in Vingttroisiesme Livre de Chansons a quatre & 
cinq parties d'Orlande de Lassus et autres . A 

Paris par Adrian le Roy et Robert Ballard. 1583 . A 

re-edition of this collection was published in 

1585. while the above chansons also appear in LE 

JEUNE's Second Livre des Meslanges of 1612. 

SOURCES : 



15. One 

and 
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Superius : Paris . Bibl . G. Thibault 

Contratenor : 

Tenor: Paris . Bibl. Nat . . Rothschild. no . 

983 

Ttibingen, 

Berlin) 

Univ. Bibl . ( formerly 

Bassus: Chantilly. Musee Conde. XID 98 (23) 

Kassel . Murhardsche und Landesbibl .. 

80 Mus. 2'" 

chanson for 4 voices 

TEXT 

nine 

TEXT 

INCIPIT : 

En m'oyant chanter 

airs for 4 voices -

INCIPITS : 

Belle 1a f1amme a 1 'envie 

2. 0 mon amy 1e feu chaut 

3. 0 que 1e fie1 se rand doux 

D'un coeur fier 1e refus cruel 

Donnez moy que1que secours 

Fiere crue11e en amour 

Las! je me plain . las je me deu 

Mon coeur que d ' enui tz jusques icy 

2. Va traite amour 

o que je peusse a mon grti 

Si 1e lien se voit deffait 

Une puce J ' ay dedans 1 'orei 11' he1as 

ln Vingtquatrieme Livre d'Airs, et Chansons a 

quatre, & cinq parties, De plusieurs excelens 

autheurs . A Paris, par Adrian le Roy et Robert 

Ballard. 1583. This collection was republished 

with minor alterations in 1585 . 1587 . and 1591. 

SOURCES : 

Superius : 

Contratenor: 

Tenor : 

Paris, Bibl . G. Thibault 

Paris. Bibl. Nat .. Rothschid. no . 

983 . 



1584 

1585 

Bassus: 

Paris , Bibl. G. Thibault 

Chantilly, Musee Conde XID 98(24) 

16. One chanson for 5 VOIces -

TEXT INCIPIT: 

Rendez-la moy cruelle ma pauvre ame 

325 

in Sesiesme Livre de Chansons a quatre & cinq 

parties, d'Orande de lassus & antres. A. Paris. 

M.D. LXXXIIII. Par Adrian le Roy, 

Ballard6 • 

SOURCES: 

& Robert 

Superius: Paris, Bibl. Nat., Smith-Lesou~f, 

Res. 234(7) 

Paris, Bibl. G. Thibault 

Contratenor: 

Tenor: 

Bassus: 

Paris, Bibl., Nat., Rothschild, no. 

983 

Chantilly, Musee Conde XID 98(16) 

17. Twenty-six chansons for 4, 5, 6, and 8 voices 

TEXT INCIPITS : 

Blesse d'une playe inhumaine 

2. Comme un roc 

3. Ainsi qu ' au clair d'une chandelle 

Debat la nostre trille 

En m 'oyant chanter 

Je ne me plain de vostre cruante 

2. Je ne me plain qu'en mon mal 

Je voulu baiser ma rebelle 

Je ne m' eleve icy 

2. Je ne scay manler 

6 This collection first appeared in 1565 and was re-e<iited , with minor 
changes in 1567, 1570, 1573 , 1575, 1578 , 1579, and 1591 . Le Jeune's chanson 
only appears in the 1584 and 1591 editions. In the edition of 1584 it is 
correctly reflected in the index under Le Jeune's name ; in the voice parts, 
however , Rendez-l a may cruel 1 e ma pauvre cure bears Lassus ' name. This chanson 
is also included in Le Jeune' s Second Livre des Heslanges of 1612 . 



L'aspre fureur de mon mal vehement 

2. 5eroit-ce un feu 

Que je porte d'enuie 

QueUe eau , que1 air 

2. 5i je meur dedans 1 'air 

5i dessus vos 1evres de roses 

5i madame eust jadis este 

2 . Aveug1e mendiant 

Tu ne 1 'entend pas 1a 1a 1a 

Vous estes belle 

D'ou vient 1 'amour 

He1as j'ay sans mercy 

2 . L ' un en la violette 

J ' ay senti 1es deus maus 

2 . Un soldat courageux 

Las i1 n'a nul mal 

Mon coeur avecques vous 

Pauvre coeur entourne 

2. Quelle aide maintenant 

Rossignol mon mignon 

Susanne un jour (II) 

Un jour estant seu1et 

2. Puis en mer haut 

3. Apres je vy fortir 

4 . Au mesme bois sourdoit 

5. Au bois je vy un seul Phoenix 

6 . En fin je vy une 

7 . o chanson mienne 

Elle n ' eust sceu 

Mons i eur l' abbe 

Amour & Mars 

dame si belle 

(a 6) 

Arreste un peu mon coeur (dialogue) 

thirty-six canzonettas for 4, 5 and 6 voices 

TEXT INCIPITS: 

Assa buccuccia 
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Chi vuol vedere 

Donna voi mi parete 

Fami sicuro 

Io piango 

Latra traitora 

o vilanella 

o occhi manza ml a 

o faccia che rellegra 

Oime crudel 

Sta costante cor mio 

Sappi madonna 

S'io canto, tu mi spacci 

Vorria che tu cantassi 

2 . Vorria toceassi sempre 

3. Ch' io canteria 

Di mi donna crudel 

Fuggite amore 

Fuggi, fuggi desir 

Io piansi un tempo 

Io ti ringrati ' amor 

Madonna un Heremita 

Mill 'affanni e tormenti 

Na persona che va 

Poi ehe di si vil foco 

Quele oeehi tuoi lucenti 
, 

Raggi dov ' e il mio bene 

Sto' inamorato 

Su su ch ' el giorno e fuore 

Se Diana in el ciel 

Tra le pui belle nimfe 

Vivo in dolor, tormente 

Amanti miei 

Ogn'un s 'allegra 

Pasco mi sol di piante 

Quando 10 gallo 

Stella erudel 

Saporitella mia 
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six Latin motets for 5 , 6 , and 8 voices -

TEXT INCIPITS : 

Emendus in melius 

2. Peccavimus cum patribus nostris 

Omnes gentes plaudite 

2. Regnabit Deus 

Sancti spiritus adsit nobis 

2 , Quando machinam per verbum (a 4) 

3. Ergo nos supplicantes tibi 

Philomena praevia 

2. Veni dulcis amica 

Veni sancte Spiritus 

Adiuro vos filiae Ierusalem 

2 . Quo Abiit 

one Latin echo for 10 voices -

TEXT INCIPIT: 

Quae celebrat thermas 

in Livre de Melanges de C Le Ieune. A Anvers, De 

l'Imprimerie de Christofle Plantin 1585. A 

Dedication to FRANCOIS DE LA NOUE and a Privilege 

pour 1 'autheur accompany the collection . This 

anthology was republished in Paris by Le Roy and 

Ballard in 1586, 1587, and by Pierre Ballard in 

1607, when. however. the Dedication was omitted. 

SOURCES: 

Superius : Gdansk. Bibl. Polskiej Akad. Nauk7 

Paris, Bibl . Nat .. Res . Vm7 241 

Paris. Bibl .. Ste-Genevieve , Vm 74 

Contratenor: Gdansk. Bibl. Polskiej Akad. Nauk 

Paris. Bibl .. Ste-Genevieve . Vm 74 

7 It could not be ascertained whether all the voice parts are available 
at this source. 



Tenor: 

Bassus: 

Gdansk, Bibl . Polskiej Akad . Nauk 

Paris , Bibl . Nat. , Res. Vrn7 241 

Paris, Bibl., Ste-Genevieve, Vm 74 

Gdansk, Bibl . Polskiej Akad . Nauk 

Paris, Bibl . Nat., Res . Vm7 241 

Paris. Bibl., Ste-Genevieve. Vm 74 
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Qunita Pars: Gdansk. Bibl. Polskiej Akad . Nauk 

Paris. Bib l . Nat . , Res . Vrn7241 

Paris , Bibl., Ste-Genevieve , Vm 74 

Sexta Pars: Darmstadt , Hessische 

Hochschulbibliothek 

Landes- und 

Gdansk, Bibl . Polskiej Akad. Nauk 

Munich , Bay. Staatsbibliothek 

Paris , Bibl. Nat ., Res. Vrn7 241 

Paris , Bibl . , Ste-Genevieve, Vrn 74 

18. A re-edition of the Vingtdeuxieme Livre de Chansons 

(1583) . 

TEXT INCIPITS: 

Identical to those of no . 13. 

SOURCES : 

Superius : 

Contratenor : 

Tenor: 

Bassus: 

Lausanne , Bibl. A. Cortot . 59 MVP 

Paris , Bibl . Nat. Srnith-Lesou~f, Res. 

234(13) 

19. A re-edition of the Vingttroisiesme Livre de Chansons 

(1583) . 

TEXT INCIPITS: 

Identical to those of no. 14 

SOURCES : 

Superius: 

Contratenor: 

Lausanne, Bibl. A. Cortot, 59 MVP 

Paris , Bibl. Nat. Srnith-Lesou~f, Res . 

234(14) 



Tenor: 

Bassus : 

20. One chanson for 4 voices 

TEXT INCIPIT : 

En m ' oyant chanter 

and eleven airs for 4 voices -

TEXT INCIPITS: 

in 

Ah! tu me fais de desir mourirB 

Belle ma flamme a 1 'envie 

2 . 0 mon amy le feut chaut 

3. 0 que le fiel se rand doux 

Donnez moy quelque secours 

D ' un coeur fier le refus cruel 

Fiere cruelle en amour 

Las! je me plain . la je me deu 

Non coeur que d'enuitz . jusques icy'" 
. . . o que Je peusse a mon gre 

Si le lien se voit deffait 

Une puce j'ay dedans 1 ' oreill ' helas 

Vien belle . vien jol}er au boysl.O 

a slightly changed re-edition 

330 

of the 

Vingtquatrieme Livre d ' Airs et Chansons (1583). 

Further editions of this collection followed in 

1587 and 1591. All the above airs were also 

included in LE JEUNE ' s Airs of 1594 . 

SOURCES : 

Superius: Caen, Bibl . Municipale 

Contratenor : 

B This is an addition to the contents of the previous edition. 

". Here the secon:i part. Va traite amour, is omitted. 

l.0 Another addition. 



1586 

Tenor : Paris , Bibl . G . Thibault 

Bassus: 

21. Nine airs for 4 V01ces 

TEXT INCIPITS : 

Deliete, mignonette , pucelete 

Francine , Rosine , Nimfette 

J e le confesse Cupidon 

Je ne scay qUl t e meut 

Je vi prenant du plaisir 

La belle aronde messagere 

L'un et 1 'autre d ouleur d'amour 

2 . Un guerrir 

Plantons le may en ce joly mois 

Vive 1 'amour, v ive 1 ' amour l e flambeau 
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1n Vinctcinquieme Livre d'Airs et Chansons a 

quatre parties d'Orlande de Lassus et Cl. Ie 

Ieune . A Paris, par Adrian Ie Roy et Robert 

Ballard, 1585 . This collection was republished in 

1587 and all the above airs are also included 1n 

LE JEVNE's Airs of 1594. 

SOURCES : 

Superius: 

Cont ratenor: 

Tenor: Paris, Bibl. G. Thibault 

Bassus: 

22. The first re-edition of the Livre de Melanges de Cl. 

Le Ieune (1585) , published at Paris by Le Roy and 

Ballard. The title of the collection 1S slightly 

changed and now reads : Meslanges de la Musicque de 

Clau . Le Ieune. A 4.5.6.8. & 10 parties. Par Adrian Ie 

Roy, & Robert Ballard . Imprimeurs du Roy. M.D. LXXXVI . 

TEXT INCIPITS: 

Identical to those of no. 17. 

SOURCES : 
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Superius : London, British Library , B . 283 

Contratenor : London, British Library, B . 283 

Tenor: London , British Library , B . 283 

Bassus : London , British Library , B. 283 

Quinta Pars: London , British Library, B . 283 

Sexta Pars : London, British Library , B. 283 

23. The second re-edition of LE JEUNE ' s Meslanges (1586) . 

TEXT INCIPITS : 

Identical to those of nos . 17 and 22 

SOURCES : 

Superius : Paris , Bibl . Ste-Genevi e ve, Res Vm 64 

and Res Vm 65 

The Hague . Gemeentemuseum 

Contratenor: Paris, Bibl . Ste-Genevieve, Res Vm 64 

Tenor: 

Bassus: 

Quinta Pars : 

Sexta Pars: 

and Res Vm 65 

Paris , Bibl. Ste-Genevieve , Res Vm 64 

Paris , Bibl. Ste-Geneviev e, Res Vm 64 

and Res Vm 65 

Paris, Bibl. G. Thibault 

Paris , Bibl . Ste-Genevieve, Res Vm 64 

Tours, Bibl. de la Ville , A. F. III . 

450 

Paris , Bibl. Ste-Genevieve , Res Vm 64 

24. A re-edition of the Vingtquatrieme Livre d ' Airs et 

Chansons (1583) according to the slightly changed 

edition of 1585. 

TEXT INCIPITS : 

Identi c al to those of no . 20 

SOURCES: 

Superius : 

Contratenor : 

Tenor : 

Paris , Bibl. Nat . , Smith-Lesou~f , Res 

234 (15 ) 

Ttibingen, Univ . Bibl . ( formerly 
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Bassus : 
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Berlin) 11-

Paris. Bibl . Nat . . Smith-Lesou~f. Res 

233 (6) 

25. A re-edition of the Vingtcinquieme Livre d'Airs et 

Chansons (1585). 

TEXT INCIPITS: 

Identical to those of no. 21 

SOURCES: 

Superius: 

Contratenor: 

Tenor: 

Bassus: 

Paris. Bibl. Nat .. Smith-Lesou~f, Res 

234 (16) 

Ttibingen. 

Berlin)12 

Univ. Bibl. ( formerly 

Paris. Bibl . Nat . . Smith-Lesou~f. Res 

233 (7) 

26. The last edition of the Vingtquatrieme Livre d'Airs et 

Chansons (1583) . 

TEXT INCIPITS: 

Identical to those of nos 20. and 24 . 

SOURCES: 

Superius: 

Contratenor: 

Tenor: Brussels. Bibl. Royale . II 31742 A"3 

Bassus : 

27. One Italian canzonetta and one chanson spirituelle, 

11 Originally preserved at the Preussische Staatsbibliothek in Berlin, 
this part was assumed lost in World War II. I am indebted to Dr . Virneisel. 
during the 1960's attached to the University Library of Ttibingen (where he was 
in charge of the depot of material saved from Berlin). for tracing it to the 
present source. 

12 The same applies as for footnote 11. 

13 The title page of this voice part is missing. 
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arranged for lute 

TEXT INCIPITS (of the vocal forms): 

Su su che'l giorno 

Susanne un jour14 
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in Novum pratum musicum longo amoenissimum. cujus 

spatiotissimo. eoque incundissimo ambitu (praeter 

varii generis aytomata. seu phantasias) 

comprehentundur selectissimi diversorum autorum et 

ideomatum madrigales. cantiones. & moduli 4. 5 & 6 

vocum ... Omnia ad testudinis tabulaturam tideliter 

redacta. per id genus musices experientissimum 

artificem Emanuelem Hadrianum antverpiensem ... Tum 

etiam methodus ad omnes omnium tonorum cantiones. 

in gratiam illorum. qui in hac arte mediocriter 

versati ... Opus plane novum, nec hactenus editum. 

Ex cudebet Petrus Phalesius sibi & Ioanni Bellero 

: Antverpiae. 1592. 

SOURCES: 

Arras. Bibl. Municipale 

London . British Library. K. 8. g . l. 

Paris. Bibl. Mazarine. cote 4742 

Paris. Bibl . Nat ., Res . Vm? 498 

28. Thirty-two airs en musique mesuree for 4 and 5 voices-

TEXT INCIPITS: 

* 
• 

Ah tu me fais de desir mourir 

Belle la flamme a 1 'envie 

2. 0 mon amy 

3. 0 que Ie fiel 

Bien que soit Ie tourment 

Cruelle scais tu pourquoy 

Donnez moy quelque secours 

D'un coeur fier Ie refus 

Deliette magnonette 

14 The second setting (a 5) from the Livre de Melanges of 1585. 



* 

* 
* 

Donques tu te vas mourant 

Fiere cruelle en amour 

Francine Rosine nimphet te 

Je Ie confesse Cupidon 

Je ne scay qui te meut 

Je vi prenant du plaisir 

Las ! je me plain 

La belle Aronde messagere 

L'un & 1 'autre douleur d'amour 

2. Un guerri er 

Lorsque mouroy de t 'aymer 

Marchez valeureux les hazars 

2. 5i desirez los 

3. Or allez donc 

Mon coeur que d'enuis 

* Muse honorons de ta chanson 

* 

* 

* 

* 

- ~ o que je peusse a mon gre 

Rose, royne des fleurs 

Plantons Ie may en ce jo ly mois 

Point ne scay pourquoy 

2. Mon coeur qui brusle 

5i Ie lien se voit deffait 

5i onques le feu de I 'amour 

2. Jamais d'amour 

3. Heureux trois fois 

5i Jupiter s 'avisoit faire 

Vien belle vien jouer 

Vive I 'amour, Ie flambeau 

Une puce j'ay dedans I 'oreiI1' helas 

* Vous que I 'amour n'a touche 

2. Ah.' que je suis mal ' heureux 

3. Vous qui I e fort 

* Victoir' aUx vainqueurs 

in Airs, mis en musique a quatre & cinq 

Par CI. Le Ieune. A Paris, par Adrian Ie 

335 

parties. 

Roy & la 
veufeu R. Ballard, 1594 . The airs preceded by an 

asterisk appear here for the first time ; the 

others were already included in the Vingtquatrieme 
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Livre and the Vingtcinqieme Livre (1585). 

SOURCES: 

Superius : Brussels . Bibl. Royale. 7<> c l. V.K. 

Plan 

Wolfenbtittel. Herzog 

5 . 2 . Mus. ( 6 ) 

August Bibl. 

Contratenor: Brussels. Bibl . Royale . 7<> cl. V. K. 

Plan 

Tenor : Brussels. Bibl. Royale. 7<> cl. V. K. 

Plan 

Bassus : 

29. One Italian canzonetta for 4 voices 

TEXT INCIPIT: 

Vorria che tu cantassi 

2. Vorria tocassi sempre 

3. Ch'io canteria 

in II vago alboreto di madrigali et eanzoni a 

quattro voei di diversi eecelentissimi autori. 

Novamente raccolti et posti in luce. Anversa. 

Pietro Phalesio. 1597 . LE JEUNE's contribution 

originally appeared in his Livre de Melanges 

(1585) . 

