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ABSTRACT 

This study focuses upon three song cycles by Jacques Leguemey 

(1906-1997), whose importance as a composer and a contributor to the French 

melodie tradition has gained increasing recognition. The three cycles to be 

considered. La Solitude, La Nuit, and Le Carnaval come from his maturity and 

exemplify his mastery as a composer. The study highlights important influences 

that were present in his musical development and his musical associations. The 

study compares and contrasts Leguemey's approach to text-setting in these song 

cycles with comparable melodies written by French contemporaries. Moreover, it 

considers topics such as vocal range, passaggi, and vowel setting, and illuminates 

Leguemey's remarkable ability to compose for the baritone voice in his songs 

composed for that voice type. 
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INTRODUCTION 

In Pierre Bemac's The Interpretation of French Song,^ published in 1970, 

the only reference to Jacque Leguemey is a brief statement located in the final 

chapter entitled, "Other Composers." 

In 1998, I was invited by Dr. Carol Kimball^ to sing excerpts of 

Leguemey's songs in a lecture she presented at the national convention of the 

National Association of Teachers of Singing held in Toronto, Canada. 

Leguemey's considerable output of 97 melodies, his intriguing setting of text, and 

his clear understanding of the baritone voice impressed me. Dr. Kimball urged me 

to explore Leguemey's song cycles as a possible topic for my DMA lecture-recital. 

She felt more scholarship was warranted and further exploration would contribute 

to the recent revival of interest in the composer. 

This revival began in the 1980's largely in North America, with recitals of 

his works and increased scholarship. Spearheading this movement has been Dr. 

Carol Kimball, co-author of Interpreting the Songs of Jacques Leguemey, a Guide 

for Study and Performance,^ along with Mary Dibbem and Patrick Choukroun. 

Their scholarship presents a biography of the composer, a comprehensive 

overview of his solo vocal output, and serves as a guide to interpretation. 

'pierre Bemac, The Interpretation of French Song, (New York: W.W. Norton, 1970). 
^Dr. Carol Kimball is Professor of Music and a Barrick Distinguished Scholar at the University of Nevada, Las Vegas. 
^Mary Dibbem, Carol Kimball and Patrick Choukroun, Interpreting the Songs of Jacques Leguemey, (Hillsdale: Pendragon, 2001). 
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In contrast, this document focuses on three song cycles within the 

composer's output, compares his settings with similar settings by French 

contemporaries and examines his expertise at composing songs for the baritone 

voice. Leguemey's mastery as a conposer and his significance as a contributor to 

the French melodie tradition is evident in this examination of three of his song 

cycles. La Solitude, La Nuit and Le Carnaval. 
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Chapter 1 

DEVELOPMENT AND INFLUENCES 

Factors such as early identification of musical abilities and the 

encouragement to develop those abilities are significant elements that initiate an 

artist's journey to pursue his craft. Just as significant is the developing artist's 

personal and professional associations, and his financial stature. Jacques 

Leguemey's (1906-97) artistic journey began through the support and 

encouragement of family members. His professional and personal associations 

highly influenced his art and his recognition as a composer. His financial resources 

greatly aided his ability to develop as an artist; but ironically, also contributed to a 

period in which his works were largely ignored. Interpreting the Songs of 

Jacques Leguerney, a Guide for Study and Performance (Dibbem, Kimball, 

Chourkroun), begins with a biography of the composer. Highlighting influential 

factors such as his social environment and his personal and professional 

associations within this biography both illuminates the nature of the artist and that 

of his art as well. 

Jacques Leguerney was bom in the port city of Le Havre, France"* to a 

family that was financially secure and socially prominent. His father was a lawyer 

and his mother came fi^om a wealthy family. From a very young age, 

^ A large ocean port city in the north of France. 
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femily members took notice of his musical talent, and he was encouraged to 

develop it. Subsequently, he studied piano and harmony from the age of four. 

In 1913, the family moved to Paris where his father bought a publicity 

agency. A move such as this greatly effected the talented youth as he was able to 

absorb much from the many concerts and cultural offerings present in the French 

cultural and political capital. Had he remained in Le Havre, Leguemey would not 

have experienced many of the significant factors that shaped him into the artist he 

was to become. 