SOURCES: 

Superius: Brussels . Bibl. Royale. Fetis 2296 

AL . P . 

Contratenor: Brussels, Bibl. Royale . Fetis 2296 

AL . P . 

Regensburg, Proskesche Musikbibl . , 

A.R. 218 

Tenor : Brussels. Bibl. Royale . Fetis 2296 

AL. P. 

Regensburg . Proskesche Musikbibl .• 

A.R. 218 

The Hague, Gemeente Museum 

Bassus : Brussels. Bibl . Royale. Fetis 2296 
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AL. P . 

Regensburg . 

A. R. 218 

Proskesche Musikbibl ., 

The Hague, Gemeente Museum 

30 . F i ve chansons for 4 , 5 and 6 voices 

TEXT INCIPITS : 

Elle n ' eust s c eu (a 6 ) 

En m'oyant chanter (a 4) 

Las il n'a nul mal (a 5) 

Rossignol mon mignon (a 5) 

Tu ne 1 'enten pas la la la (a 4 ) 

in Le Rossignol Musical des Chansons de 

Diverses et excel lens autheurs de nostre 

temps. A quatre, cinq et six parties. 

Noevellement recueille & mises en lumier. 

Anvers, par Pierre Phalese, 1597 . All of 

these chansons appeared in LE JEVNE's Livre 

de Melanges (1585) . 

SOURCES : 

Superius: Gdansk, Bibl. Polskiej 

Contratenor: Gdansk, Bibl. Polskie'j 

Tenor : Gdansk. Bibl . Polskiej 

Uppsala, Univ. bibl . , 

tr. 966 

Bassus : Gdansk , Bibl . Polskiej 

Qunita Pars : Gdansk, Bibl. Polskiej 

Sexta Pars: Gdansk, Bibl . Polskiej 

31. Twelve psalm motets for 2 to 7 voices -

TEXT INCIPITS : 

Akad . 

Akad. 

Akad . 

Utl . vok . 

Akad. 

Akad . 

Akad . 

(Ps 138) Il faut que de tous mes esprits (a 5) 

2 . Car tu as fait (a 5) 

mus . 

3. Et de Dieu ainsi que je fa i s (a 5) 

4 . Si au milieu d ' aversite (a 5) 

(Ps 35) Deba c~ntre mes debateurs (a 5) 

2 . De honte soient t ous ( a 5 ) 
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3 . Tous chemin soient glissans (a 5) 

4 . Soit le meschant a despourveau (a 5) 

5 . ILors diront tous les os de moi (a 3) 

6 . ILe mal pour le bien m' ont rendu (~ 

3) 

7. J 'alloi courhe, comme feroit (a 4) 

8. Contre moi ont grince les dents (a 4) 

9 . Sus, je te henirai , mon Dieu (a 5) 

10. Car de nois' ils parlent tousjours (a 
5) 

11. Seigneur , tu les a veu aussi (a 6) 

12. Et qu'ils n'aillent disans entre eux 

(a 6) 

13. Mais tout pl aisir puiss' advenir (a 
7) 

(Ps 45) Propos exquis faut que de mon coeur (a 5) 

2. 0 le plus fort (a 5) 

3. Tes dards luisans (a 6) 

4 . De tes habits les plis (a 4) 

5. Escoute fill' en heaute (a 3) 

6 . Peuples de Tyr (a 5) 

7 . Ne plain in done point (a 6) 

(Ps 23) Mon Dieu me plaist (a 5) 

2 . Si seurement (a 5) 

3 . Tu oins mon chef (a 6) 

(Ps 102) Seigneur, enten ma requeste (a 5 ) 

2. Car ma Vle est consumee (a 5) 

3. Mes os et ma peau (a 4) 

4. Comme durant son vefvage (a 4) 

5. Au lieu de pain (a 5) 

6. Mes jours passent (a 5) 

7 . Tu te releveras donques (a 3) 

8 . Car jusqu ' aux pi erre (a 5) 

9 . Car Sion toute desfaite (a 5) 

10. En registre sera mise (a 2) 

11. Car le Seigneur dehonnaire (a 
12. A fin que de Dieu (a 5) 

13. Voyant ma force amortie (a 6) 

14. La terre as faite et assise (a 

5) 

6) 
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15 . Comme une robe qu'on porte (a 7) 

16. Et pourtant. se10n ta grace (a 7 ) 

(Ps 51 ) Mi seri corde au povre vicieus (a 5) 

2. Car de regret mon c oeur (a 5) 

3. Relas ! J e sai. et si 1 'ai tousjours 

(a 5) 
, 

4 . D ' hysope donc par t o i (a 5) 

5. Tu as eu 1 'oei 1 (a 4) 

6 . De ton regard (a 3) 

7. Lors seu1ement ne suyvrai (a 2 ) 

B. Ra! Seigneur Dieu (a 6) 

9. Le sacrifice agreab1e (a 6 ) 

(Ps 124) Or peut bien dire (a 5) 

2 . Pi eca fussi ons vi fs devorez (a 5) 

3 . Par dessus nous leurs gros (a 6) 

4. Comme 1 'oiseau du file (a 6) 

CPs 60) 0 Di eu qui no us as deboutez (a 5) 

2 . Ton peup1e as traite rudement (a 5 ) 

3 . Or donc a fin que tes amis (a 5) 

4. De Galaad 1a region (a 5) 

5 . Les Moabites au surplus (a 3) 

6. Mais par qui serai-je en seurte 
, 

(a 6) 

7 . Donne-nous ton secours d'enhaut (a 6) 

CPs 46) Des qu'adversite nous offense (a 5) 

2. Voire deussent 1es caux profondes (a 
5) 

3. I1 est certain . 

(a 6) 

qu'au milieu d'e11e 

4 . Venez . contemp1ez en vous-mesmes (a 
5) 

5. Conclusion . le Dieu des armes (a 6) 

(Ps 76) C ' est en Judee proprement (a 5) 

2 . La voit-on par lui fracassez (a 5 ) 

3 . On a pi 11 ~ comme endormis (a 5) 

4. Tu es terrible et plein d ' effroi (a 
5) 

5 . Alors. 6 Dieu. tu te levas (a 3) 

6 . Que1que jour tu viendras trousser (a 
6) 
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7. Offrez vos dons a 1 ui qui est (a 6) 
, 

Tes jugemens , Dieu veritable (a 5) 

2. Les peuples verront aUx 

5) 

, 
montagnes (a 

3 . Ainsi un chacun et chacune (~ 5) 

4 . Lui regnant. fleuriront par voye (a 
5) 

5. Ethiopes viendront grand ' erre (a 3) 

6. Tous autres Rois viendront sans doute 

(a 5 ) 

7. Aux affilez et miserables (~ 5) 

8. Chacun vivra: 1 'or Arabique (a 5) 

9. Fleurira la troupe civile (a 5) 

10. Toutes nations asseurees (a 6) 

(Ps 110) Le Tout-puissant a mon Seigneur (a 5) 

2. De son bon gre ta gent bi en disposee 

(a 5) 

3. A ton bras droit, Dieu ton Seigneur 

et Pere (a 3) 

4. Sur les Gentils exercera justice (a 
6) 

in Dodecacorde contenant douze Pseaumes de David, 

mis en musique selon les douze modes approuvez des 

meilleurs Autheurs anciens & modernes a 2.3.4.5.6. 

et 7 voix . Par Claud. Le leune, Compo~teur de la 

Musique de la Chambre du Roy. A La Rochelle , par 

Hierosme Haultin, 1598. Several documents of 

interest are attached to this edition . These 

include : 

* 

* 
* 

* 

a Dedication by LE JEUNE to HENRI TURENNE, 

Duc DE BOUILLON; 

a Privilege du Roy; 

a Document issued by the States General of 

the Netherlands authorizing LE JEUNE to 

publish and sell Psalmen . . . ende alsulcke 

andere Musique 

gekomposeerd; 

boucken als hij heeft 

six short laudatory poems by ODET DE LA 
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, 

NOUE. AGRIPPA D'AUBIGNE. CLAUDE DANTONET, 

CONSTANT D'AUBIGNE. and JEREMIE BOISSEUL; 

an engraved portrait of the composer, with 

an inscription in the oval frame: Species 

Claudii Iunii Valentini Belgae Anno MD X 

CVII!; below the portrait appear the lines 

a 

En son escrit paroist le vif de son 

esprit 

Sa vr aie forme , ainsi j e vo id en son 

escrit ; 

Canon, Ultimi erunt primi et primi 

ul timi (Fugue double a 4): Chantez en 

exultation au Dieu qui habit' en Sian . 

SOURCES'-" : 

Dessus: Augsburg, Staats- und Stadbibl. , 40 

Tonk . Schl. 249 

Paris . Bibl . Nat ., Res . Vm1.. 41 

Paris, Bibl. Ste-Genevieve. Res. Vm 

69 

Hautecontre: Ntmes, Bibl . Seguier , cote 55 

Taille : 

Paris , Bibl . Nat., Res. Vm1.. 41 

Paris, Bibl. Ste- Genevieve , Res . Vm 

69 

Zuos , Gemeindearchiv 

Paris , Bibl. Nat .. Res. Vm'- . 41 

Paris , Bibl . Ste-Genevieve, Res. Vm 

69 

Washington Library of Congress 

Bassecontre : Paris , Bibl. Nat. , Res . Vm1.. 41 

Paris, Bibl . Ste-Genevieve. Res . Vm 

69 

Cinquiesme: 

Washington Library 

Augsburg, Staats­

Tonk, Sch I. 250 

of Congress 

und Stadtbibl .. 

1.0 A copy is also available at Norrk~ping (Stadsbiblioteket); however. it 
could. as yet, not be ascertained. whether this is complete or only comprising 
some of the voice parts. 
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Sixiesme: 
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Par is . Bibl. Nat .. Res . Vm 1 . 4 1 

Paris , Bibl. Ste- Genevieve, Res. Vm 

69 

Zuos, Gemeindearchiv 

Augsburg, Staats- und Stadtbibl .. 4 0 

Tonk , Sch I . 25 0 

N1mes. Bibl . Seguier. cote 55 

Paris . Bibl . Nat . . Res . Vm 1 • 41 

Paris . Bibl . Ste-Genevieve. Res. Vm 

69 

Washington Library of Congress 

32 . A re-edition of Le Rossignol musical (1597). 

TEXT INCIPITS : 

Identical to those of no . 30 

SOURCES: 

Su~rius: Brussels, Bibl. Royale, Fetis 2315 

R. P. 

Contratenor: Brussels. Bibl. Royale. Fetis 2315 

R. P . 

Tenor: Brussels , Bibl . Royale , Fetis 2315 

R. P . 

Bassus: Brussels , Bibl . Royale , Fetis 2315 

R. P. 

Quinta Pars : London , Library of Westminster Abbey, 

CF . 50 (5) 

Sexta Pars : Brussels , Bibl . Royale , Fetis 2315 

R. P . 

33 . One hundred and fifty homophonic settings of the 

Genevan Psalter for 4 vo ices -

TEXT INCIPITS: 

Ps 1 Qui au conceil des malins n ' a este 

Ps 2 Pouquoy sont bruit & s ' assemblent les 

gents 

Ps 3 0 Seigneur que de gents 

Ps 4 Quand je t ' invoque, helas! escoute 

Ps 5 Aux paroles que je vieux dire 

\ 



Ps 6 Ne vueil1e pas. 6 Sire 

Ps 7 Mon Dieu . j'ay en toy esperance 

Ps 8 0 nostre Dieu . & Seigneur amiable 

Ps 9 De tout mon coeur t ' exa1teray 
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Ps 10 Dou v ient ce1a. Seigneur . 

supp1i 

je te 

Ps 11 Veu que du tout en Di eu mon coeur 

s ' appuye 

Ps 12 Donne secour. Seigneur . i1 en est 

heure 

Ps 13 Iusques a quand as estab1 i 

Ps 14 Le to1 malin en son coeur dit & croit 

Ps 15 Qui est-ce qui conversera 

Ps 16 Sois moy. Seigneur. ma garde & mon 

appuy 

Ps 17 Seigneur. enten a mon droi ct 

Ps 18 Ie t 'aymeray et toute obeissance 

Ps 19 Le cieux en chacun lieu 

Ps 20 Le Seigneur te priere entende 

Ps 21 Seigneur. 1e Roy s'esjoire 

Ps 22 Mon Dieu. Mon Dieu . pourqoy m'as tu 

1aisse 

Ps 23 Mon Dieu me paist so uS sa puissance 

haute 

Ps 24 La terre au Seigneur appartient 

Ps 25 A toy mon Dieu . mon coeur monte 

Ps 26 Seigneur. garde mon droict 

Ps 27 , Le Seigneur est 1a c1arte qui 

m ' addresse 

Ps 28 0 Dieu . qui est ma torteresse 

Ps 29 Vous tous Princes & Sel'gneurs 

Ps 

Ps 

Ps 

30 

31 

32 

Ps 33 

Ps 34 

Ps 35 

Ps 36 

o Seigneur. 

I ' aymis en 

o bien 

commises 

puis que m'as retire 

toy mon esperance 

heureux ce1 uy dont 

Resvei I1ez vous chacun tidele 

I'amais ne cesseray 

Deba contre mes debatteurs 

Du mal ins Ie meschant vouloir 

1es 



Ps 37 

Ps 38 

Ps 39 

Ps 40 

Ps 41 

Ps 42 

Ps 43 

Ps 44 

Ps 45 

Ps 46 

Ps 47 

Ps 48 

Ps 49 

Ps 50 

Ps 51 

Ps 52 

Ps 53 

Ps 54 

Ps 55 

Ps 56 

Ps 57 

Ps 58 

Ne soit fasche si durant ceste V1e 

Las! en ta fureur aigue 
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I'ay dit e n moy, de pres ie viseray 

Apres avoir constamment attendu 

o bien heureux qui juge sagement 

Ainsi qu'on oyt Ie cerf bruire 

Revenge moy, pren 1aquerelle 

Or auons nous de nos aurei1les 

Propos exquis faut que demon coeur 

Des qu ' adversite nous offense 

Or sus, tous humains 

C 'est en sa tressaincte cite 

Peuples oyez, & 1 ' aureille prestez 

Le Dieu, Ie Fort , 1 'Eternel par1era 

Misericarde au poure vicieux 

Di moy mal heureux 

Le fol malin en son coeur & croit 

o Dieu tout puissant, sauve moy 

Exauce , 0 mon Dieu , ma priere 

Misericorde a moy poure afflige 

Aye, pitie, aye pitie de moy 

Entre vous Consei1lers 

Ps 59 Man Di eu, l ' ennemi m' environne 

Ps 60 0 Dieu qui nous as deboutes 

Ps 61 Enten a ce que 1e crie 

Ps 62 Mon ame en Dieu tant seulement 

Ps 63 0 Dieu! n'ay Dieu fors que toy 

Ps 64 Enten a ce que je vuei 1 dire 

Ps 65 0 Dieu, la gloire , qui t'est deu~ 

Ps 66 Or sus lou~z Dieu tout Ie monde 

Ps 67 Dieu nous soit doux & favorable 

Ps 68 Que Dieu se monstre seulement 

Ps 69 Helas ! Seigneur, j e te pri' sauve moy 

Ps 70 0 Dieu , ou mo n espoir i'ay mis 

Ps 71 I ' ay mis en toy mon esperance 

Ps 7 2 Tes iugements, Dieu veritable 

Ps 73 Si est-ce que D1-eu est tresdoux 

Ps 74 D'ou vient , Seigneur, que tu nous as 

Ps 75 0 Seigneur, loue sera 



Ps 76 

Ps 77 

Ps 78 

Ps 79 

Ps 80 

Ps 81 

Ps 82 

Ps 83 

Ps 84 

Ps 85 

Ps 86 

Ps 87 

Ps 88 

Ps 89 

Ps 90 

Ps 91 

Ps 92 

Ps 93 

Ps 94 

Ps 95 

Ps 96 

Ps 97 

Ps 98 

Ps 99 

Ps 100 

Ps 101 

Ps 102 

Ps 103 

Ps 104 

Ps 105 

Ps 106 

Ps 107 
Ps 108 

Ps 109 

Ps 110 

Ps 111 

Ps 112 

Ps 113 

C'est en iudee proprement 

ADieu ma V01X i'ay hausse 

Sois ententif, mon Peuple 
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Les gens entrez sont en ton heritage 

o Pasteur d'israel 

Chantez, chantez gayement 

Dieu est assis en 1 ' assemblee 

o Dieu, nesoit plus a recoy 

o Dieu des armes conbien 

Avec les tiens , Seigneur, tu as faix 

Mon Dieu, preste-moy 1 'aureille 

Dieu pour fonder son tresseur 

habitade 

o Dieu eternel, mon Sauveur 

Du Seigneur les bontez 

Tu as este Seigneur, nostre retraite 

Quien la garde du haute Dieu 

o que c'est chose belle 

Dieu est regnant 

o Eternel, Dieu des vengeances 

Sus, esgayons nous au Seigneur 

Chantez a Dieu chanson nouvelle 

L'Eternel est regnant 

Chantez a Dieu nouveau cantique 

Or est maintenent L'Eternel regnant 

Vous tous qUl la terre habitez 

Vouloir m'est pris de mettre 

Seigneur, enten ma requeste 

Sus, lo~ez Dieu mon ame 

Sus, su~mon ame 

Sus, qu'un chacun de nous sans cesse 

Lo~ez Dieu , car il est benin 

Donnez au Seigneur gloire 

Mon coeur est dispos 

o Dieu, mon honneur, & ma gloire 

L'Omnipotent a mon Seigneur & Maistre 

Du Seigneur , Dieu en tous 

o bien heureuse la personne 

Enfans qui 1 e Seigneur servez 
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Ps 114 Quand Israel hors d 'Egypte fortit 

Ps 115 Non point a nous 

Ps 116 L 'aime mon Dieu 

Ps 117 Toutes gens louez le Seigneur 

Ps 118 Rendez aDieu louange & gloire 

Ps 119 

Ps 120 

Ps 121 

Ps 122 

Ps 123 

Ps 124 

Ps 125 

Ps 126 

Ps 127 

Ps 128 

Ps 129 

Ps 130 

Ps 131 

Ps 132 

Ps 133 

Ps 134 

Ps 135 

Ps 136 

Ps 137 

Ps 138 

Ps 139 

Ps 140 

Ps 141 

Ps 142 

Ps 143 

Ps 144 

Ps 145 

Ps 146 

Ps 147 

Ps 148 

Ps 149 

Ps 150 

Bien heureuse est la personne 

A lors qu'affliction me presse 

Vers 1 es monts i' ay 1 eve mes yeux 

Incontinent que i ' eu ouy 

A toy. & Dieu, est 1a haut au c ieux 

Or peut bien dire Israel 

Tout homme qui son esperance 

Alors que de captivite 

On a beau sa maison bastir 

Bien heureux est qui conques 

Des ma ieunesse ils m ' ont fait 

Du fons de ma pensee 

Seigneur. ie n ' ay point le coeur fier 

Vueilles. Seigneur. estre recors 

o combien est plaisant 

Or sus . serviteurs du Seigneur 

Chantez de Dieu 1e renom 

Lou~z Dieu tout hautement 

Estant assis aux riues aquatiques 

I1 faut que de tous mes esprits 

o Dieu , tu cognois qui i e suis 

o Dieu, donne moy deliverance 

o Seigneur . a toy ie m'escrie 

lay de ma voix d Dieu crie 

Seigneur Dieu. oy 1 'oraison mienne 

Loue soit Dieu. ma force 

Mon Dieu. mon Roy 

Sus. mon ame . qu'on benie 

Lou~z Dieu. car c'est chose bonne 

Vous tous 1es habitants 

Chantez a Dieu chanson nouvelle 

Or soit loue 1 'Eternei 

in Les centcinquante Pseaumes de David mis en 
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musique en quatre parties. Par Claudin Ie Ieune. A 

Paris. par Ballard. 1601. The title is not quite 

correct . since twelve psalms are set for five 

voices. (This was corrected in later editions to 

read Les CL Pseaumes de David ... a quatre & cinq 

parties. etc. ) These psalms are without own 

melodies and. in order to avoid repetitions which 

would result from the limited possibilities of a 

homophonic setting. the cantus firmus is. In these 

cases given to a fifth voice instead of t o the 

Tenor . The psalms in question are: 

Ps 67 using the melody of Ps 33 

Ps 69 " " " " Ps 51 

Ps 70 " " " " Ps 17 

Ps 72 " " " " Ps 65 

Ps 82 " " " " Ps 46 

Ps 86 " " " " Ps 77 

Ps 90 " " " Ps 78 

Ps 95 " " " " Ps 24 

Ps 111 " " " " Ps 34 

Ps 118 " " " Ps 66 

Ps 139 " " " " Ps 30 

Ps 142 " " " " Ps 100 

These "note-against-note" settings were reprinted 

many times in different countries. 

SOURCES: 

Superius: 

Hautecoutre: 

Taille: 

Bassus: 

Quinquiesme: 

Paris . Bibl. de la Societe d'Histoire 

du Protestantisme franyais 

Paris. Bibl . de la Societe d'Histoire 

du Protestantisme franyais 

Rouen. Bibl . de la Ville. I 3172 

(3138) 

34. Five Italian canzonettas. one chanson spirituelle. and 

one chanson . arranged for lute -
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TEXT INCIPITS (of the original vocal forms) : 

Voria che tu c antassi 

2 . Vorria tocassi sempre 

Susanne un jour (I I) 

Raggi dov ' e il mio bene 

Madonna en Eremit ' 

Stella crudel 

Amanti mel 

Elle n ' eust sceu 

in Florida, sive cantiones, e quam plurimus 

praestantissimorum nostri aevi musicorum libris 

selectae. Ad testudinis usum accomodatae ... 

Ioachim Van Den Hove, Antwerpiani ... Utrecht. apud 

S. de Roy et J . G. de Rhenen, 1601. All of these 

pieces originally appeared in LE JEVNE's Livre de 

Melanges (1585). 

SOURCES : ]'6 

Oxford . Library of Christ Church. 800 

The Hague . Gemeente Museum 

Vienna, Osterreichische National-

bibliothek. SA 76 A 22 

35 . Fifty psa l m settings for 3 voices 

TEXT INCIPITS: 

Identical to those of Pss. 1-50. given under 

no. 33 

In Premier Livre, contenant cinquante Pseaumes de 

David, mis en musique en III parties par ClaUd. Le 

Ieune. Nativ de Valentienne, Compositeur de la 

Musique de la Chambre 

Ballard & son Fils 

du Roy. A Paris . par R. 

Pierre Ballard , 1602. The 

].6 Emil 13000 : Bibliogrw:tJie der Musik-Druckwerke bis 1700 welche in der 
staadbibliothek. der Bibliothek des Academischen Instituts fIjr Kirchenmusik 
und der K1:':migl. und Universit'atsbibliothek zu Breslau aufbewahrt werden, 
Berlin. 1883 . pp. 183-184. also reflects a copy which is today presumably kept 
in the Biblioteka Uniwesytecka at Wroclaw: this source could not be verified . 
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melodies of the Genevan Psalter are woven into 

these polyphonic-melismatic settings . This 

collection appeared posthumously and was dedicated 

by t he composer's sister, CECILE LE JEUNE, to 

LOUISE of NASSAU~7. 

SOURCES: 

Haute: 

Moyenne: 

Basse : 

Paris, Bibl . Nat . Res. Vm~. 42 

Washington. Library of Congress 

London, British Library, B. 283. a 

Paris , Bibl. Nat. Res. Vm~. 42 

London, British Library, B. 283. a 

, 
36. Thirty-three airs en musique mesuree 

TEXT INCIPITS: 

A 1 ' aid. Ii 1 'aid helas 

A sa chut' i 1 se va dejeter 

Bien fol est qui perd le sens 

Brunelette, joliette, m'amourette 

eigne ie suis de candeur 

Ce n'est que fiel. ce n'est qu'amer 

Ces amoureus n'ont que douleur et tourment 

Dame ie viens fer ' homag' a ta beaute 

* D'un coeur fier le refus cruel 

D'une coline m ' y proumenant 

Doucete, sucrine. toute de miel 

* Francine, r6zine 

Je 1 'ay, ie 1 'ay la belle fleur 

* Je ne say qui te meut 

Je soupi rois , et je plorois 

... La bel Aronde 

La bele gloire, le bel' honeur doner 

La brunelette violette reflorit 

Laisse faire , laisse faire 

Le bandoulier vole 1 'argent 

L'un emera le violet 

~7 Wife of the Prince Elector of the Palatinate and daughter of William 
of Orange and Charlotte de Bourbon. 



Mes y eux ne cesseront i ' point 

* 0 R6ze . reyne des f 1eurs 

Patoure 11 es i 01 i thes 

Perdre 1e sens devant vous 

Quand 1e s olei1 se vient lever 

Que null ' etoil1e sur nous 

Qui conq' l' amour noma l' amour 

Revecy ven i r du printans 

* Si Iupiter s 'avizoit 

Tu peus de moy te passer 

Vivre t out pensif. defiant . et depit 

Voicy 1e verd et beau may 

and six polyphonic chansons -

TEXT INCIPITS : 

Amour . quand fus-tu ne? (Dialogue a 7) 18 

Du trist hyver (a 5) 
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2 . Flore s ' emai11 ' et et parfume de grace (a 
5) 

3 . Ore Venus a 1 'amoureuze fa c e (a 5) 

4 . Son filz Amour qui a vole des cieus (it 5 ) 

5 . Les c 1aires nuits (a 5 ) 

6 . A tout i1 est (a 5) 

7. Chanson he1as! ( it 5) 

Le Chant de 1 ' a10uette19 

l. Or SUS; or sus. v ous dormes trop (a 
2 . La genti 11 ' A10uett ' avec son tire 

5) 

3 . Lire lire lire lire (a 5 ) 

Le Chant du r ossignol.2O 

5) 

lire (a 

18 This is a parody of Willaert ' 5 Olando nacest ' amor (from his Musica 
Nova . 1559); the French translation is by Desportes . 

19 This is an arrangement of Jannequin ' s well-known chanson a 4 . Le Jeune 
added a f ifth voice throughout. while the second p;trtie is entirely his own . 

20 Also an arrangement of an original a 4 by Jannequin. Le Jeune again 
added a fifth voice throughout. while the fourth p;trtie. and probably also the 
fifth and sixth sections . are his own . 
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1. En ecoutant 1e chant me10dieus (a 5) 

2. Tous, tous, tous, veui 11 es estre soigneus 

(i~. 5 ) 

3 . Fuyes. fuyes. fuyes gens 

me1anco1ieus (a 5) 

4. Le peint Chardoneret (a 5) 

5 . o Dieu conbien de fois (a 5) 

6. I1 me semble qu ' encor' (a 5) 

Ma mignonne le me plain (a 4) 

2. Ma mignonne si c'estoit (a 2) 

3. Ma mlgnonne ce qUl fait (a 3) 

4. Ma mignonne 
. , 

1 'ay este (a 4) 

5. Ma mlgnonne ie n ' ay point (a 5) 

6. Ma mignonne voudries vous (a 6 ) 

7. Ma mignonne puis qu'i1 faut (a 7 ) 

8. Ma mignonne ie voy bien (a 8) 

Voicy du gay printemps (a 4) 

2. Le dieu Mars et 1 'amour (a 4) 

In Le Printemps de Claud. Le Ieune, natif de 

Valentienne, Compositeur de la Musique de la 

Chambre du Roy, a deux, 3.4.5.6 . 7. et 8 parties. A 

Paris. par R . Ballard & son Fils P ierre Ballard. 

1603. Six of the works contained in this 

col lection (designated by an asterisk) were 

already inc luded i n LE JEUNE ' s Airs, mis e n 

musique a 4 & 5 parties (1594) . Documents of 

interest attached to the present edition are : 

* 

* 

a Dedication by CECILE LE JEUNE to JAMES I 

of England ; 

three eulogistic poems 

ODET DE LA NOVE. 

by 

and 

NICOLAS RAPIN . 

ARTUS THOMAS . 

Se igneur D' AMERY, respect i ve I y ; 

* a Preface sur 1a musique mesuree ; 

* a Preface Au Lecteur; and 

* the portrait of LE JEUNE from the 
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Dodecacorde (1598) . 

SOURCES : 

Dessus: London . British Library, R .M. i5 . b.i 

(2 ) 

Oxford Library of Christ Church, 10~7 

Paris. Bibl. Ste-Genevieve. Vm 66 

Hautecoutre: Brussels, Bibl. Royale 

London. British Library , R.M. i5. b.i 

(2 ) 

Oxford Library of Christ Church, 10~e 

Paris , Bibl. Ste-Genevieve, Vm 66 

Ste-Genevieve , Vm Taille: Paris, Bibl. 

Bassecontre : Munich. Bay. Staatsbibliothek 

Paris. Bibl. 

Cinquiesme : Paris, Bibl . 

Sixtesme : Paris, Bibl. 

37. Eight Italian canzonettas 

TEXT INCIPITS : 

Amanti mei (a 6) 

Ste-Genevieve. 

Ste-Genevi"eve, 

Ste-Genevieve. 

Di mi donna crude1 (a 5 ) 

Fuggite amore (a 5) 

Fuggi , fuggi desir (a 5 ) 

Pasco mi sol (a 6) 

Quando 10 ga110 (a 6) 

Madonna un Eremi t (a 5) 

Stella crude1 (a. 6) 

and one Latin motet for 6 VOlces -

TEXT INCIPIT : 

Philomena praevia 

2. Veni ducis arnica 

Vm 

Vm 

Vm 

66 

66 

66 

66 

in Nerfi d'orfeo, di eccelentiss Autori a 

cinque et sei voci. Nouamente con ogni diligentia 

raccolti, & sequendo l'ordine de suoi toni posti 

in Luce . In Leida, Appresso Henrico Lodowico de' 

Haestens, 1605. All of the above pieces are from 
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LE JEUNE's Livre de Melanges (1585) . 

SOURCES : 

Superius : Oxford Library of Christ Church. 1035 

Paris. Bibl . Nat . . Res . Vm7 . 22 

Contratenor : Amsterdam. Openbare Muziekbibliotheek 

Oxford Library of Christ Church. 1036 

Paris . Bibl. Nat .. Res . Vm7 . 22 

Tenor: 

Bassus : 

Oxford Library of Christ Church. 1037 

Paris . Bibl. Nat . . Res. Vm7. 22 

Amsterdam. Openbare Muziekbibliotheek 

Oxford Library of Christ Church. 1038 

Quinta Pars: Oxford Library of Christ Church. 1039 

Paris. Bibl. Nat . . Res . Vm7 . 22 

Sexta Pars : Ox ford Library of Christ Church . 1040 

Paris. Bibl . Nat . . Res . Vm7 . 22 

Twenty-four psalm settings en musique mesuree -

TEXT INCIPITS: 

(Ps 1) Combien a d'heur 1 'homme dont 

coeur (a 4) 

(Ps 9) C'est a ce coup. grand Di eu (a 4 ) 

(Ps 3) Dieu . quel amas 

elegiaque) (a 6) 

Dieu saura le salut (a 7) 

(Ps 14) Dans soy pense le sot (a 4) 

Ie 

2. Tels ouvriers de mechancete (a 

(Ps 4) 

(Ps 7) 

(Ps 8) 

(Ps 13) 

4) 

Enten de mas plaits 

En toy. Dieu bon et grand (a 4) 

Grand Dieu nostre Seigneur (a 4) 

2. Pour chef mesme Je mis (a 4) 

Iusqu ' a quand tout en courous (a 4) 

2 . Ren, Seigneur. mon oe i l trouble 

(a 4) 

(Ps 5) L 'oreille " Dieu (a 5) 

(Ps 136) Loue'-tous ce Dieu (two ch oirs, 

each a 4 ) 

(Ps 11) Moy qui vois en Dieu (a 4 ) 
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(Ps 115) Non. non a nous (a 5) 

2. Mais ce que vont adorer (a 6) 

3 . Ceus 1a qui font (a 6) 

4. Vous qui craignez (a 6 ) 

(Ps 3) 0 Dieu qu ' i1s sont creus (a 5) 

(Ps 88) o Seigneur. j ' espars (a 2) 

2 . Dans 1e ventre obscur (a 3) 

3 . Veus tu don c . 6 Dieu (a 4) 

4 . Suis-je donc forc1os de ton 

oei1? (a 5 ) 

CPs 2) Pourquoy mene tant tou-le monde 
, 

Ca 
4) 

, 
2 . Donc 6 Roys . soyes sages un jour 

Ca 4) 
(Ps 10) Pourquoy te tiens tu loin (a 4) 

CPs 15) 

CPs 114) 

CPs 6) 

(Ps 12 ) 

CPs 130) 

CPs 2) 

2. Onc n'eut que maudissons (a 4) 

3. Leve toy. et t'en viens Ca 4) 

4. Sus . brize les bras (a 4 ) 

Qui pourra. Seigneur. en bone pais 

(a 4) 

Quand pour Egipte eloigner Ca 6) 

Tourne ailleurs ta rigueur (a 5) 

Vien Seigneur. done nous secours (a 
4) 

Vers o toy Seigneur dous Ca 4) 

Quid-nam fremitu trepidant gentes? 

Ca 4) 
CPs 33) Deum celebrate vocantes (a 4) 

2. Dei numen labefactat (a 4) 

(Ps lOll Clementis justique simul (a 4) 

two prayers -

TEXT INCIPITS: 

Benediction avant 1e repas : Bon Dieu. benis 

nous (a 4) 

Action de Gr~ces: Rendons graces aDieu (ii 
4) 

and a Te Deum 
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TEXT INCIPIT : 

Dieu. nous te lo~ons fa 6) 

2. Toy .. Christ . tu es le Roy (a 6) 

3. Nous te prions fort (a 6) 

i n Pseaumes en Vers mesurez mis en musique a 

2 . 3 . 4.5.6 . 7. & 8 parties. Par Claude Le Ieune . 

natif de Valentienne , Compositeur de la Musi que de 

la Chambre du Roy. A Paris, par Pierre Ballard. 

1606 . Except for Ps 88. t he first version of Ps 3 

(Dieu. quel amas). the two prayers and the Te 

Deum. which are by AGRIPPA D' AUBIGNE. the texts of 

these psalms are by DE BAIF21 . A dedication by 

CECILE LE JEVNE. addressed to ODET DE LA NOVE. 

accompanles the collection. which is also preceded 

by two poems : Sur les Pseaumes en Musique mesuree 

de Claudin Le Ieune. and Sur la Musique mesuree 

de Claudin Le Ieune. signed with the initials 

O.D.L.N. and the Hebrew letter Aleph22 

respectively . Attached is also an Extraict du 

Privi 1 ege . 

SOURCES : 

Dessus : Paris. Bibl .. Ste- Genevieve. Res . Vm 

67 

Washington . Library of Congress 

Hautecontre: London. British Library B . 283. b. 

Paris. Bibl. de la Societe d'Histoi re 

du Protestantisme fran9ais 

Paris. Bibl .. Ste-Genevieve. Res. Vm 

21 These. originally t.lfU'tlymed vers mesurez. were changed after Bait's 
death (1589) into rhymed fonns by Oiet de la Noue (vide Marin Mersenne: 
Quaestiones Leleberrimae in Genesi m. Paris. 1623. OJaes. 57 . viii - Alios 
versos Gallicos & Latinos musice redditos vide apud Claudium Iunium, qui 
quidem aunt a Baifo composti. sed db haeretico de Ja Noue partim immutati 
quaepropter cave) . 

22 The latter indicates Agrippa d'Aubigne (vide his Oeuvres L()mpletes. 
ed . by E. Reaume and F. de Caussade, Paris . 1873-92. Vol . I. p. 455). 
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67 

Zuos. Gemeindearchiv 

London, British Library B. 283. b. 

London, Royal College of Music 

London , Library o f Westminster Abbey 

Paris . Bibl . de l a Societe d ' Histoire 

du Protestantisme franyais 

Washington, Library of Congress 

Bassecontre: London , British Library B. 283. b . 