One example of this was that he would not have benefited from living in 

such close proximity to composer Albert Roussel (1869-1937), who lived in an 

apartment near Leguemey's family in Paris. Roussel, composer of symphonies, 

ballets, piano music and songs, met with the young Leguemey and gave him 

guidance and advise. 

As a young man in Paris, Leguemey studied harmony and counterpoint 

with Marcel Samuel-Rousseau and Therese Cahen. While employed at the Banque 

nationale du commerce, he began studies at the Ecole normale de musique under 

Nadia Boulanger, the renowned teacher of Aaron Copland, Virgil Thompson and 

others. Leguemey's natural talent as a composer and his independent spirit kept 

him from completing his 
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formal study at the Ecole normale de musique, but he continued to compose, 

attend concerts, and work at the financial institution. 

Leguemey has been compared to Charles Ives who also maintained 

concurrent careers in business and composition. His choice to turn inward rather 

than continue formal study came from confidence in his own natural musical gifts. 

Other aspects of his varied career included work at his family's publicity 

agency and as the artistic director of Lumen. 

During the second World War, he was able to devote a great deal of time 

to composing because it was not possible to carry on his business activities during 

the war. His most important years of composition came after this period, during 

the 1950's, when he composed a number of song cycles.^ 

It was during the War that Leguemey met and became part of an inner 

circle of the French musical elite. His secure financial status and freedom from the 

obligations to his business activities created an environment that allowed him 

^ La Solitude, La Nuit, Le Paysage ou La Description de Port-Royal-des-Champs, Le Carnival, and Quatre Miladies. 
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to focus fiilly on his music and interact with these new associations. These 

relationships were significant in his maturation as a composer. Among these 

musical and personal associations were baritones Gerard Souzay, Pierre Bemac, 

and composer Francis Poulenc. It was his great admiration of Gerard Souzay in 

particular that led him to compose works specifically to be premiered by the 

celebrated baritone, such as the song cycles, "La Nuit," and "Le Carnaval. " 

Poulenc, whose music strongly influenced Leguemey's later works, was 

quite complimentary of Leguemey's compositions. In a letter to Leguemey, 

Poulenc wrote; 

"I had glanced rapidly, in Paris, at your Carnaval. 
A calmer reading confirmed for me what, fi-om the 
beginning, I thought—that it is the best of 
Leguemey. 

Leguemey's interaction with Souzay and Bemac benefited him generally as 

a composer of song, but specifically in his expertise at setting for the baritone 

voice. He was able to gain insight into the most efficient and practical use of 

range, tessitura, passaggi, and optimal vowels fi-om those prominent artists who 

premiered his songs. 

^Letter from Francis Poulenc to Jacques Leguemey, from Interpreting the Songs of Jacques Leguemey, (Dibbem, Kimball, Choukroun). 
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Besides these singers, Leguerney enjoyed close professional and personal 

relationships with Genevieve Touraine, Gerard Souzay's sister, and Paul Derenne. 

Through the early 1960's, Leguerney enjoyed frequent recitals of his 

melodies, performed by artists such as Genevieve Touraine, Jacqueline Robin, 

Pierre Bemac, Dalton Baldwin and Gerard Souzay. Because of his immense 

admiration of Gerard Souzay, Leguerney wrote most of his works for him. He 

said of Souzay, "As soon as I met him, I wanted to write for him.""' 

During the latter part of the 1960's through the 1970's, Leguerney 

experienced decreased interest in his works. In Interpreting the Songs of Jacques 

Leguerney, a Guide for Study and Performance (Kimball, Dibbem and 

Choukroun), Bernard Lefort was quoted as saying: 

"Jacques' problem was that he was too rich! Since 
he didn't need to compose to earn his living, people 
thought he was not serious, which was not at all the 
case."® 

It was likely due to the lack of interest in Leguerney's works during this 

period that his friend and colleague Pierre Bemac minimally mentioned him in his 

^From Interpreting the Songs of Jacques Leguerney (Dibbem, Kimball, Choukroun). 
®From Interpreting the Songs of Jacques Leguerney (Dibbern, Kimball, Choukroun). 