Munich, Bay. Staatsbibli o thek 

Paris , Bibl. de la Societe d'Histoire 

du Protestantisme fran~ais 

Paris, Bibl . , Ste-Genevieve , Res . Vm 

67 

Washington. Library of Congress 

Cinquiesme: Paris. Bibl. de la Societe d'Histoire 

du Protestantisme fran~ais 

Six iesme: 

Paris, Bibl . , Ste-Genevieve, Res. Vm 

67 

Paris, Bibl. de la Societe d ' Histoire 

du Protestantisme fran~ais 

Paris, Bibl ., Ste-Genevieve, Res. Vm 

67 

Washington. Library of Congress 

39. Thirty-six chansons spirituelle (written in the twelve 

modes) for 3 and 4 voices -

TEXT INCIPITS: 

Quand on arrestera (a 4) 

2 . Qui ne s'esbahira (a 4) 

3. Plustost on pourra (a 3) 

Le feu . 1 'air. la terre (a 4) 

2. Ya i1 rien si fort (a 4) 

3 . Le beau du monde s ' eface (a 3) 

Comme de Aigle (a 4) 

2. L ' eau v a vite en s ' $coulant (a 4) 

3 . Vous fleuves et ruisseaux (a 3 ) 



C' est un grand mal (a 4) 

2 . Qu 'as tu? (a 4) 

2. C'est un arbre ( a 3) 

, 
Mon ame. o u sont les grans ( a 4) 

2. Quand le jour (a 4) 

3. Le rocher orgueilleux (a 3) 

Quand la face noire (a 4) 

2. Mondain qui vis (a 4 ) 

3 . As-tu mis en oubliance (a 3) 

Que 1 Monstre voy-je (a 4) 

2. Areste . areste (a 4) 

3. Plustost les yeaux ( a 3 ) 

L 'ambitieux veut toujours (a 4) 

2 . I'ay de 1 'avare (a 4) 

3. Pauvre ver travai 11 e ( a 3) 

Quand la Terre au Printemps (a 4) 

2 . L'este ralument ses feux (a 4) 

3. La glace est luysante (a 3) 

Lors que la fuei11e (a 4) 

2. Vois-tu 1 'Hyver accroupi (a 4) 

3. Celuy qui pense pouvoir (a 3) 

Le mondain se nourrit (a 4) 

2. Quelle est ceste beaute (a 4) 

3. C'est folie et vanite (a 3) 

Ambition , Volupte. Avarice ( a 4) 

2. Orfevre tai 11e moy (a 4) 

3. Ce mond ' est un pelerinage (a 3) 

357 

in Octonaires de la Vanite et Inconstance du 

Monde. mis en musique a 3. & 4. parties par Claude 
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Le Ieune. natif de Valentienne. A Paris. par 

Robert Ballard. 1606 . The co llection is dedicated 

by CECILE LE JEUNE to AUGUSTIN DE CONSTANT and it 

is introduced by a quatrain by ODET DE LA NOUE : 

Sur les Octonaires de la Vanite . mis en musique 

par CI. Le Ieune . 

SOURCES: 

Dessus : London. British Library. B . 283. c 

Paris. Bibl . du Conservatoire. Res. 

644 

Paris Bibl. Ste-Genevieve, Res . Vm 68 

Hautecontre : London , British Library, B. 283. c 

Paris. Bibl. du Conservatoire. Res. 

644 

Tailie : 

Paris Bibi. Ste-Genevieve , Res. Vm 68 

London, British Library. B. 283. c 

Paris , Bibi. du Conservatoire. Res. 

644 

Paris Bibl . Ste-Genevieve. Res. Vm 68 

Bassecontre: London. British Library, B. 283 . c 

Paris. Bibl. du Conservatoire. Res . 

644 

Paris Bibi . Ste-Genevieve . R~s. Vm 68 

40. A Mass for 5 and 6 voices -

TEXT INCIPITS : 

Kyrie (a 5) 

Gloria 

Et in terra pax (a 5) 
. , 

DomInus Deus (a 3) 

Qui tolis (a 5) 

Credo 

Patrem omnipotentem (a 6) 

Et incarnatus est Ca 6) 
Crucifixus etiam (a 3) 

Et resurrexit (a 3) 

Et iterum venturus (a 4) 

Et in Spiritum sanctum (;;, 4 ) 
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Sanctus 

Pleni sunt l~ 2) 

Osanna Ca 5) 

Benedictus (~ 4 ) 

Agnus Dei (a 6 . 7): 

Missa ad placitum. Auctore Clau Ie Ieune. cum v. & 
vi vocibus. Ex Officina Petri Ballard, Lutetiae, 

1607. The work is printed in fol io format. 

reflecting all the vo ice parts on the double 

pages. making separate books unnecessary. This 

only extant copy is beautifully bound in leather, 

bearing the embossed arms of HENRY IV in gold on 

the front l i d . 

SOURCE: 

London. British Library. K. 10. b . 3. 

41. The third re-edition of Le Jeune ' s Meslanges (1586). 

TEXT INCIPITS : 

Identical to those of nos. 17. 22. and 23. 

SOURCES: 

Superius: Brussels, Bibl. Royale . Fetis , 2317. 

R.P . 

Washington. Library of Congress 

Hautecontre : Brussels . Bibl. Royale . Fetis, 2317. 

R.P. 

London . British Library . B. 283 . d . 

Taille : Brussels. Bibl . Royale . Fetis , 2317 . 

R . P. 

London . British Library . B . 283. d . 

Bassecontre: Munich. Bay . Staatsbibliothek 

Quinta Pars: Brussels. Bibl . Royale. Fetis . 2317 . 

R.P. 

London. British Library, B . 28 3 . d . 

Washington . Library of Congress 

Sexta Pars: Brussels. Bibl . Royale. Fetis. 2317. 

R.P . 
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Washington, Library of Congress 

42. Sixty-eight airs (written in the first six modes) en 

musique mesuree -

c 

c 

o a 

c 

TEXT INCIPITS: 

Babi11arde Aronde 

Cherchans de comb1er 

Deux mou1ins 

Je 1e confesse 

J'en ayme deux 

* La bel' Aronde 

Libert6. Libert6 

L'un apreste 1a glu 

* 

... 

* 
* 

+ 

Revecy venir 

Un bien non debatu 

Uni nos coeurs 

Vive 1 'amour 

Arme. arm' (La Guerre) 

Bien fo1 est 

Ce n'est que fie1 

Des 1e matin 

Mais comment se fait 

Nimfe veux-tu donc 

o vous Reine d'honneur 

Petite importune mouche 

Quand tes yeaux 

Une puce j' ay 

Un genti1 amoureux 

Vostre Tarin 

Amour cruel 

Au monde sont 

* Brune1ette jo1iette 

Dames en qui re1uit 

De1iette mignonette 

En vos yeux 

Francine. roze d'este 

J'endureray 1a prizon 



tl 

c 

c o 

o 

Les diverses douleurs 

Mon ami Ie voyla 

c Muze honorons 

* 

-+ 

o roze reyne 

Or veleey Ie beau may 

Plantons Ie may 

Rompre je veux 

Tel se plaint d'amour 

Un jour ma Nimfe 

Ut eandore mieans 

c Vous qu' Amour 

Baize ee pauvre 

Done helas! 

Forte beaute 

* Je I' ay. je I' ay 

Laisse moy 

* Mes yeux ne eesseront 

Nimfe m' amour 

+ 

o 

c 

Nimfe qUl m' as 

o Ie maleur 

o que je peusse 

Puisque ne vent me guerir 

Que feroy-je 

Si one Ie feu 

Vien (belle) vien 

* eigne Je suis 

Le bel honeur 

* Perdre Ie sens 

Puisque veillant 

Que veux-tu fuir 

Voizin i 1 est 

Done tu vas 

Mon coeur qui brusle 

o terre. 0 champs 

Suis-je done ne 

Vous qui savez 

361 
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in Airs a III . 1111. V. et VI. parties par Clau. 

Le reune. Compositeur de la Musique de la Chambre 

du Roy. A Paris. par Pierre Ballard . 1608. 

SOURCES : 
, 

Dessus: Paris. Bibl . Nat . . Res Vm7. 243 

Paris . Bibl . Ste-Genevieve . Vm 218 

Hautecontre : Paris. Bibl . Nat .. Res Vm7. 243 

Paris. Bibl. Ste-Genevieve . Vm 218 

Taille: Paris. Bibl . Nat . . Res Vm7. 243 

Paris. Bibl . Ste-Genevieve. Vm 218 

Rouen. BIbl. de la Ville. I 3173l. 

Bassecontre: Paris . Bibl . Nat . . Res Vm7 . 243 

Paris. Bibl . Ste-Genevieve . Vm 218 

Cinquiesme: London. British Library . A. 143 . 

Paris. Bibl . Ste- Genev ieve. Vm 218 

Sixiesme : Paris , Bibl. Ste-Genevieve . Vm 218 

43. Fifty-nine airs (written in the last six modes) en 

musique mesunfe -

TEXT INCIPITS: 

Comme le Fenix 

Je me plaignois 

Suy ton erre 

Tel qu'Aigle suis 

Trinke. trink 

Vivre tout honteux 

* A 1 ' ayde. a 1 ' ayde 

* Le bandoulier 

Muze resen-t oy 

Pour v ous (Nimfe ) 

Puisque tu es jeune 

* Qui one I 'amour 

A la fraicheur 

Ce n ' est que beau 

Dedans Ie noeu 

La belle fleur 



o 

o o 

+ 

c o 

c o 

Lorsque Ie coeur 

L ' un se repraist 

Oncque ne fut 

* Patourelles joliettes 

Pourquoy m ' as-tu quitte 

5i d'une petite 

o 

* 

5'il estoit entre 

Tout autant de regars 

Ah! tu me fais 

D ' un coeur fier 

D'un sort du ciel 

Les boeufs qui 

Maitresse i ' faut 

Nimfe je suis 

Qui n 'aille plus 

5i folie estoit 
, -

Tresblen tu peux 

Tros Anchisiade 

Belle vien tost 

Belle vien tost (another setting) 

Bien que soit 

Ces amoureux n'ont 

Doucette, doux sucre 

Je ne scay qui 

a Lorsque mourray 

o chaus soupirs 

o mon amour tout 

o qu'il est heureux 

Prens de moy 

5u' la colline 

c Donques tu vas 

+ 

+ 

Doucette, doux sucre (another setting) 

Las! je me plain 

Le bel honeur 

Mon coeur que d ' ennuis 

Musarem Dulces (Pourquoy les chans) 
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o beau Jeux 

o doux et beau 

o mon amour tu 

o traistesse qui 

Puisque d'ici 

Qu ' est devenu 

Vers qui me puis-je 
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in Second Livre des Airs a III. IIII. V et VI 

parties par Cl . Le Ieune , Composi t eur de la 

Musique de la Chambre du Roy. A Paris, Par Pierre 
Ballard, 1608 . The two books form a continuous 

series of altogether 127 airs . CECILE LE JEUNE 

dedicated the collection to AGRIPPA D'AUBIGNE, 

while ODET DE LA NOUE. in a laudatory poem (Sur 

les Airs de Claude Le Ieune) , places these works 

devant toutes autres chansons . Some of the airs 

contained in the two books have already been 

included In previous anthologies; these 

appearances are identified as follows: 

+ 240 Livre d'Airs et chansons (1583) 

o 

tI 

* 

SOURCES: 

Dessus: 

24 0 Livre d'Airs et chansons, (1585) 

25 0 Livre d'Airs et chansons (1585) 

Airs (1594) 

Le Printemps (1603) 

Paris , Bibl . Nat . . Res Vm7. 2432 

Paris, Bibl. Ste-Genevieve. Res Vm 

219 

Hautecontre: Paris. Bibl. Nat ., Res Vm7 . 243 2 

Taille: 

Bassecontre: 

Paris , Bibl. Ste-Genevieve. Res Vm 

219 

Paris , Bibl . Nat .. Res Vm7 . 243 2 

Paris . Bibl. Ste- Genevieve. Res Vm 

219 

Rouen. Bibl. de la Ville , I 31732 

Paris. Bibl. Nat. , Res Vm7 . 243 2 

Paris, Bibl. Ste-Genevi'eve , Res Vm 
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219 

Cinquiesme: London , British Library, A. 143 . 

Paris, Bibl. Ste- Genevieve, Res Vm 

219 

Sixiesme : Paris. Bibl. Ste- Genevieve. Res Vm 

219 

44. Fifty psalm settings for 3 voices 

TEXT INCIPITS: 

Identical to those of Pss. 51-100. given 

under no. 33. 

in Second Livre, Contenant ci'nquante Pseaumes de 

David, mis en musique en III. parties par Claud. 

Le Ieune, Natif de . Valentienne, Compositeur de la 

Musique de la Chambre du Roy. A Paris, par Pierre 

Ballard, 1608. This is a continuation of the 

series started with the first fifty psalms a 3 in 

1602. CECILE LE JEUNE dedicated the collection to 

ELIZABETH of NASSAU. Duchess of BOUILLON23. 

SOURCES: 

Haute: London. British Library. B. 283. f. 

Paris, Bibl. Nat. , Res Vm~. 45 

Moyenne: London, British Library, B. 283. f. 

Paris. Bibl. Nat . , Res Vm~. 45 

Basse : London, British Library , B. 283. f . 

Paris, Bibl. Nat .. Res Vm~. 45 

45. Forty-four psalm settings for 3 voices 

TEXT INCIPITS: 

Identical to those of Pss 101-134. 136, 

139-144 , 150 , and , yet again Pss. 51 and 67 

given under no. 33. 

in Troisiesme Livre des Pseaumes de David mis en 

23 Daughter of William of Orange and Charlotte de Bourbon, wife of Henri 
de la Tour. Duc de Bouillon. 
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musique a III. parties par Claud. Le Ieu.ne. Natif 

de Valentienne. Compositeur en Musique de la 

Chambre du Roy. A Paris. Par Pierre Ballard. 1610. 

This is the third and last continuation of the 

serIes started in 1602. A Dedication by IUDITH 

MARDO. a niece of the composer. to PAUL YVON . 

Seigneur DE LA LEU. is attached to the collection . 

Eight psalms (nos 135 . 137. 138 . 145. 146. 147 . 

148. 149) are omitted from the last fifty; Pss. 51 

and 67 are. however. added in different settings 

than those. which appeared in the Seconde Livre. 

giving altogether forty-four psalms. 

SOURCES: 

Haute: London. British Library. B. 283. g . 

Paris. Bibl. Nat .. Res Vm~ . 44 

Washington Library of Congress 

London, British Library . B. 283. g. 

Paris. Bibl . Nat .. Res Vm~ . 44 

London. British Library . B. 283. g. 

Washington Library of Congress 

Moyenne: 

Basse: 

46. Fifteen chansons and airs for 4 VOIces 

TEXT INCIPITS: 

Avant en emporte le vent 

Certes mon oeil fut trop 

2. Malheureux non 

* D'un oeil farde 

* 

* 

Fuyons tous d ' amour le Jeu 

Ie pleure je me deulx 

Las! ou vas tu sans moy 

L'autre joun jou m'en anabi 

Maitre Gonin disoit en plain 

Nostre Vicaire un jour de feste 

o feux sacres . 6 fatales estoilles 

2 . Ciel seul autheur (a 3) 

Perdre rien plus je ne pourroy 

Quand no us avons deqoy faire 

S'ebahit on si je vous ayme 



* 
* 

5i t6t que vostre oeil m'eut blesse 

Tout ce qui de plus beau 

2. De oei1 de 1 'un 

3 . L ' un excessif 

4. 0 doux trespas 

5. Puisse a (a 5) 

Seven Italian madrigals for 4 voices 

TEXT INCIPITS: 

Bona sera, comestai core mio 

Chi secroto non e sequend' amore 

Di piante & di sospir 

Madonna tu mi fai 

o gratiose e bella 

Tanto mi sei trasuta 

Tu fai contre la legge di natura 

Twelve chansons and airs for 5 voices 

TEXT INCIPITS: 

* 

* 

Allons allons gay gayement 

Assemb10ns nous soldats 

2. Nostre goujat jadis (a 6) 

Comment penses vous que je vive 

I ' ayme la pierre precieuse 

N'as-tu point veu m'amie 

Prince 1a France te veut 

Puis qui Ie ciel veut ainsi 

Quand vous seriez quelque fille 

Quand sur nostre horison 

2. Si je vy 

Rendez-la moy cruelle 

Tout ce qu'on peut en aIle voir 

Vous que 1"' amour n' a touches 

Seven chansons for 6 voices -

TEXT INCIPITS: 

* 

* 

Ie suis desheritee 

Ie suis desheritee (II) 

o pas en vain perdus 
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o voix 6 de nos voix 

2. Que cachent les amans (Echo, a 8) 

One chanson for 8 voices -

TEXT INCIPIT: 

May fait les bois 

One chanson spirituel for 5 voices 

TEXT INCIPIT: 

Helas.' mon Dieu ton ire 

Two psalms -

TEXT INCIPITS: 

(Ps 104) Sus, sus mon ame i1 te faut (a 5) 

2. L'ambrisse d'eau 

368 

(Ps 117) Toutes gens lot:les le Seigneur (Triple 

canon a 6) 

Three motets -

TEXT INCIPITS: 

Benedicite Dominum omnes Angeli eius (a 4) 

2. Benedic anima mea domino (a 3) 
. , 

3 . Et omnia quae lntra me (a 4) 

4. Benedicite Dominum (a 5) 

5. Gloria patri 

6 . Sicut erat in principio (a 6) 

Tristia obsedit me (a 5) 

2. Vocabo dominum 

o Domine qui ego sum (a 10) 

2. Nun ergo 

One magnificat -

TEXT INCIPITS: 

Et exultavit spiritus me us (a 5) 

2 . Quia fecit mihi magna (a 4) 

3. Fecit potentiam in brachio suo 

4. Efurientes (a 5) 

5 . Sicut locutus est (a 5) 

6 . Sicut erat in pricipio (a 7) 

(a 5) 
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Three i0strumental fantasies 

DES SUS lNClPITS: 

1. (ii. 4): ~ $ "IS. I' f r I'" t t £1 , ',",-
2. (a 4): ;"f J !, t g .. • :' r 1 - tev 

3. (a 5): 'c' ~. r l' l' r j' r ~r'{,\.. 
[Ad iJlitationem, Moduli, Benedicta est 

coelorum Regina] 

in Second Livre des melanges de C1, Le Ieune, 

Natif de Valentienne, Compositeur de la Musique de 

la Chambre du Roy. A Paris, Par Pierre Ballard, 

1612. The collection is dedicated by the 

composer's niece lUDIC (sic) MARDO, to Monsieur DE 

LA PLANCHE, Seigneur DE MORTIERES, Advocat en la 

Cour de Parlement, who is assured that this is la 

derniere partie of LE JEUNE's works. However, the 

chansons designated by an asterisk have already 

appeared in various previous editions or 

anthologies . 

SOURCES: . 
Dessus: Glasgow, Univ. Libr, , Euing . Music 

collection, R. b. 10 

Paris, Bibl. Ste-Genevieve, Res Vrn 75 

Hautecontre: London, British Library, B. 282. i . 

Taille: 

Bassecontre: 

Conquiesme: 

Sixiesrne : 

Paris , Bibl . Ste-Genevieve, Res Vrn 75 

London, British Library, B. 282. i. 

Paris, Bibl. Nat., Res. Vrn7. 242 

Paris, Bibl. Ste-Genevieve, Res Vrn 75 

London, British Library, B . 282. 1 . 

Paris, Bibl. Ste-Genevieve, Res Vrn 75 

Paris, Bibl . Ste-Genevieve , Res Vrn 75 

Paris, Bibl. Ste-Genevieve, Res Vrn 75 

47. A re-edition of LE JEUNE's Centcinquante Pseaumes de 

David a quatre parties (1601), published by Pierre 

Ballard, Paris, 1613 . 

TEXT INCIPITS: 
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Identical to those of no . 33 

SOURCES: 

Superius: Durham (North Caro l ina ) . Duke 

University Libraries 

Hautecontre: Paris. Bil. Nat . . Res. Vm~ . 46 

Taille : Paris. Bil. Nat .. Res. Vm~. 46 

Bassecontre: Paris . Bibl. de la Societe d ' Histoire 

du Protestantisme fran~ais 

48 . Another edition of LE JEVNE ' s Centcinquante Pseaumes 

de David a quatre parties. published by Francois Le 

Febvre. Geneva. 1617. 

TEXT INCIPITS: 

Identical to those of nos. 33 and 47 

SOURCES: 

Superius: 

Hautecontre : 

Taille: Paris. Bibl. de la Societe d'Histoire 

du Protestantisme fran~ais 

Bassecontre: Geneva. Bibl . Publ . et Univeritaire 

49 . Are-edition of LE JEVNE's Dodecacorde (1598) , 

published by Pierre Ballard in Paris. 1618 . The psalm 

texts are sUbsituted by paroles morales . The 

Dedication to the Duc DE BOUILLON , the composer's 

portrait. the document issued by the States General 

and D' AUBIGNE's Greek couplet are all omitted . 

However, the same five laudatory poems . as well as the 

canon of the first edition are re-included . 

TEXT INCIPITS : 

I'estois en un beau jour 

Ce fut alor's 

Et puis un jouvenceau 

Soit que le coup 

Dequoy me sert suivr'e 

De moy je ne te 



Tous le biens m'ont 

5i tu n ' est plus ferme 

Las.' j ' ay trop 

Le coeur me l e disoit 

I'ay si long temps 

Conbien de fois 

C'est ce qui me 

5i j' eusse dessil e 

En quelque lieu que 

Mais il vaut mieux 

Parler beaucoup n'est gueres 

0.' qui'~ · bien dit 

Tant de Cites 

Dis-moy pourquoy 

Escoute mon fils 

Plustot un dard 

Ne pense pas 

Mon Dieu combien un seul 

5'il n'a toujours 

Tant de bons vins 

5i tost que la penitente 

C' est " 5auveur 

Mon Dieu ma seule 

Chiasnes qui de mon 

Ainsi toute plaine 

Mais tout aussi t ost 

Tu ne seras en la rue 

C ' est 1 'esgoust , c ' est la 

Comment pourront 

Et quand bien parmy 

C~ntre tes moeurs 

Alors, cil en qui 

Va loing de moy 

Las .' & que dis-tu 

Ce n'est pas luy 

Et partant , 0 Madele 
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Marie a tant d'un coeur 

Comme elle fut 

Ha! dieu quel coeur 

Done est-icy 

Tu pense bien 

Des aussi tost 

La vois tu bien 

Ha! si le coeur 

Leve toy done 

o dieu combien nos d6sirs 

Pleust il aDieu 

Penses y bien 

Ce n'est plus rien 

o Dieu qui nous aves bien dit 

Tiendrois - tu pour 

On 1i t d' un tel 

De tous les maux 

Le fage a bien dit 

Mais qu'est - ce que 

Du ventre tu fors 

De 1 'homme de bien 

Vient il un vent 

Il se rejouit 

Vrayement on peut 

Ce qui est plus 

C ' il ne me semble pas avoir 

L'habit du peuple 

o que celuy 

Tout aussi-tost 

Au moins si apres 

Quand a moy 

Ou si 1 'Idois 

,-
Toute beaute & bonne grace 
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La femme qui se 

Ah.'ne farde jamais 

Le farder fait asses 

Et toute-fois 

Tu es bien fol 

As-tu jamais veu 

Ce n 'est pas tout 

Fuy doncques 

Tu te perds si d'une 

L ' homme orgueilleux 

D ' ou pense-tu 

Ah.'si ' jamais la main 

5i tu pensois 

SOURCES: 

Dessus: Glasgow, Euing Music Library 

London, British Library, B. 282 . j . 

Paris, Bibl. Ste-Genevieve 

Hautecontre: Glasgow, Euing Music Library 

London, British Library, B. 282. j. 

Paris, Bibl. Ste-Genevieve 

Taill e: 

The Hague, Koninklijke Bibliotheek , 

IB 33 
Glasgow, EUing Music Library 

London, British Library, B. 282. j. 

Paris, Bibl. Ste-Genevieve 

Bassecontre: Glasgow , Euing Music Library 

London, British Library, B. 282. j. 

Paris, Bibl. Ste-Genevieve 

The Hague , Koninklijke Bibliotheek, 

IB 33 
Cinquiesme: Glasgow, Euing Music Library 

London, Brit i sh Library, B. 282. j . 

Paris, Bibl. Ste-Genevieve 

Sixiesme: Glasgow, Euing Music Library 

London , British Library, B . 282. j. 

Paris, Bibl. Ste-Genevieve 
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50. A re-edition of II vago alboreto de madrigali (1597) , 

Antwerp, Pierre Phalese, 1620. 

TEXT INCIPTS: 

Identical to those of no 29. 

SOURCES: 

Superius: London, British Library, A. 230 

Contratenor: London, British Library , A. 230 

Tenor: London, British Library, A. 230 

Bassus : London, British Library , A. 230 

51 . A fourth edition of LE JEUNE's Centcinquante Pseaumes 

de David a quatre et cinq parties, published by lean 

de Tournes, Geneva, 1627. A novelty is attached to 

this edition: Suite des Pseaumes de David a cinq et 

six parties, with a sixth voice added by a certain 

lEAN LE GRAND to Pss. 1-10, 15, 23, 28, 32- 34 , 40, 42, 

45, 47, 50, 58 , 59, 61. 62, 65, 66 , 84 , 92, 99, 100, 

110, 119 , 133, 136 , 146, 148. and 150 . 

TEXT INCIPITS: 

Identical to those of nos. 33 , 47 and 48. 

SOURCES: 

Superius: Brussels, Bibl . du Conservatoire 

Royal de Musique 

Edinburgh. Nat. Libr. of Scotland 

Paris. Bibl. Nat., Res Vm~. 131 

Paris. Bibl. Ste-Genevieve , Res Vm 70 

Paris. Bibl. de la Societe d'Histoire 

du Protestantisme francais 

Tokyo, Nambi 

Collection 

Music Library. Ohki 

Hautecontre: Brussels, Bibl. du Conservatoire 

Taille: 

Royal de Musique 

Edinburgh, Nat . Libr. of Scotland 

Paris. Bibl. Ste-Genevieve. Res Vm 70 

Paris. Bibl. Ste-Genevieve, Res Vm 70 

Paris. Bibl. de la Societe d'Histoire 
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du Protestantisme franyais 

Bassecontre: Brussels, Bibl. du Conservatoire 

Royal de Musique 

Edinburgh, Nat. Libr . of Scotland 

Geneva, Bibl. Publ. et Univ., Ib 2804 

Paris, Bibl. Nat., Res Vm~. 131 

Paris, Bibl. Ste-Genevieve , Res Vm 70 

Tokyo, Nambi 

Collection 

Music Library , Ohki 

Cinquiesme: London, British Library, K. 3.1. 

1.24 

52. A fifth edition of Le Jeune's Centcinquante Pseaumes 

de David a quatre et cinq parties, published by 

Francois Le Febvre, Geneva, 1627 . The Suite, attached 

to the de Tournes edition, does not appear here. 

Several other documents of interest included into 

this edition are: 
, 

* Two portraits (of CLEMENT MAROT and FRANCIS 

I, respectively); 

* CECILE LE JEVNE's Dedication to the Duc DE 

BOUILLON; 

"* six laudatory poems by DU MAURIER, ROBERT .. 
ESTIENNE , ODET DE LA NOUE, 1. BOISSEUL, and 

H.T.D.T. (? l. some of which had already 

appeared with earlier works. 

The edition closes with Les Commandemens de Dieu and 

Le Cantique de Simeon. 

TEXT INCIPITS: 

Identical to those of nos . 33, 47, 48 and 51. 

SOURCES: 

Superius: London, British Library, K. 3 . 1 . l. 

Hautecontre: London, British Library, K. 3 . i . I . 

Taille: London, British Library, K. 3. 1. I . 

Bassecontre: London, British Library, K. 3. i . 1. 

24 This Cinquiesme is attached to the voice parts of another 1627 
edition, viz that by Francois Le Febvre (vide following entry) . 
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Geneva, Bibl . Publ . et Univ., Ib 1588 

Res . 

Cinquiesme: London, British Library, K. 3 . i. 1 . 

53. One Italian canzonetta for 5 voices Di mi donna , 

crude 1 , (from Livre de Melange, 1585), supplied with a 

spiritual text in Dutch -

TEXT INCIPIT: 

De schaeps-Poel 

God zy ghebenedijdt 

Die voor d ' ellende ' 

Den Bergh van Thabor 

in Jan Baptist Stalpart van der Wiele: .Gulde-Jaer 

Ons Heere.n Iesu Christi . Eerste Deel Op alle de 

Zonnendagen Des Iaers. S'Hertogen Bosch by Janzoon 

Scheffer In t' Jaer 1628. 

SOURCES: 

Superius: 

Altus: The Hague , Gemeentemuseum 

Tenor: 

Bassus: 

Quinta Pars: 

54. A re-edition of LE JEVNE's Octonaires de la Vanite et 

Inconstance du Monde .(1606) , published by Pierre 

Ballard, Paris 1631. The various appendices of the 

1606 edition remained. 

TEXT INCIPITS: 

Identical to those of no. 39 . 

SOURCES: 

Dessus: London, British Library, B. 283. k2~ 

Hautecontre: 

Taille : 

2~ The Index of the British Library reflects this Dessus to be part of a 
later edition, dated 1641. 
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Bessecontre: 

55. A sixth edition of LE JEUNE ' s Centcinquante Pseaumes 

de David a quatre et cinq parties (1601) , published by 

Justus Livius , Leiden , 1635 . 

56. 

TEXT INCIPITS : 

Identical to those of nos. 33 , 47, 48. 51, and 

52. 

SOURCES: 

Superius: Paris , Bibl. Nationale 

Hautecontre: Paris, Bibl. Nationale 

Taille : Paris . Bibl. Nationale 

Bassecontre: Paris , Bibl. Nationale 

Cinquiesme: Paris, Bibl, Nationale 

Another edition of LE JEUNE ' s Octonaires de la Vanite 

et Inconstance du Monde (1606), published by Robert 

Ballard , Paris 1641. CECILE LE JEUNE's original 

Dedication to AUGUSTIN DE CONSTANT i s here replaced 

(by the editor) for one to Monseigneur SEGUIER, 

Chancelier de France . A luadatory epigramme by 

COLLETET is equally addressed to the new dedicatee. 

TEXT INCIPITS : 

Identical to those of nos. 39 and 54 . 

SOURCES: 

Dessus: Paris, Bibl . Nat . , Res Vm7. 244 

Hautecontre : London . British Library, B. 283. k . 

Taille: London. British Library. B . 283. k. 

Paris, Bi bl. Nat. , Res Vm7. 244 

Bassecontre: London . British Library, B . 283. k. 

57. A German edition of LE JEUNE's Centcinquante Pseaumes 

de David a quatre et cinq parties (1601) -

TEXT INCIPITS: 

Ps 1 Wer nicht mit den gottenlosen geht 

Ps 2 Worauf ist doch der heydenthum 

Ps 3 Wieviel seynd der 0 Herr 



Ps 4 0 Gott mein hort erhor mein flehen 

Ps 5 0 Herr dein ohren zu mir kehre 

Ps 6 In deinem gross en zoren 

Ps 7 Mein Hoffnung auff dir Herr 

Ps 8 0 Hochster Gott 

Ps 9 Ich wi 11 di ch Herr von herzengrund 
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Ps 10 Wie komm es dass du so ferren von uns 

Ps 11 Auff Gott mein trost und hoffnung 

Ps 12 Bewahr mi cll Herr 

Ps 13 Wie lang wilt - du 0 lieber Herr 

Ps 14 Der unweiss mann in seinem herzen 

Ps 15 Wem wirst du 1 ieber Herre mein 

Ps 16 Bewahr mich Herr mein trost 

Ps 17 Horan Herr mein geregtigkeit 

Ps 18 0 Herr der du mir machte 

Ps 19 Die Himmel allzumahl 

Ps 20 Der Herr erhor dich in gefahren 

Ps 21 Der konig wird sich freuen Herr 

Ps 22 Mein Gott , mein Gott ach wie verstost 

Ps 23 Mein Huter und mein hirt ist Gott 

Ps 24 Dem Herren der erdkreiss zusteht 

Ps 25 Zu dir ich mein herz erhebe 

Ps 26 Richt mich und schaff mir recht 

Ps 27 Der Herr mein liecht ist 

Ps 28 Zu dir schrey i ch 0 treuer Herr 

Ps 29 Ihr gewaltigen von macht 

Ps 30 Ich will dich preisen Herr Gott 

Ps 31 Auff d i ch sess i ch Herr me in 

vertrauen 

Ps 32 

Ps 33 

Ps 34 

Ps 35 

Ps 36 

Ps 37 

Ps 38 

Ps 39 

Ps 40 

Ps 41 

o seelig muss ich diesen ilfenschen 

Wolauff ihr heiligen und frommen 

Ich will nicht lassen ab 

Ficht wider meine anfechter 

Auss des gottlosen thun und werck 

Erzorne dich nicht uber die gottlosen 

Herr zur zucht in deinem grimme 

Ich war bey mir entschlossen 

Ich hab gewart des Herren stetiglich 

Wohl dem der einen armen krancken 
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Ps 42 Wie nach einer wasserque11e 

Ps 43 Ri cht mi ch Herr Got t und ha it mir 

recht 

Ps 44 Herr Gott wir han mit unsern ohren 

Ps 45 Mein herz flirbringen wi 11 

Ps 46 Zu Gott wir unsre zuf1ucht haben 

Ps 47 Nun ihr volker all 

Ps 48 Der Herr is gross in Gottes Stadt 

Ps 49 Hart zu ihr volker 

Ps 50 Gott der uber die gotter all regiert 

Ps 51 Herr Gott nach deiner grossen 

gutigkeit 

Ps 52 Was thust du dich tyrann ver1assen 

Ps 53 . Der .unweiss mann in seinem herzen 

spricht 

Ps 54 Hi1ff mir Herr Gott und mich erha1t 

Ps 55 Erhor mein bitt und mein begehren 

Ps 56 0 Herre Gott erbarm dich uber mich 

Ps 57 Erbarm dich Herr, erbarm dich 

Ps 58 Sag mir die ihr euch raths1eut nennet 

Ps 59 Erett mich und beschirm mich Herre 

Ps 60 0 Gott der du uns verstossen hast 

Ps 61 Thu Herr mein geschrey erhoren 

Ps 62 Mein see1 gedu1tig sanft und still 

Ps 63 0 Gott du bist mein Gott a11ein 

Ps 64 Hor an mein bitt vernimm mich eben 

Ps 65 Auff Zion dir geschicht gross ehre 

Ps 66 Jauchzet dem Herren all auff erde 

Ps 67 Gott segne uns durch seine gute 

Ps 68 Gott macht sich auff mit seiner gwa1t 

Ps 69 Herr Gott hi1ff mir 

Ps 70 Herr Gott komm mir zur ret tung bald 

Ps 71 Auff dich ich all mein hoffnung setze 

Ps 72 Du wo11st deine gericht 

Ps 73 Furwahr Gott sich mid und geneigt 

Ps 74 Warum verstost du unso Herr so gar? 

Ps 75 Herr Gott wir 10ben dich 

Ps 76 Gott ist in Juda woh1 bekandt 

Ps 77 Zu Gott in dem Himmel droben 



Ps 78 Merck auff mei n vol ek 

Ps 79 Die heyden Herr sind 

Ps 80 Anhor du hirt Israel werthe 

Ps 81 Singt mit freyer stimm 

Ps 82 Gott stehet in seiner gemeine 

Ps 83 Gott nunmehr solang nieht sehweig 

Ps 84 Gott der du ein herrfurst bist 

Ps 85 Du hast Herr mit den deinen 

Ps 86 Herr dein ohren zu mir neige 

Ps 87 Gott seine wohnung 

Ps 88 0 Gott mein helffer und heyland 
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Ps 89 Ieh will des Herren gnad lobsingen 

Ps 90 Du bist der auff den wir fur und fur 

Ps 91 Wer in des allerhoehsten hut 

Ps 92 Es ist ein billieh dinge 

Ps 93 Gott als en konig gwaltiglich 

Ps 94 Herr Gott der du uns straff 

Ps 95 Kommt lasst uns alle frohlieh seyn 

Ps 96 Singet eln neues lied dem Herren 

Ps 97 Der Herr ein konig ist 

Ps 98 Nun singt ein neues lied dem Herren 

Ps 99 Der Herr herrschen thut wie ein konig 

Ps 100 Ihr voleker auff der erden all 

Ps 101 Ieh hab mir vorgesetzt 

Ps 102 Mein gebat 0 Herr erhore 

Ps 103 Nun preiss mein seel den Herren 

Ps 104 Waeh auff mein seel 

Ps 105 Nun lobt und danekt Gott allesamen 

Ps 106 Nun lobt Gott dann er freundl i eh ist 

Ps 107 Daneket und lobt den Herren 

Ps 108 Herr Gott ieh nun bereitet bin 

Ps 109 Herr Gott in dem ieh mich rUhme 

Ps 110 Der Herr zu meinem Herren 

Ps 111 Ieh danek dir Herr v on herzen rein 

Ps 112 Wohl diesem mensehen 

Ps 113 Nun lobt den Herrn 

Ps 114 Du Israel zog aus Egyptenland 

Ps 115 Nieht uns nicht uns 

Ps 116 Ieh lieb den Herren 



Ps 11 7 

Ps 118 

Ps 119 

Ps 120 

Ps 121 

Ps 122 

Ps 123 

Ps 124 

Ps 125 

Ps 126 

Ps 127 

Ps 128 

Ps 129 

Ps 130 

Ps 131 

Ps 132 

Ps 133 

Ps 134 

Ps 135 

Ps 136 

Ps 137 

Ps 138 

Ps 139 

Ps 140 

Ps 141 

Ps 142 

Ps 143 

Ps 144 

Ps 145 

Ps 146 

Ps 147 

Ps 148 

Ps 149 
Ps 150 

Den Herren lobt ihr heyden all 

Dancksaget nun und lobt den Herren 

Ach wie so seelig ist der mensch 

Ich ruff und schrey zu Gott 
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Mein augen ich gen berg auffricht 

Gefreut hat sich mein herz und muth 

Zu dir 0 hochster Gott 

Furwahr nun Israel wohl sagen kan 

All die auff Gott den Herren habeh 

Du Sion durch sein macht 

Wann einer schon ein hauss auffbaut 

Selig ist der gepreiset 

Von jugend auff sie mich gedngstigt 

Zu dir von herzen grunde 

Mein herz sich nicht erhebet sehr 

Gedenck 0 Herr un nimm dich an Davids 

Schau wie so sein und lustig ist 

Ihr knecht des Herren allzugleich 

Lobt des Herren werthen nam 

Lobt den Herren inniglich 

Du wir zu Babylon am wasser sassen 

Ich dancke dir von herzen rein 

Herr du erforschest wer ich bin 

Errett mich 0 meln lieber Herre 

Zu die Herr thu ich sehnlich flehen 

Zu Gott dem Herren ich mein stimm 

Erhor 0 Herr mein bitt und flehen 
, 

Gelobt sey Gott der mein hand lehret 

Mein Gott mein konig 

Meine seel mit allem fleisse 

Lobt Gott den Herren 

Nun lobt den Herren allzugleich 

Nun singet frohlich Gott dem Herren 

Lobet Gott im himmelreich 

in Ambrosii Lobwassers Psalmen Davids. mit vier 

(biswei len funf) anmutigen 

hochberahmten Claudius Le Ieune . 