The Interpretation of French Song, which was &st published in 1970. Had the 

book been first published when the composer's popularity increased in the decade 

to follow, perhaps Leguemey and his works would have been more predominantly 

cited. 

Beginning in the 1980's and continuing through today, Leguemey's 

melodies have experienced a revival of interest. Much of it due to the inclusion of 

his works in recitals throughout North America. Those associated with academic 

institutions who held Leguemey in high regard began to assign his melodies to 

their students, as Pierre Bemac did while teaching in the United States. Other 

American artists, coaches, pianists, and teachers, such as Dahon Baldwin, Mary 

Dibbem and Dr. Carol Kimball, began to promote his melodies as well. This 

period also saw an increase in the recording of his melodies. 

Other notable events surrounding the revival of interest in his music include 

the inclusion of his works in French art song festivals, a competition based on the 

interpretation of his melodies,^ and the founding of the Les Amis de I'oevre de 

Jacques Leguerney^^ in 1996 by Patrick Choukroun. 

^ The Concours international de chant de Paris, 1986. 
' ® Friends of the works of Jacques Leguemey. 
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Leguemey spent his final years enjoying the renewed interest in his music. 

He attended concerts of his music and was socially active with those important to 

him in his life. At the age of 91, Jacques Leguemey died of a stroke in Paris. 
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Chapter 2 

COMPARISON AND CONTRAST WITH SIMILAR SETTINGS 

Les Ormeaux and Debussy's Aupres de Cette Grotte Sombre 

Les Ormeaux,'' the first of three melodies from La Solitude was written in 

1952, and is a setting of a poem by Theophile de Viau. Debussy's Aupres de Cette 

Grotte Sombre^^ is also the first of three melodies from his Les Promenoir des 

deux amants written in 1910, utilizing a very similar text by Tristan THermite. 

Both texts describe a secluded forest scene; the setting for a meeting between 

lovers. Many similar choices were made by both composers. 

Les Ormeaux Aupres de Cette Grotte 
Sombre 

poet Hieophile de Viau Tristan THermite 
(1590-1626) (1601-1655) 

scenario a dimfy^ lit, secluded forest a dimfy^ lit, secluded forest 
/mood scene scene 
tonality E minor G# minor 
tempo extremeb' sbw and calm dreamify, slow 
range B-fl B-d#l 

Table 1 

'' The Elms. 
Close to this dark grotto. 
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Les Ormeaux 
(The Elms) 

A cold and mysterious silence 
Sleeps in the shadow of these ehns, 
And the wind flails the branches 
With enamoured fiiry. 
The most discreet spirit is involved 
In the pleasure of this sweet place 
Where Philomela, night and day, 
Repeats a woefiil tune. 

Aupres de Cette Grotte Sombre 

(Close to this dark grotto) 

Close to this dark grotto 
where one breathes such sweet air, 
the water contends with the pebbles 
and the light with the shade. 

These ripples, spent with the exercise 
that they have made over the shingle, 
come to rest in this pool 
where once on a time Narcissus died... 

The reflection of this crimson flower 
and of these drooping reeds 
seem to be therein 
the dreams of the sleeping water... 

Both composers chose to set quite similar poems by Renaissance poets. 

Leguemey set the majority of his songs with Renaissance poetry. Both made 

similar choices as to tempo and tonality to 
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create the still, dimly lit mood present in the poetry. Both composers also utilized 

similar vocal ranges for the singer. 

E)xtremement lent et calme ( ^s80  env . )  

CHANT 

Extremement lent et calme (/> -80  env . )  

mp 

P I A N O  

Example 1 © Durand-Salabert-Eschig. Reprinted by permission. 

Tres lent et tres doux 

Tres lent et tres doux 

PP m.d. 