Anfang; folgends durchaus mit 

Stimmen des 

bei eines jeden 

Noten. nach der 
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gemeinen Weise; Samt anderen geistlichen Liedern. 

Katechismo. Kyrchen-Gebrauch und Gebaten. nie also 

gesehen. Amsteldam. bey Ludwig Elzeviern. Anno 

1646. Documents of interest attached to this 

edition are: 

* 

* 

an engraving. presenting a group of figures 

which include King DAVID (with harp) , the 
/ , 

poets THEDORE DE BEZE and CLEMENT MAROT . and 

CLAUDE LE JEUNE; and 

a Foreword. signed by PETRUS SCHOLL . 

Singmeister und Vorsanger of the German 

Reformed Congregation at Amsterdam : 

Several chorales by Martin Luther and others , as 

well as the Heidelberger Katechismus are added 

after the psalms. All voices appear on a double 

page. making separate voice parts redundant. 

SOURCES: 

Augsburg. Staats- und Stadtbucherei 

Braunschweig. 

Stadtbibliothek 

Stadtarchiv 

Brussels. Bibl. Royale. Fetis 1449 R.P . 

Chicago, Newberry Library 

und 

Hamburg. Staats- und 

Universitatsbibliothek. ND IV 643 

Leipzig. Musikbibliothek der Stadt 

Neuchatel. Bibl. Publ. de la Ville 

Oxford, Bodleian Library 

Philadelphia. University of Philadelphia 

Music Library 

Stockholm, Kungl. Biblioteket 

58. The last French edition of Le Jeune's Centcinquante 

Pseaumes de David a quatre en cinq parties (1601). 

published by Robert Ballard . Paris. 1650. The original 

Dedication to the Duc DE BOUILLON as well as the 

various laudatory poems from the earlier editions all 

remained. 



1664 

383 

TEXT INCIPITS: 

Identical to those of nos . 33. 47 . 48 . 51 . 

52. and 55 . 

SOURCES: 

Dessus: Brussels. Bibl . Royale . Fetis 1449 

R.P. 

London Libr. of the Royal Co llege of 

Music 

The Hague. Koninklijke Bibliotheek. 1 

C 21 

Toronto . Univ. of Toronto. Libr of 

the Fac. of Music. 

Hautecontre : Brussel~ . Bibl. Roy~le. F~tis 1449 

R.P . 

Taille: 

London. British Library. A. 143. a 

London Libr. of the Royal College of 

Music 

Paris . Bibl. Nat . . Ancien fondo du 

Conservato ire Nat. de Musique 

The Hague. Koninklijke Bibliotheek . 1 

C 22 

Brussels . Bibl. Royale. Fetis 1449 

R . P. 

London Libr. of the Royal College of 

Music 

The Hague. Koninklijke Bibliotheek. 1 

C 23 

Bassecontre: Brussels . Bibl. Royale . F~tis 1449 

R.P. 

Cambridge, University Library 

London . British Library . A. 143 . a 

59. A Dutch edition of LE JEUNE's Centcinquante Pseaumes 

de David a quatre en cinq parties (1601) -

TEXT INCIPITS: 

Ps 1 Die niet en gaet in der godlose raet 

Ps 2 Waerom raest dat volek 

Ps 3 Hoe vee1 is des Volek . Heer 
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Ps 4 Als ik u bid, opent u ooren, 0 Heer 

Ps 5 Verhoort , 0 God, myn woorden klachtig 

Ps 6 Wilt my niet straffen Heere 

Ps 7 Op u hop ' ich Heer 

Ps B 0 onse Godt end Heer seer ho ogh 

Ps 9 Heer , ick wil u uyt 's herten grond 

Ps 10 Hoe komt day ghy, Heer, wijcht van 

ons 

Ps 11 Ick vertrouw op Godt met herten 

Ps 12 Doet ons bystant 

Ps 13 Hoe lang hebt ghy besloten Heer 

Ps 14 De dwaes die spreekt in syn herte 

Ps 15 Wie ist ' t die sal woonen eenpaer 

Ps 16 Bewaert my, Heer, weest doch mijn 

toeverlaet 

Ps 17 AensieL Heer. 

knecht 

't recht van uwen 

Ps 18 Ick sal u lieben end dienen 

Ps 19 De Hemelen seer klaer verkonden 

Ps 20 God verhoort u gebedt 

Ps 21 De Coning sal seer sijn verheugt 

Ps 22 Waerom verlaet ghy my. mijn God 

Ps 23 Myn God voed my als mijn Herder 

Ps 24 De aerd' is onses Gods voorwaer 

Ps 25 Myn hert heff ick tot u Heere 

Ps 26 Bewaert. 0 Heer. mijn recht 

Ps 27 God is mijn licht 

Ps 28 0 Heer. ghy zijt mijn sterckte 

Ps 29 Ghy Princen end ghy Heeren 

Ps 30 Naedat ghy. Heer. my hebt bevri jdt 

Ps 31 Ick stel op u vast mijn vertrouwen 

Ps 32 Wei hem dien sijn misdaedt 

Ps 33 Weest nu verheught al ghy oprechten 

Ps 34 Ick wil (zijnde verblijt) God prysen 

Ps 35 Twist . Heer. met mlJn twisters 

Ps 36 Des hoofdoenders wille seer quaet 

Ps 37 Quelt u daer met niet 

Ps 38 Wi it in uwen t oorn gestadigh 

Ps 39 Ick sprack ich woude 
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Ps 40 Na da tick 1 anghen t i jt hebbe gewa ch t 

Ps 41 We1 hem die reeht oordee1t 

Ps 42 A 1 seen hert gejaeghL 0 Heere 

Ps 43 

Ps 44 

Ps 45 

Ps 46 

Ps 47 

Ps 48 

Ps 49 

Ps 50 

Ps 51 

Ps 52 

Ps 53 

Ps 54 

Ps 55 

Ps 56 

Ps 57 

Ps 58 

Ps 59 

Neemt mijn saeek aen 

fleer, u wonder-wercken verkoren 

Myn hert wi1 nu een seer schoon 1iedt 

A1s ons de noot overvalt kraehtig 

A1le vo1ek gemeyn sla de handen 

Inde hey1ige stadt voorwaer 

Ghy mensch en a1 , hoort en wilt doch 

Godt, die der Goden Heer is 

Ontfermt u over mij 

Seght ghy Tyran waer op ghY'bouwet 

De dwaes die spreeekt in sijn herte 

Oeh Heer almachtigh, he1pt doeh my 

o Heer wilt mijn ghebedt verhooren 

Ontfermt u mijns 

Ontfermt u Heer, ontfermt u over my 

Ghy Raets-Heeren laet my doch hooren 

o Heer, i ek ben van mi jn vyande 

omringt 

Ps 60 Heer die ons hebt verstooten al 

Ps 61 Als iek roep vertsaet mijn reden 

Ps 62 Hoe seer dat mijn zie1 is gequel t 

Ps 63 0 God , geen God heb ick dan nu 

Ps 64 A1s iek roep, Heer , hoort mijn stem 

Ps 65 Men 100ft u Heer met ste.mmen reyne 

Ps 66 Singht den Heer inden gantschen 1ande 

Ps 67 Onse God zy ons nu genadigh 

Ps 68 . 'Staet op, Heer , toont u onvertsaegt 

Ps 69 Iek bid u helpt my, 0 God goedertier 

Ps 70 0 God op wien mijn hope staet 

Ps 71 Myn hoop stel ick op u gestadig 

Ps 72 Wi 1 t doeh u geri eht over geven 

Ps 73 Godt is nochtans troostp1yck end soet 

Ps 74 Hoe komt dat ghy ons verstroyt 

Ps 75 Wy daneken u God en Heer 

Ps 76 Godt is in Judea seer we1 bekent 

Ps 77 Iek heb mijn stem opgheheven 
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Ps 78 0 mijn volek wi 1 t mijn leering 

Ps 79 De heyd'nen zijn in u Erfdee l 

gevallen 

Ps 80 Ghy Herder Israel s wilt hooren 

Ps 81 Singht den Heere bly 

Ps 82 Godt is inde oversehaer geseten 

Ps 83 Wi 1 t doeh ni et 1 anger swygen 

Ps 84 Hoe lieflijek , 0 Heer , end hoe reyn 

Ps 85 Ghy zijt Heer met u volek nu te 

vreden 

Ps 86 0 Heer opent my u ooren 

Ps 87 God heeft sijn huys vast gegrondet 

Ps 88 Heer die my dus lang ' hebt behoedt 

Ps 89 Van des Heeren goetheyd sal iek 

singen 

Ps 90 Ghy zi jt geweest ons toev 1 ught, Heer 

Ps 91 Die In Godes bewaring steve 

Ps 92 Het zijn heerlijcke dingen 

Ps 93 Godt regeert zynde met eeren bekleedt 

Ps 94 0 God ghy die Godt zijt der wraken 

Ps 95 Komt laet ons blijdt zijn inden Heer 

Ps 96 Singht een nieuw lied den Heer 

Ps 97 Een Coning is de Heer 

Ps 98 Wi I t onsen God een ni eu lied s ,ingen 

Ps 99 Onse Goel die is een Coningh gewis 

Ps 100 Ghy volckeren des aertrijck al 

Ps 101 Van Godts goetheyd en oordeel 

Ps 102 Wilt myn ghebedt, Heer , verhooren 

Ps 103 Myn ziele wilt den Heer met lofzangh 

prysen 

Ps 104 WeI aen mijn Ziel , ghy moet God 

prysen seer 

Ps 105 Een jeder moet tot desen tyden 

Ps 106 Danckt God, want hy is vriendelijck 

Ps 1 07 Wilt God lof end eer geven 

Ps 108 Myn hert is, o Heer, reeht bereydt 

Ps 109 o Heer , mijn roem end eer gepresen 

Ps 110 De Heer heeft ghesproken tot mynen 

Ps 111 Den lof en prijs gantsch over al 



Ps 112 

Ps 113 

Ps 114 

Ps 115 

Ps 116 

Ps 117 

Ps 118 

Ps 119 

Ps 120 

Ps 121 

Ps 122 

Ps 123 

Ps 124 

Ps 125 

Ps 126 

Ps 127 

Ps 128 
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WeI hem die a1tijd is gegheven 

Ghy kinderen die den Heer d ient vry 

Doe Israel Egypten-1and verliet 

Niet ons, niet ons maer u behoort 

Ick heb den Heer 1 i ef 

Ghy heydenen 100ft t ' saem den Heer 

Dancket den Heer seer hoogh ghepresen 

Gelucksaligh is de Mensche 

Ais ick met swaer kruys ben beladen 

Tot den bergen hef i ck op m:' jn ooghen 

So haest als ick koore spreken 

Tot u Heer mijn oogen hef ick altijd 

Men mach nu weI segghen 

Die op den Heere vast vertrouwden 

Ais Godt Syons gevangen al t'saem 

Soo Godt niet selfs dat huys oprecht 

Saligh is hy bevonden 

Ps 129 Van den jeught aen hebben sy my 

ghequelt 

Ps 130 Uyt de diepten 0 Heere myner 

benautheyt 

Ps 131 

Ps 132 

Ps 133 

Ps 134 

Ps 135 

Ps 136 

Ps 137 

Ps 138 

Ps 139 

Ps 140 

Ps 141 

Ps 142 

Ps 143 

Ps 144 

Ps 145 

Ps 146 

Ps 147 

Myn hert is Heer in groot eenvout 

Gedenckt doch des Davids 0 Heer 

Si et hoe fi jn end Ii efl i jck 

AIle ghy knechten des Heeren 

Looft nu vry onses Gods naem 

Dancket Godt nu opentlijk 

Als wy aen dat water tot Babel 

Ick danck u Heer uyt 's herten grond 

Ghy hebt my Heer gantschlijk 

doorgrond 

o Mijn God wilt my nu bevryden 

Ick roep u Heer aen in noot 

Ick roepe God met herten aen 

Wilt myn gebed, 0 Heer, verhooren 

Gelooft sy God mijn troost 

Ick sal God mynen Koning prysen 

We 1 op mi jn zi e I wi Jt nu prysen 

Looft God het zijn heerlijcke dingen 



Ps 148 Ghy hemelsche Creaturen 

Ps 149 Wilt nieu liet den Heere singen 

Ps 150 Laet nu God gepressen zijn 
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In De CL Psalmen Davids in Musijk gebracht op vier 

en vijf Stemmen, Door Claudijn Le Jeune , geboren 

van Valent, etc. Nu eerst met den Hollandsen text, 

nevens aIle de Loffsangen uytgegeven. Schiedam, 

Gedrukt by Laurens vander Wiel , Stads Drlikker, en 

Boekverkooper op den Dam, Anno 1664. PETRUS 

ANGILLIUS 

according 

Psalms by 

was responsible for this edition 

to the Dutch rhymed version of the 

PETRUS DATHENUS . A Dedication to Juffr. 

MARIA VAN CLEEF and the Reverend LUCAS MEYSTERUS 

of Schiedam, as well as various laudatory poems 

are attached. In a Forword the publisher states 

that the text of only the first verse of each 

psalm is reflected ; consequently, aIle die 

begeeren verder de geheele Psalm uyt te singen , 

geliven de moeyte te nemen en gebruycken daer een 

kleyn ordinaris Psalmboeckje by. A Fugue a 

I 'unisson apres deux temps26 is supplied with 

Dutch words : Of 'T is een groote vreugde te i oven 

sijnen Godt. Following upon the psalms , there are 

thirteen Lofsangen, one of which is to be sung to 

the melody of Ps. 19 27 , another an anonymous Latin 

Lament: 0 triste spectacuium . 

SOURCES: 

Superius: 

Contratenor : 

Tenor: 

26 Originally it appeared in the Dcx1ecacorde of 1598. 

27 Eygen Geschrift Davids: Ais ik noch Jongeiing, geachtet seer gering. 
This is the translation of a paraphrase from 1 Sam . 16:1-14 and 1 Sam. 17" 
which is not to be found in the Masoretic version of the Old Testament, but 
figures in the 5eptuaginta as Psalm 151. 
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Bassus: 

Quintus: 
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Leiden. Bibl. der Rijksuniversiteit. 

1196 G 17 

60. A re-edition of the CL Psalmen Davids ... door Claudijn 

Le Jeune (1664) . published by Laurens Van der Wiel. 

Schiedam. 1665 . 

TEXT INCIPITS: 

Identical to those of no 59 

SOURCES : 

Superius: Amsterdam, Toonkunstbibliotheek 

Brussels, Bibl. Royale , Fetis 1509 

Paris , Bibl. Nat. (Ancien fonds du 

Conservatoire Nat. de Nusique ) 

Contratenor: Amsterdam, Toonkunstbibliotheek 

Tenor: 

Bassus: 

Quintus: 

Brussels, Bibl . Royale, Fetis 1509 

Paris. Bibl. Nat. (Ancien fonds) 

The Hague, Koninkl. Bibliotheek 

Amsterdam, Toonkunstbibliotheek 

Brussels , Bibl. Royale, Fetis 1509 

Paris, Bibl. Nat. (Ancien fonds) 

Amsterdam, Toonkunstbibliotheek 

Brussels. Bibl. Royale, Fetis 1509 

Paris , Bibl. Nat . (Ancien fonds) 

Amsterdam, Toonkunstbibliotheek 

Brussels, Bibl. Royale. Fetis 1509 

Paris, Bibl . Nat. (Ancien fonds) 

1775? 61 . The first twelve psalms ( from Le Jeune ' s Centcinquante 

Pseaumes 1601), supplied with English words -

in The First twelve Psalms in Four Parts .. . adapted to 

the English by a Professor of Music. published by 

Longman , Luckley & Co., London , 1775(?) 

SOURCES: 

London , British Library , G. 807 . a 

(8 ) 
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APPENDIX II 
TEXTS OF WORKS FROM LE JEVNE's INTIAL YEARS 



A. THE FOUR CHANSONS OF 1552 

1 . 

2 . 

3. 

AVANT MES l OURS 

Avant mes iours me fault encourir 

Par ung regard dont m' as voulu ferir 

Et n e te chault de ma gries ue tristesse 

Aupres de l ' eau me fault de soif peri r 

Mais n ' esse pas a t oy grande rude s se 

Veu que tu peulx s i bie n me s ecourir . 

BON l OUR M'AMYE 

Bon iour m' amye 

Bon iour et ' b o n an 

Souvent en s oupire 

Quand de toi me s ouvient 

Et par grand mart ire 

Retirer my co nvient 

Bon iour m' amye 

Bon iour et bon an . 

EN ESPOIR VIS ET CRAINCTE 

En e spoir vis en craincte me tourmente 

Ung i our ie ris et 1 'autre ie lamente 

Vostre doulx oeil me faict bien esperer 

Mais mon gr i ef mal me contrainct sousp i rer . 

39 1 

CLEMENT MAROT 

ANON 

ANON 



4 . LE FEU QUI M'ARD 

Le feu qui m'ard ne peult estre destainct 

Sans ta pitye car ton naturel tainct 

Cause ames yeulx la flamme de man plaindre 

Tout aultre ennuy envers Ie mien est fainct 

Veu que ne puis par mes larmes estaindre 

Le feu qui m'ard. 

392 

ANON 
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B. THE DIX PSEAUMES OF 1564 

1. 
/ , 

PSALM 96 THEODORE DE BEZE 

Cantate Domino 

l e Partie: 

2 e Partie : 

1 . Chantez a Dieu chanson nouvelle , 

Chantez, 6 terr' vniuerselle: 

Chantez, & son nom benissez. 

Et de jour en jour anoncez 

Sa deliuerance sol en ne lle. 

2. Prechez a tous peuples sa gloire, 

Et de ses grands faicts la memoire: 

Car il est grand, & sans d outer, 

Plus a louer & redouter 

Que tous les dieux qu'on scauroit croire. 

3 . Car ces dieux qui les gens estonnent. 

Ne sont qu'un rien ou ils s 'adonnent: 

Ma i s l ' Eternel a fait les cieux, 

Forc ' , & empire glorieux 

Vont deuant lui, & l'enuironnent . 

4 . Puissanc' & Majeste sans feinte, 

Se tiennent en sa maison s aincte. 

Sus donques , tous peuples, venez 

Toute forc' & gloire donnez 

A l'Eternel en toute crainte. 

5. Louez l ' Eternel d'une sorte 

Qui a sa grandeur sa rapporte, 

Venez humblement. nations 

Et prenans v oz oblations. 

Passez de ses paruis la porte . 



2 . 

3" Partie: 

PSALM 102 

6. Qu'un chacun. di - je. se rassemble 

A fin d ' adorer tous ensemble 

Deuant l' Eternel. au pourpris . 

De son Sanctuaire de pris. 

Et que toute la terr ' en tremble. 

7. Toute gent 00. quelle puisse estre . 

8 . 

Die que l'Eternel est maistre: 

Car Ie mond' il establira 

Pour jamais. alors qu'il sera 

Iustement conduict par sa dextre. 

Qu'on oye donc sou s 'cest empire 

Cieux s ' esjouir, la te.rre r i re. 

Tonner l ' Ocean spacieux. 

Champs s'esgayer . . & auec eux 

Les forests sa 10uange bruire . 

9. Car il e s t en voye. 

A fin qu' a la terr' il pouruoye. 

Iugeant Ie monde justement . 

Et tous peuples entierement. 

Sans qu'en rien jamais il fourouye . 
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THEODORE DE BEZE 

Domine exaudi ortationem 

1" Partie: 1. Seigne ur enten ma requeste. 

Rien n'empesche. ni n'arreste 

Mon cri d ' aller jusqu ' a toy. 

Ne te cache point de moy 

En ma douleur nonpareille 

Tourne vers moy ton aureille. 

Et pour m'ouir quand je crye, 

Auance-toy je te prie. 



2 e Partie: 

2. Car rna vie est consum'e 

Comme vapeur de fumee. 

Mes as sout sees tout ainsi 

Qu'un tison: mon coeur transi 

Ainsi qu'une herbe fauch~e 

Perd sa vigueur retranchee 

Si que je n'ay soin ne cure 

De prendre rna nourriture . 

3. Mes as & rna peau se tiennent. 

Pour les ennuis qu'ils soustiennent: 

Dont (helas) rna triste V01X 

Pleur' & gemit tant de fois. 

Ie suis au Butor senblable 

Du desert inhabitable: 

Ie suis comme la Chouette 

Qui fait au bois sa retraite . 

4. Comme durant son vefuage 

Le passereau sous l ' ombrage 

D'vn tect. couure ses ennuis 

Ainsi je passe les nuiets. 

Mes haineux m'ont dit outrages. 

Et de furieux eourages. 

Font de may 'In formulaire 

De maudisson ordinaire. 

5. Au lieu de paln la pousiere 

Est rna vie eoustumiere: 

Mon bruuag' en mes douleurs 

Ie mesle aueeques mes pleurs. 

Pour la fureur de ton ire: 

Car m'ayant esleue (Sire) 

Tu m'as fait si dure guerre 

Que j ' en suis aIle par terre. 
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3" Partie : 

6. Mes jours passent comm' vn ombre 

Qui s'en v a obscure & sombre: 

Ie suis rene & seche 

Comme f oi n qu10n a fauche, 

Mais, 6 Seigneur, ta demeure 

Eternellement demeure, 

Et de t o n nom venerable 

La memoir' est perdurable, 

7. Tu te releuras donques , 

Et auras , si tu I ' eus onques, 

Pitie & compassion 

De ta Cite de Sion: 

Car il est temps que tu ayes 

Compassion de ses playes, 

Puis que uoyons terminee 

La saison qu ' as assignee . 

8. Car jusqu'aux pierres d'icelle 

S'estend de tes serfs Ie zelle, 

Ayant pitie de la voir 

Tout' en poudre se dechoir, 

Peuples trembleront en crainte 

Deuant ta majeste saincte, 

Et de tous Roys l ' excellence 

Cra indra ta magnificence. 

9. Car Sion toute deffaite 

S'en va du Seigneur refaite , 

Luy qui nous a recouru, 

En sa gloire est apparu: . 

De ses poures s o litaires 

Les compla i ntes ordinaires 

N ' a point mises en a~riere, 

Ni mesprise leur priere. 

39 6 



4 e Partie : 

5 e Partie: 

10 . En regis t re sera ~ise 

Vne si grand ' entre pr i se , 

Pour en faire souuenir 

A ce ux qui s o nt a ve ni r: 

Et la gent aDieu sacree, 

Comme de nouueau cree, 

Luy chantera la louange 

De ce bien-faict tant estrange. 

11. Car Ie Seigneur d e bonnaire 

De haut de son sanctuaire. 

Voire du plus haut des cieux, 

Vers terr' a baisse les yeux, 

Pour OU ln la voix plaintiue 

De sa poure gent captiue. 

Et la tirer de la pelne 

De mort qUl luy est prochaine. 

12. A fin que de Dieu la glo ire 

Dedans Sion soit notoire, 

Et Ie los de sa bonte 

En Ierusalem chante, 

Quand des gens les assernblees, 

Seront toutes assernblees . 

Et le~ Rois de leur puissance 

Luy rendront obeissance. 

13 . Voyant rna forc' arnoritie 

En chemin . & de rna Vle 

Par luy racourcy I e cours . 

r 'ay dit, 6 Dieu mon secours, 

Ne m'abbas point sans ressource 

Au beau millieu de rna course . 

Car tes ans qui ne muent. 

D'aag ' en aage continuent. 
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14 . La terr' as fa it ' & assise , 

C ' es t toy qui la main as mise 

Aux cieux pour les compasser. 

Et tout cela doit passer 

Mais quand a toy, tu demeures 

Pendant qu'arriuent les heures 

Qu'il s vieilliront ainsi c omme 

Les habillements d'vn homme. 

15. Comm' v ne robe qu'on porte. 

Tu les changeras de sorte . 

Qu'eux & Ie lustre qu'ils o nt 

Pour certai n se changeront. 

Mais quant a toy. Dieu supreme, 

Tu te tiens tousjours de mesme, 

Et ta constante duree 

Est pour jamais asseuree . 

16. Et pourtant, selon ta grace. 

De tes seruiteurs la'race 

Aura logis arreste, 

Voir' a perpetuite: 

Et de tes saincts l a semence 

Sera deuant ta presence 

En asseuranc' establie , 

Sans jamais estr' affoiblie . 
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PSALM 135 THEODORE DE BEZE 

Laudate nomen Domini 

10 Partie: 

2" Partie: 

1. Chantez de Dieu Ie renom . 

Vous seruiteurs du Seigneur. 

Venez pour luy fair' honneur. 

Vous qui auez eu ce don 

D ' estr habitans au millieu 

Des paruis de nostre Dieu . 

2 . Louez Dieu. car il est bon: 

Psalmodiez en son nom: 

Car il est plaisant & doux. 

II a choisi entre tous 

Iacob. & Isarel prls 

Pour son tresor de grand prix. 

3. Car l'Eternel. say-je bien. 

Est si grand. que taus les Dieux 

Aupres de luy ne sont r ien: 

Qui fait en terr' & es cieux: 

Voire es gouffres de la mer . 

Ce qui luy plait consun@er. 

4. Du bout de la terr' en haut 

II fait les nues monter: 

Les esclairs. quand il Ie faut. 

II fait en pluye esclater. 

Et sorti r de ses thresors 

Les vents tant rudes & forts. 

5. D'Egipte les premIers nes. 

II a tuez de ses maIns 

Soit qu'il fussent les aisnes 

Du bestail. ou des humains. 

Egipt' il ta fait scaUOlr 

Chases terribes a vOIr. 



3~ Partie: 

6. II adeffait Pharaon 

Et toutes ses Legions: 

Oeeis Rois, & nations. 

Tesmoin Ie fort Roy Sehon, 

Ogle grand Roy de Basan. 

Et taus ceux de Chanaan. 

7. A son peuple d ' Israel 

II a leur pays cede, 

Duquel il fut possede, 

En titre perpetuel. 

Ton nom, Dieu plein de bonte 

Dur' a perpetuite. 

8. De Dieu Ie nom fleurisant 

D'aag en aage durera, 

Car l'Eternel tout-puissant 

Son peuple gouuernera, 

Est ant appaise de coeur 

Vers son poure seruiteur. 

9. Les images des Gentils 

Ne sont rien qu'or & argent, 

Oeuures d'hommes abrutis, 

Pour abuser mainte gent, 

Bouch ' elles ant sans mouuoir 

Et des yeaux pour rien ne voir 

10. Sans ouir aureilles ant, 

Et ne peuuent respirer, 

Tels seront ceux qui les font, 

Et qUI les vont adorer 

Et qUI est fol jusques la, 

De se fier en cela? 
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4. PSALM 88 

11. Vous du Seigneur les enfans. 

Chantez Ie 10z du Seigneur: 

Enfans d'Aaron triomphans 

Rendez a Dieu tout honneur, 

Vous de Leui la maison, 

Louez- le en toute saison. 

12. Vous tous qui Ie reuerer, 

Rendez son los solennel. 

Soit haut loue l'Eternel 

Qu'en Sion vous adorez, 

Et qui veut pour n'en bouger 

En Ierusalem loger. 
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THEODORE DE BEZE 

Domine Deus Salutis 

1'" Partie: 1. 0 Dieu Eternel, mon Sauueur, 

lour & nuict deuant toy je erie, 

Paruiene ce dont je te prie 

Iusques a toy, par ta faueur 

Vueilles, helas, l'aureille tendre 

Ames clameur pour les entendre. 

2. Car j'ay mon saoul d'aduersite, 

Des ja rna vie est mise en terre 

Et parmi ceux-la qu 'on enterre 

Mon nom est desja recite : 

Ie suis ainsi qu'un personnage 

Qui n ' a plus force ne courage. 

3 . Ie SUIS entre les morts transi 

Franc & quitte de ceste VIe, 

Comm' vne personne meurtrie, 

Dont tu n'as cure ne SOUCl, 

" Qui est au sepulchre couchee, 

Et que ta main a retranchee. 



2'" Partie: 

. . 
4 . Tu ma'as Jusques au fond plonge 

Des fosses noires & terribles: 

tes fureurs les plus horribles , 

De dessus mon chef n ' ont bouge. 

Bref, tu m'as accable la teste 

Des plus grans flots de ta tempeste . 

• 5. Estrange m'as de mes amis, 

Et rendu vers eux execrable: 

Me voila poure miserable, 

Enclos au lieu ou tu m'as mlS, 

Sans qu'il y ait nulle puissance. 

De plus recouurer deliurance. 

6. Mes yeux sont ternis de langueur: 

Seigneur, a toy je me vien rendre 

Tous les jours, & mes mains te tendre. 

Car monstreras-tu la vigueur 

De tes puissances les plus fortes 

Sur . les personnes desja mortes? 

7. Les morts viendront-il a sortir 

A fin de prescher tes merueilles? 

Pourront tes bontes nompareilles 

Dans les sepulchres retentir, 

Et ta fidelite reluire 

En ceux que Mort a peu destruire? 

8. Se pourront es tenebres voir 

Les grans effects de ta puissance. 

Et en la terre d'oubliance 

Ta justice s'apperceuoir? 
, 

Si est-ce, 6 Dieu, qu' a toy je crle, 

Et d~s le matin je te prie. 
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3 e Partie: 

PSALM 57 

9 . Las! pourquoy suis - je 
. / 

reJette. 

Pourquoy caches-tu ton visage? 

Las' je languy des mon jeune aage. 

En mille fortes tourmente. 

Soustenant tes frayeurs mortelles. 

Auecques peurs assiduelles. 

/ 

10. Tes fureurs ont sur moy passe: 

Tes espouuantemens hor~ibles 

M'accablent deluges terribles 

Me ~iennent tous les jours presse: 

Tout cela. di-je . dont je tremble. 

Tout 
, 
a l'entour de moy s'ass emblent . 

11. Tu 

Ma 

/ . 
as escarte \oln de moy 

compagnie plus priuee. 

Si qui rna personne est priuee 

De tous amis en cest esmoy: 

Car au milieu de mon angoisse 

Ie ne voy nul qui me cognoisse. 
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THEODORE DE BEZE 

Miserere mei Deus, Miserere 

1~ Partie: 1. Ayes pitie. ayes pitie de moy: 

Car 0 mon Dieu, mon ame esper' en toy: 

Et jusqu'a tant que ces mechans rebelles 

Soyent tous passez esperance ne foi 

Iamais n'auray qu'en I 'ombre de tes ailes. 

2. Au Dieu treshaut mon cri s'adressera 

Au Dieu lequeltout mon cas parfera: 

Bonte & foy, ce grand Dieu que j'adore, 

Amon secours du ciel venlr [era 

Rendant confus celuy qui me deuore. 



2e Partie: 

3. Non ame, he1as, est parmi 1es lions: 

Boute-feux m'ont enc10s par mi1ions: 

Lances & dards sont leurs dents emo1ues, 

Leurs 1angues sont en leurs detractions, 

G1aiues percans de leurs poinctes aigues . 

4. Es1eue toy, 6 Dieu, dessus 1es cieux, 

Ci bas par tout ton 10z soit glorieux: 

404 

I1s ant tendu 1es rets pour me surprendre: 

I1s m'ont fou1$, i1s ont, ces enuieux, 

Fait vn fosse deuant may pour me prendre. 

5 . Eux-mesmes sont tombez en leur fosse: 

Non coeur en est, 6 Dieu, tout redresse: 

Non coeur sesgai estant plein d'asseurance: 

Voire, Seigneur, pour ton 10z exauce 

Chanter, precher de te11e de1iurance. 

6. Sus donc, ma langue, ores reuei11e-toy, 

Psa1terions, lljez-vous auec may. 

Au point du jour je 1aisseray ma couche, 

Et ton honneur par tout, mon Dieu, Non Roy, 

Ie chanteray des doigts & de 1a bouche: 

7. Car jusqu'au cie1 s'es1eue ta bonte, 

Iusqu'au plus haut de 1 ' air ta verite 

Dresse 1a teste. Or donc, Seigneur , 

/demonstre 

Que sur 1es cieux se tient ta deit~: 

Et fay par tout que ta gloire se montre. 
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6. PSALM 98 THEODORE DE BEZE 

c"ntate Domino Canticum 

2 c Partie: 

, 
1. Chantez aDieu nouueau cantiql~e 

2. 

Car il a puissamment ouure. 

Et par sa force magnifique 

Par soy-mesme il s'est deliure. 

Dieu a fait Ie salut cogno istre. 

Par lequel sommes garentis, 

Et sa justice fait paroistre, 

En la presence des Gentils. 

~ 

De sa bonte plus cordial 

II luy a leu se souuenir , 

Et de sa verite loyale 

Pour son Israel maintenir. 

Le salut que Dieu nous enUOle 

lusqu'au bout du monde s ' est veu 

Sus done qu'en plaisir & en joye 

Tout cest vniuers soit esmeu. 

3. Qu'on erie, qu'on chante, & resonne 

Et de la Harp' & de la voix, 

Que deuant Dieu, di-je. on entonne 

Nouueaux eantiques ceste fois. 

Deuant sa face glorieuse 

Cors & Clairons soyent eselattans, 

Tonne la grand' mer spacieuse, 

Et Ie mond' & ses habitans. 

4. Que deuant Dieu les fleuues mesme 

Frapent des mains tous esjouis, 

Voire crier de joye extreme, 

Les plus durs rochers soyent OU1S 

Car il vient regir & conduire 

Tout cest vniuers, & sera 

lust' & droiturier son empire, 

Quand tout peuple il gouuernera. 
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PSALM 149 THEODORE DE BEZE 

Cantate Domino 

Ie Partie: 

2 e Partie: 

1. Chantez a Dieu chanson nouuelle 

Et sa louange solennelle, 

Des bons parmi la compagnie 

Maintenant soit ouye. 

Israel s'esgay' an son coaur 

De l'eternal son createur: 

Et d'vn tel Roy soyent triomphans 

De Sion las enfans. 

2. Son nom sur la flute s'entonne, 

Qu'au tabour, chansons on luy sonne, 

Et dessus la harp' accordante 

Sa louanga se chante. 

Car Dieu en sa gent prend plaisir 

Laquell' il a voulu chasir 

Et les petis honorer a 

Des biens qu'il leur fera . 

3 .. Vn jour auront ses debonnaires 

Plaisirs & joyes ordinaires , 

Voir' en leurs licts chanter de Joye 

II faudr a qu'on les oye . 

De Dieu en leur gosier auront 

Les louanges, & porteront 

Dedans leur main. chantant leurs chants, 

Vn glaiue ~ deux tranchans: 

4. Afin de destruir' & deffaire 

Tout nation aduersaire, 

Et punir leur outrecuidance 

D'vn juste vengeance. 

Voire pour mener prisonniars 

Leurs Roys & princes les plus fiers, 

Et dedans leurs ceps bien serres: 

Las tenir enferres: 



8. PSALM 95 

5. En les punissant de la sorte, 

Que leur sentence escrite porte . 

Tell' est de ses saincts I ' excellence. 

Et la magnificence. 
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THEODORE DE BEZE 

Venite Exultemus 

1'" Partie: 

2'" Partie: 

1. Sus, esgayons-nous au Seigneur, 

Et chantons hautement l'honneur 

De nostre salut & deffence. 

Hatons-nous de nous presenter 

Deuant sa face. & de chanter 

Le los de sa magnificence. 

2. Car c'est Ie grand Dieu glorieux. 

Grand Roy par dessus tous les dieux. 

Qui dedans sa main t ient la terre. 

Voire jusqu'au lieu plus profond: 

Et de la cime jusqu'au fond 

Tient des monts la hauteur en serre. 

3. A luy seul la mer appartient. 

Car ilia fait' & la soustient. 

Et la terr' est sa creature. 

Sus donc. tombons enclinons-nous 

Deuant l'Eternel ~ genoux. 

Nous poures humains sa facture. 

4 . II est nostre Dieu t out-puissant, 

Nous. son peuple qu'il va paissant. 

Comme troupeaux de sa conduite. 

Oyant donc aujourd'huy sa voix. 

Gardez vostre coeur qu'vne f ois 

S'endurcissant ne se depite: 
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3 e Partie : 

PSALM 97 

" 5 . Comm'en Meriba es deserts . 

Et massa. voz peres peruers. 

Dit Ie Seigneur. jadis me firent: 

Ou longuement ils mont tente, 
. , 

Et souuant experlmente 

Par mes ouurages qu ' i l s y virent. 