Example 2 
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The opening measures of both pieces (Ex. 1 and Ex. 2) evoke the living 

nature of the forest atmosphere with sudden thirty-second note or sixty-fourth note 

rhythmic figures in the piano accompaniment. 

creec. sempre 

meaux mou-reu 

Example 3 ® Durand-Salabert-Eschig. Reprinted by permission. 

Example 4 
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Both vocal lines ascend when references are made to the predominant 

sounds present; in the Leguemey (Ex. 3), the sound of a sudden gust of vmd 

through branches and in Debussy's (Ex. 4), the soimd of waves against stones. 

However, Debussy's ascending phrase only reaches dl and remains in the middle 

register when referencing the text "L'onde lutte avec les cailloiix. As the text in 

the Leguemey song presents a more dramatic image vnth descriptive words such 

as "vents battent, and "amoureuse violence, his vocal line reaches fl and 

remains in a higher, more dramatic tessitura to match the intensity of his text. 

Both texts include the word "t/oza:; in the Leguemey (Ex. 5) the text 

states, "The most discreet spirit is involved In the pleasure of this sweet place." In 

the Debussy (Ex. 6), "Close to this dark grotto where one breathes such sweet 

air." Harmonically, the two composers set this word quite diflferently. 

Example 5 ® Durand-Salabert-Eschig. Reprinted by permission. 

' ̂The water contends with the pebbles. 
Winds flailing. 

' ̂ Enamoured &ry. 
Sweet, soft. 
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air si doux. 

Example 6 

Leguemey's largely relies on minor tonalities throughout the piece until the 

moment "doux" is stated. At that time, the piano accompaniment sounds an 

imexpected Eb major triad, with suspensions that resolve downward to G and Eb. 

Debussy's setting of the word "doux" is harmonically far more vague 

than Leguemey's. The left hand of the piano accompaniment does resemble the 

G# minor reference at the beginning of the piece, but Debussy leaves out the 3rd 

of that tonality, adds suspensions that resolve downward and adds a dissonant 

minor 2nd, creating a darker, less literal setting of the word. Leguemey creates an 
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eerie, mysterious effect in his setting through long-held chords in the piano 

accompaniment at the beginning and end of Les Ormeai4x. 
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Paisihle et solitaire nuit... and Debussy's En Sourdine 

Paisible et solitaire nuit...,^'^ the first section of La Nuit,^^ is a setting of 

text by A. G^ard de Saint-Amant written in 1951. Debussy's En Sourdine,^^ is a 

settir^ of poetry by Paul Verlaine written in 1892. Each poem describes an 

evening or twilight scenario and includes a call to one's lover. 

Paisible et solitaire nuit... En Sourdine 
poet A. Gerard de Saint-Amant 

(1594-1661) 
Paul Verlaine 
(1844-1896) 

scenario 
/mood 

a descrption of evening and 
a call to one's bver 

a descr^tion of twilight and a 
call to one's bver 

tonality Eb minor A major (orig., B major) 
tempo quarter = 54 dreamib', slow 
range A-ebl Bb-el 

Table 2 

Peaceful and lonely night... 
The Night. 
Muted. 

Paisible et solitaire nuit... 
(Peaceflil and lonely night) 

Peaceful and lonely night 
Without moon and without stars. 
Enclose the day that harms me 
In your darkest veils; 
Hasten your steps, goddess, hear my prayer: 
I love a brunette like you. 
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En Sourdine 
(Muted) 

Calm in the twilight 
That the high branches make. 
Let us soak well our love in this profound silence. 
Let us mingle our souls, oiu- hearts 
And our ecstatic senses among the vague langours 
Of the pines and the bushes. 
Close your eyes halfway. 
Cross your arms on your breast, 
And from your sleeping heart 
Chase away forever aU plans. 
Let us abandon ourselves to the breeze. 
Rocking and soft. 
Which comes to your feet to wrinkle 
The waves of auburn lawns. 
And when, solemnly, the evening 
From the black oaks falls, 
The voice of our despair. 
The nightingale, will sing. 