6 . Durant quarant' ans, en effect. 

Ceste race de gens ma fait 

Dix mill' ennuis: d~nt je disoye, 
, 

Voici vn peuple insense, 

Et qui n ' a nullement pense 

A s~auoir de son Dieu la voye. 

7. Et pour ce estant en mes esprits 

De juste fureur tout espris, 

Ie Juray pour chose asseuree. 

Si jamais ceschans ici, 

Puis qu'ils se deffient ainsi. 

Dedans mon repos ont entree. 
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THEODORE DE BEZE 

Dominus Regnavit 

le Partie: 1. L'Eternel est regnant , 

La terre maintenant 

En soy joyeus & gaye, 

Tout' Isle s'en esgaye. 

Espess ' obscurite 

Cache sa majeste: 

Iustice & jugement 

S~nt Ie seur fondement 
, 

De son thron' arreste . 



2e Partie: 

2 . Grand feux estincelans 

Deuantluy sont bruslans 

Pour ses haineux espendre. 

Et rediger en cendre. 

Son esc lair foudroyant 

Du monde flamboyant 

Reluit tout a 1 ' en-tour: 

La terre. tout autour 

S ' estonn en Ie voyant. 

3. Comme la cire au feu, 

II n'y a dauant Dieu. 

Grand Dieu de tout Ie monde, 

Montagne qui ne fonde: 

Voira mesme des cieux 

Le grand tour spacieux, 

A sa justice veu, 

Et la terr' apperceu 

L'Eternel glorieux. 

4. Soyent confus & deffaits 

Tus ces dieux contrefais, 

Et toutes ces gens foles 

Qui servent leurs Idoles. 

o dieux , venez y tous 

L'adorer a genoux 

Sion qui l'a ouy, 

D ' un coeur tout resjouy 

S'esgaye auecques vous. 
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5. Tes jugemens. ~eigneur. 

Ont fait que ton honneur 

Et gloire ont colaud~e. 
, 

Las rilles de Iudee. 

Car en ta majest~ 
. , 

Tu es plus naut monte 

Que ces terrestres lieux: 

Mesmes sur tous les dieux 

Tu es haut exalt~. 

6. Vaus de Dieu les amis, 

Monstrez coeurs ennemis. 

Voire do tout contra ires 

A tous meschans affaires . 

Car il tient de ses saincts 

La vie entre ses mains. 

Et si on les veut fascher, 

II peut les arracher 

Aux tyrans inhumains . 

/ 

7. Le clair jour est seme 

Au juste bien-aime, 

Tout plaisir quoi qu'il tarde, 

Aux droits de coeur se garde, 

Vous donc justes, venez, 

Et joye demenez 

En I'honneur de son nom. 
, 

Et a son sainct renom 

Toute gloire donnez. 
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10. PSALM 81 THEODORE DE BEZE 

Exultate Deo Adiutori 

1'" Partie: 1. Chantez gayement 

ADieu nostre forc e: 

Que tout hautement 

Au Dieu d'Israel 

Chante perpetuel 

Chanter on s'efforce. 



2 e Partie: 

2. Qu ' on oye chansons 

De douche muslque: 

Qu'on oye les sons 

De harp' & tabour: 

Le luc a son tour 

Sonne son cantique. 

3 . Au premier du mois 

Sonnez la trompette: 

A toutes les fois 

Que pour fair' honneur 

A son droit Seigneur 

Israel fait feste. 

4. Enuers Israel 

Tell' est 1 'ordonnance : 

Car c'est l ' Eternel 
, 

Qui l'a decrete 

Pour signe arreste 

De sa conuenan·ce. 

5. Lors que trauersa 

Sa gent voyagere 

D'Egipte, & passa, 

Sans qu'elle eust pouuoir 

D'entendr' ou sauoir 

Leur langue estrangere. 

6. De dessus son dos 
/ 

La charge ay ostee: 

Arriere des pots 

(Labeur inhumain) 

I'ay fait que sa maIn 

Se trouue escartee . 
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3'" Partie: 

7. 

8. 

Vers moy as c01..lru 

Quand on t'a fait guerre: 

Ie t'ay secouru, 

Ie t ' ."y 
~ 

exauce 

Dedans mon tonnerre. 

, 
Ie t'ay esprouue 

Es eaux de querelle: 
~ Et t ' yant trouue 

D 'vn coeur endurci, 

Ie parlay ainsi 

A ton coeur rebelle . 

g. Mon peuple, enten-moy , 

Et man aliance 

Feray auec toy . . 

o si tu voulois 

D'escouter ma voix 

Auoir patience! 

10. Chez toy tu n'auras 

Autre Dieu quelconque, 

Et n'adoreras 

Hors le souuerain , 

Aucun dieu f orain , 

Ni seruiras onques. 

11. Car se suis ton Dieu 

D'e~sence eternelle, 

Qui t'ay en ce lieu 
~ 

Mis & attire 
. , 

T 'ayant retIre 

D'Egypte cruelle . 
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4~ Partie: 

5" Partie: 

12. Ovre seulement 

Ta bouehe bien grande , 

Et soudainement 

Esbahy seras 

Que tu 1,:; verras 

Pleine de viande. 

13. Mais mon peuple ~leu 

L'aureille me tendre 

I ' amais n'a voulu: 

14. 

15. 

. , 
Mesme estant prle 

Ne s'est soucie 

Iamais de m ' entendre . 

. . " Moy donc lrlte 
, 

L'ay bailie en proye 
, 

A la durete 

De son coeur peruers. 

A tors & trauers 

Pour suyure sa voye. 

Helas. que ma gent 

N ' a ma VOIX ouye! 

Et que di 1 i gent 

Israel tout droit 

N ' a du chemin droit 

La sente suyuie' 

16. I'eusse en mains de riens 

Peu vainer' & deffaire 

Les ennemis siens: 

Et man bras tourne 
. / 

Eust tost rUlne 

Tout sien aduersaire. 

413 



17 . Tous ses ennemis 

Remplis de destresse 

Sous luy j ! eusse mis: 

Et ce temps heureux 
, 

Eust dure pour eux 

Sans fin & sans cesse . 

18. De fleur de froment 

Iamais n'eust eu faute, 

Voir' abol"\dament 
/ 

Ie l ' eusse soule 

Du miel decoule 

De la roche haute. 
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C. THE CHANSON SPIRITUELLE OF 1564 
.-

MAIS QUI ES-TU? THEODORE DE BEZE 

Mais qui es-tu (dy-moyl. qUi vas si mal vestue 

N'ayant pour tout habit qu ' une robe rompue? 

Je suis Religion et n 'en sois plus en peine 

Du Pere Souverain la fille souveraine. 

Pourquoy t'habilles-tu de si povre vesture? 

Ie mesprise les biens et la riche parure. 

Quel est ce livre-Ia que tu tiens en la main? 

La souveraine loy du Pere Souverain. 

Pourquoy aucunement n'est couverte au dehors. 

La poitrine aussi bien que Ie reste du corps? 

Cela me sied fort bien a moy qui ay Ie coeur 

Ennemi de finesse et ami de rondeur. 

Sur Ie bout d'une croix pourquoy t'appuyes tu? 

C'est Ie croix qui me donne et repos et vertu . 

Pour quelle cause es-tu deux aisles au coste? 

Je fay voler les gens jusques au ciel voute. 

Pourquoy tant de rayons environment ta face? 

Hors de I'esprit humaine les tenebres je chasse. 

Qui veut dire Ce frain? 

Que j'enseigne a dompter 

Les passions du coeur et a se surmonter. 

Pourquoy dessous tes pieds foules tu la mort blesme? 

Pour aut~nt que je suis la mort de la mort mesme . 
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THE MOTET FOR 3 VOICES OF 1565 

NIGRA SUM SED FORMOSA CANTICUM CANTICORUM 

( I. 4) Nigra sum sed formosa. filiae Ierusalem 

Ideo dilexit me Dominus 

Et introduxit me in cubiculum SUllm. 
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1. Dedication o f the Di ,,: Pseaume s de David , No uv e l lement 

Composez a Quatre Parties en Forme de Jv!otets . Avec un 

Dial ogue a sept , par Claudin 1e I e un e .... Paris. 1 5 6 4 : 

A ,~SSEIGNEURS. MESSIEURS DE LA NOE. ET DE TELIGNE. GENTILS 

HOMMES ORDINAIRES DE LA CHAMBRE DU ROY. 

Messieurs. 

aujour huy que Ie bon Dieu a fait tant de gra c e 

que d 'avoir fait 1uyre sur eile un ayr plus doux & serain 

ap('ez 1 'obscur & facheux temps qu ' avons veu durant ces 

troubles passez, ie n'ay peu me tenir que selon ma petitesse 

ne me foye efforc~ de 1 'en louer & remercyer en quelque 

.ouvrage de mon art: pour lequel employer je n 'eusse s~eu 

choisir plus digne subget que cestuy-cy qui est de certains 

pseaumes du divin poete & prophete. David, lesquels j'ay mis 

en Musique. Or pour donner ocasion aux amateurs des chasons 

saincts 0; -­sa crees de chanter avec moy 

Seigneur Dieu tresbon & tresgrand, & je n ' ay 

les louanges du 

v o ulu faire Ie 

long a publier ce que j'en avoy de composes, 0; les mettant 

en lumyere, vous estes les seulles personnes qui m'ettes 

plus venues en 1 'esprit a qui j 'en deusse fa i re un present. 

tant pour 1 ' affection 0; obI igation que j 'ay a vostre 

service, a cause des bienfais qu 'ordinairement je r e ,coy de 

vostre liberalite. comme pour 1 'asseurance que j ' avoy que Ie 
.--recevrles en bonne part, sachant combien tous deux estes 

naturellement studieux & amateurs de la Musique & ayant trop 

de prevue d e vostre bienveullance. envers moy. II m ' a semble 

Messieurs que pour la concodance de mesmes meurs & mesmes 

exercices outre les autres lyens. qui unit voz deux coeurs 

en fraternelle amitie. je ne pouvoy dedier cest ouvrage a 
1 ' un sans lautre, 0; pource je 1 'offre a vous deux ensemble 

avec ma perpetuelle servitude, priant Dieu Messeigneurs , 

vous donner en perdurable concorde treslongue & tresheureuse 

vye. 

Vostre treshumble & obeissant Serviteur . 

CLAUDIN LE IEUNE . 



419 

2 . Dedication of the Dodecacorde contenant douze Pseaumes de 

David, mis en muslque sedon les douze modes. approvez des 

meilleurs Autheurs anciens & modernes a 2. 3. 4. 5. 6. & 7. 

voix. Par Claud . Le Ieune. Compositeur de la Musique de la 

Chambre do Roy .. . , La Rochelle, 1598: 

A MONSEIGNEUR 

MONSEIGNEUR LE DUC DE BOUILLON, VICOMTE DE TURENNE, 

MARESCHAL DE FRANCE, CONSEILLER DU ROY EN SES CONSEILS D'ES-
, 

T.~T & PRIVE, & PREMIER GE,VTILHOMME DE LA CHAMBRE DE SA 
, 

MAIESTE . 

Monseigneur, 

Ie ne pourroi vous faire don ce qui est n~ SOLIS vous & les 

vostres/ Seulement veux- ie I 'honneur d'estre presentateur, 

pour recognoistre celuy que i'ay d'estre vostre domestique. 

I'ay pense estre a propos en un temps ou tant de discords 

sont accordez, donner aux Franrois de quoy unir les tons 

comme les pensees, & les voix aussi bien que les coeurs. Si 

ceste Musique es pesante & grave, i'ay estime que nous 

devons estre lassez, & de nos modulations legeres, & de nos 

1egeres mutations. Pleust aDieu pouvoir par Ie Mode Dorien 

esteindre 1es fureurs, que Ie Phrigien peut avoir esmeues, & 
estre aussi puissant aux effects de mon harmonie, comme 

Possidonius tesmoigne avoir este Damon Milezien. Aussi faut­

i1 d'autres mouvemens plus energiques, pour estei ndre 1es 

Phrigiennes fureurs des Franr;:ois: A tels effects ont eu plus 

de puissance 1 'heur & la vertu du Roy, que tous les Tons de 

monde: Sa magnamite n'a point eu besoin des Modes, desque1s 

Tomothee resveilloit Ie coeur d'Alexandre: Sa patience & 
probite ont este naturelles, sans que les mesures Doriennes 

ayent fomente ses esprits: Et pour I 'advenir, ie"n 'voudroy 

pas tant de force a la Musique, cO/nIne luy en ant attribue 

les Anciens: Mesmement ie n'oseroy dire d'elle, ce qu'on dit 

des Astres, ascavoir, qui si elle ne violente, pour Ie moins , 
e11e incline. Ie me contenteray de remarquer, que les 

appetits des peup1es, en 1 'election des Modes & mesures, 

sont eschantillons certains de 1 'affection dominante en eux. 
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Et pour ce que 1 'affection engendre les effects , ces mesmc:s 

marques en sont les presages. I ' oseray donques convier mes 
, 

compagons, a honorer nostre Musique d'argumens, de Tons. & 

de Mesures serleuses. pour donner opinion aux plus advisez 

des nations voisines, que nos legeretez & mutations ont 

acheve leurs cours: qu'une constante harmonie est estabel1e 

en nos coeurs, & que la p,'lix qui este appuyee sur nos 

constances, est 

d'Alcions. Pour 

ouvrage, deux 

, 
une tranquil lite de duree, & non pas un nic 

toucher un mot du particu1ier de mon 

raisons m ' ont empesche de cotter tous 1es 

Modes par leurs noms: Premi erement, i ' ay voulu fuir 

1 'ostentation des vocables recerchez, puis apres la 

dissention des Anciens, & leurs diversitez d'opinions sur 

tels noms, requierent un plus curieux esprit que moy, qui ay 

mieux aime estre leur disciple, que leur iuge: Ie diray en 

passant, que les diversitez d'opinions sur 1 'Ionien. 

s'appointent par la difference du premier Ionien " du 

dernier , est ant Ie premier 10uab1e, avant Ie passage des 

Ioniens en Asie: 1esque1s depuis ont chante, comme vescu 

avec mollesse & 1ascivete de moeurs. Quant au Lidien, on 1 'a 

departi en Mixo1 idien, pour appaiser Ie different d '01 impe , 

& de Pindare. Le premier & Ie plus anci.en desquels s'en est 

servi aux chants funebres, & aux Epicedies: Le second plus 

nouveau, aux Epithalames. Et pource que ceste matiere 

meriteroit un traitte a part, que ie prend1"ay courage de 

faire, .selon 

prami e1" part, 

1e traitement que recevra des Franr;ois ce mien 

leque1 s 'en va se jetter avos pieds, avec 

asseurance que pour 1 'amour de son pere vous 1 'honnorerez 

tant 

Monseigneur, Que Ie 1uy mettre la main sur la teste & me 

tenir a iamais 

Vostre tres-humble & tres-obeissant Serviteur , 

C. LE IEUNE 
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Dedication Premier Li vre. Contenant Cinquante Ps eaumes de 

David . Mis en Musique a III. Parties par Claud . Le Ieune . 

Natif De Valentienne. Compositeur 

du Roy . A Paris . R . Ballard . & son 

DClI. 

en Musique de 1a Chambre 

Fils Pierre Ballard . M. 

A TRESILLUSTRE ET TRESEXCELLENTE PRINCESSE MADAME LOUISE DE 

NASSAU Electrice Palatine de Rhin . Duchesse de Bauieres . 

Comtesse de Spanheim . &c. 

Madame . 

L'honneur qu'autresfois i1 vous a pleu faire a deffunct 

mon frere . de vouloir qu'il vous monstrast les principes de 

la Musique, & 1a grande inclination qu' il a tousiours 

reconnue en vostre espri a affectionner cette science; Ionct 

d cela les faueurs & supports donct il estoit oblige a feu 

Monseigneur vostre pere. luy ont souuent faict desirer de 

laisser a la posterite quelque marque de son respect d 

vostre nom. & de son devoir -a vostre service . Or. Madame , 

n ' ayant jamais 

Dieu 1 ' y ayant 

forty quelque 

espouse que la profession de la Musique. & 
tellement beny. que de ce mariage il est 

enfans . i1 m'a plusieurs fois recommande (& 

cette recommandation m ' estoit 

trouuoit son iour. avant 

quelqu 'un. i ' y satisfeisse 

mesmes qu'il vous auoit 

vrayement convenab1e a 

que de 

apres 

dedie 

vostre 

commandemen t ) que s' i 1 

vous en pouuoir presenter 

1 uy. vous offrant ce1uy 

pour 1a dignite du subiet. 

piete. C' est . Madame. ce 

dequoy ie viens 1 'acuiter envers vous paer ce petit effect 

de sa tres-grande affection. a laque1le ie vous? supplye 

tres-humblement d ' avo ir plustost egard qu'a la petitesse du 

present & a la mienne pour laquelle mesmes refarder . me 

resouvenant que vous avez bien autresfois daigne vous ? 

abbaisser. cest honneur jadis receu m'a d'autant plus faict 

aggreer la charge qu'i1 m ' a imposee . affin que venant vous 

presenter Ie paiement de ceste dente pour luy. i' eusse plus 

de hardiesse de me presenter au souvenir de vostre 

exc ellence; d 1aque11e j'ofe dire que deffunct mon frere 

ayant 
, 
a tous 1aisse matiere pour chanter, foit en cest 

oeuvre. foit en quelque autres . i1 m'a laissee seu1e avec 
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infinis subiects de p1eurer 10. privation de so. personne , que 

seu1e rendoit 10. vie agreab1e d 10. mienne. Pardonnez s'i1 

vous p1aist. Madame, a ceste pointe de dou1eur, & favorisez 

d'un bon regard ce qui vous a este voue , & qui vous est 

offert d ' un bon ze1e. Une seu1e debonnaire oeil1ade , qu ' en 

memoire du pere vous jetterez sur ce pauvre enfant. 1uy 

fauuere & pro1ongera 10. vie , & 1e garantissant par vostre 

protection, de 1 'enuie de ce siecle , 

a confesser que si vous estes 

vous 10. forcerez mesmes 

grande en 10. qua1ite 

d "Electrice , vous 1 'estes encore plus en ces deux , de 

nourrice des Vertus, & tutrice des sciences. Puissiez vous 

Madame , estre long temps conservee pour e11es, ainsi 

qu'elles sont conservees par vous, a qui ne pouuant rendre 

autant de treshumble service comme je le souhaiterois , du 

moins je seray toute ma vie supplication d nostre Seigneur, 

qu ' i 1 vous donne, 

MADAME . 

Aussi longue vie comme par so. grace vous 1 'avez heureuse & 
contente . 

Vostre tres- humble & tres-obeissante servante, 

Cecile Le Ieune. 
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