To capture the peaceful and calm atmosphere stated at the beginning of 

each poem, both Leguemey (Ex. 7) and Debussy (Ex. 8) chose to utilize 

pianissimo dynamic markings in the opening measures of their piano 

accompaniment. Also supportive of this effect is the use of treble clefs for both 

hands; placing the piano accompaniment in a higher register for a more delicate 

effect. 
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pp 

•fit * 
Example 7 © Durand-Salaben-Eschig, Reprinted by permission. 

iReveusement lent 

pp doux et expressij 

Example 8 

Similarly, both composers begin with slow tempo markings and increase 

as the poetry becomes more impassioned; in the Leguemey (Ex. 9) when 
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the poetry states, "...hear my prayer, I love a brunette," and in the Debussy (Ex. 

10) when the poetry states, "...let us mingle our souls," and again at, "...close your 

eyes halfway." Both composers conclude their melodies with returns to the 

opening slow tempi. 

au mouvt in<nivt du dt'bul 

moi J'ai bru 

Example 9 Durand-Salabert-Eschig. Reprinted by permission. 

En animaut peu a peu 
p peu a peu anime 

Ferme tes yeux Fon dons nos -mes, 

d'elicatement 

Example 10 
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Both composers begin and end their respective melodies referencing the 

same tonalities. Similarly, they both move freely through different tonalities within 

the body of the pieces. As both composers utilize harmonic languages that 

include non-chord tones to achieve sonorities expressive of the text, occurrences 

of standard Major-minor triads tend to draw attention in the midst of more 

complex sonorities. Debussy uses an imexpected C Major just prior to the text, 

"Let us abandon ourselves to the breeze..." (Ex. 11). 

intimement doux 

Lai^ - sons - nous 

Example 11 © Ourand-Salabert-Eschig. Reprinted by permission. 
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Leguemey firmly sets the text, "Hasten yovir steps, goddess..." (Ex. 12) in 

a D major tonality. 

Plus lent 

Ha .to tcs pas 

Example 12 
© Durand-Salabert-Eschig. Reprinted by permission. 

In the same passage, we see in the piano accompaniment a reference to the 

steps of the goddess through the use of quarter notes and syncopation between the 

left and right hands. Debussy also makes a clear reference to the nightingale 

mentioned in the poetry in the right hand of the piano accompaniment at the 
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opening and closing of his setting (Ex. 8 and Ex. 13). Both are examples of the 

composers employing word painting in the piano accompaniment. 

en se perdant 

M.G. 

M.G.\ 
M.G. 

Example 13 
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Le Carnaval and Poulenc's Caprice 

Le Carnaval,written in 1952, is the concluding melodie in the song cycle of the 

same name. Poulenc's Caprice^^ is the concluding piece, from his Le Bal 

Masque,a profene cantata written in 1932. Both poems are lusty, absurd 

descriptions of colorM characters. 

Le Carnaval Caprice 
poet A. Gerard de Saint-Amant Max Jocob 

(1594-1661) (1876-1944) 
scenario absurd descrption of a absurd descr^tion of a street 
/mood carnival scene scene 
tonality F major C major 
tempo dotted quarter =144 quarter = 116 
range A-fl C-fl 

Table 3 

Le Carnaval 
(The Carnival) 

Entrechats and capers 
Lord knows how many incidentally 
Respond with nimble feet 
As much to sistrums as to viols. 
And the king of instruments, 
Disfigured with fear 

The Carnaval. 
Whimsy. 
The Masked Ball. 
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Whose clashing kills me, 
As a rebec exposes itself 
To these clumsy movements. 
n after the drum sotmds; 
Everything resounds with clamoring. 
Someone, bleeding, cries: I am dying! 
However nobody is killed. 
Feints, fake fights make tremble, both high and low. 
The heart of the weaker sex. 
Who abandons work and home 
To enjoy these pastimes. 
La, la, la... 

Caprice 
(Whimsy) 

Repairman crippled with old automobiles. 
The hermit, unfortimately, has made it back to his nest. 
By my beard, I am too old for Paris; 
The comers of your houses get into my ankles. 
My checkered vest looks, one may say, almost Etmscan, 
And my chestnut hat goes poorly with my outfit. 
Notice, someone has placed a notice on my door; 
Everything in this dwelling smells of a dead goat's skin. 

The similarities between these two melodies are striking. Both are patter 

songs, utilize brisk tempo markings, conclude their respective cycles, and primarily 

rely on major tonalities. Although each begin with different time signatures, 

Leguemey's in 3/8 (Ex. 14) and Poulenc's in 2/4 (Ex. 15), the strong patter 

character of each piece creates very similar effects. 
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Tout I'enaemble trer rythwe 

J.:: 144 

-V— —rVn 
-f^ 

1 ; 

==i=— 

h=J 

r— CP 

V • 

*0 

T->— 1 ; 

==i=— 

h=J U- V • 
J. -

Example 14 

• :1IG (Toiiipo di ISIarcia) 
ff 

t e u r  ra 

'iff -sec 

Example 15 
© Durand-Salabert-Eschig. Reprinted by permission. 

In the Poulenc, dynamic markings consist almost entirely of either forte, 

fortissimo, or fortississimo. Leguemey creates variety with a range of dynamic 

markings from pianissimo to fortissimo throughout his setting. Poulenc never 

deviates from the patter style by assigning a note value to every syllable. In 

contrast, Leguemey extends the word, "personne " with a vocaUse (Ex. 16). 
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Example 16 
© Durand-Salabert-Eschig. Reprinted by permission. 

The final measures of Le Carnival (Ex. 17) and Caprice (Ex. 18) are quite 

similar; both repeat musical figures consisting of eighth-notes leading to 

quarter-notes set high in the range, and both conclude their settings with an octave 

leap upwards. 

.bats ia 

p ta 

la U 

•) 
.cr 

la h la la U la 

Example 17 Durand-Salaben-Eschig. Rcpnni^ by permission. 
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© Durand-Salabert-Eschig. Reprinted by perrrtission. 
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Chapter 3 

TECHNICAL EXPERTISE IN COMPOSING 

FOR THE BARITONE VOICE 

Range and tessitura 

A significant factor in determining the expertise of a composer is his depth 

of understanding of the instrument for which he composes. In the three song 

cycles examined, there are clear indications that Leguemey commanded great 

insight into the capabilities and the ideal usage of the baritone voice, such as his 

use of range and tessitura. 

The vocal range present in the entirety of the three song cycles is G#-fl. 

This range neither extends above or below the comfortable range of most 

baritones. Leguemey's use of tessitura in his three song cycles lies comfortably in 

the baritone voice and does not fatigue the voice through extended passages in the 

higher or lower parts of the voice. 

Leguemey's use of range in songs written for baritone other than those in 

the three cycles examined also remains within G#-fl, demonstrating a consistent 

use of this appropriate range throughout his output. 
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A Sa Maitresse 

range B-fl 

premiere Gerard Sovizay, 1945 

Table 4 

My little young dove, 
My little daisy, kiss me 
My little beauty. 
My little daisy, kiss me 
With a mouth so fiill. 
Full of love. 
Ah! Drive away from me the pain of my 
amorous feeling. La la la la la la. 
When I say to you. Darling, Darling; 
Come nearer; Come nearer; may you give me 
Nine kisses al at once. 
Give me only three. 
Give me only three. 
Ah. 

This song from Poemes de la Pleiade, 2eme Recueil, is a serenade which 

was composed for the baritone voice and contains a vocal range that suits a 

baritone quite comfortably. It also is set in such a way that does not fatigue the 

voice by remaining in or around the secondo passaggio for extended lengths of 

time. All high notes in the song are set with open vowels, the same treatment of 

the high part of the range found in the three song cycles examined. 
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The opening phrase begins in the middle of the register at a dynamic level 

of piano, which matches the gentle mood of the poetry: 

My little yoimg dove, 
My little daisy, kiss me 
My little beauty, 
My little daisy, kiss me. 

Leguemey moves the second phrase to a higher tessitura, as the poetry 

becomes more impassioned, reaching el after the text declaims "...the pain of my 

amorous feeling." and continues on the syllables, "...la, la, la. The el is only held 

for a dotted quarter note, then descends downward with a portamento downward 

to a more comfortable range, thus not fatiguing the voice near the secondo 

passaggio. 

With a mouth so fiill. 
Full of love. 
Ah! Drive away from me the pain of my 
amorous feeling. La la la la la la. 

The piece reaches it's highest note, an fl, as the speaker in the poem 

entreats the young beauty to come nearer to him, and is set on an open vowel on 

the text approphes, which is a consistent vowel choice for high notes throughout 

the composers songs. 

When I say to you, Darling, Darling; 
Come nearer; Come nearer; may you give me 
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Nine kisses al at once, 
Give me only three, 
Give me only three, 
Ah. 

Additionally, the following songs also lie within the comfortable vocal 

range mentioned previously, G#-fl; the range of the three song cycles examined. 

La Caverne d'Echo (1954), was premiered by baritone Bernard Kruysen 

and contains a vocal range of A#-ebl. Sonnet pour Helene (1949) was premiered 

by baritone Gerard Souzay and contains a vocal range of B-fl. L 'Insouciant 

(1947) was premiered by Bernard Lefort and contains a vocal range of C-fl. Le 

Paresseux (1947) was premiered by Kurt Oilman and contains a range of A-el. 

Serenade d'un barbon (1947) was premiered by Gerard Souzay and contains a 

range of B-ebl. Invocation: del, air et vents (1947) was premiered by Gerard 

Souzay and contains a range of B-fl. Epipalinodie (1947) was premiered by 

Gerard Souzay and contains a range of C#-fl. A son page (1945) was premiered 

by Gerard Souzay and contains a range of C-el. Ah! Bel-Accueill (1945) was 

premiered by Gerard Souzay and contains a range of C-fl. Sept poemes de 

Francois Maynard (1949), premiered by Gerard Souzay contains a range of A-fl. 

As aU of these songs were premiered by baritones, we clearly see a 

consistent use of appropriate vocal range by the composer throughout his output. 
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La Solitude's first melodie, Les Ormeaux, contains a vocal range of B-fl. 

The opening phrase begins in the middle part of the baritone range, spanning 

c#-c#l. The placement of this phrase in this part of the voice is ideal for the singer 

to execute the pianissimo dynamic marking and match the descriptions present in 

the poetry: 

A cold and mysterious silence 
Sleeps in the shadow of these elms 

The second phrase immediately ascends with an octave leap to el and 

proceeds by reaching the highest pitch within all the song cycles, fl. This 

coincides with the marking of crescendo, and is placed in the upper-most part of 

the baritone range, exemplifying the drama present in the poetry: 

And the wind flails the branches 
With enamoured fury. 

The following phrase is similar in range to the first phrase, and spans f-ebl. 

The dynamic marking of piano along with the marking crescendo un poco, and the 

use of this part of the range supports the mood in the poetry; 

The most discreet spirit is involved 
In the pleasure of this sweet place. 
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The final phrase of the melodie again extends to the highest pitch in the 

piece, fl, and is followed by the lowest pitch in the piece, B. Any greater 

difiference fi*om the highest pitch to the lowest pitch in one phrase might be 

problematic for the singer, but the range Leguemey uses fits just within the 

capabilities of most baritones. The passage that ascends to fl does so to portray 

the mythological nightingale, Philomele, and the descent to B to describe the 

"woefiil" nature of the song sung: 

Where Philomela, night and day, 
Repeats a woeful tune. 

In Corine, the second melodie in La Solitude the range consists of Bb-fl. 

The opening phrase is marked piano and lies in the middle of the range with a 

descent to Bb at the end. This soft, descending passage supports the tender 

request for "Corine" to approach in the poetry: 

Corine, I entreat you, draw near; 
Let's lie down on this grassy carpet, 

Leguemey sets the next phrase slightly higher; the crescendo and 

decrescendo markings match well the contour of this musical phrase in which the 

poet entreats "Corine" to seek shelter from the elements: 
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And to be better protected 
Let's enter the hollow of this boulder. 

As the poetry of the next phrase becomes more impassioned with the 

description of Corine's eyes containing "...a thousand fancies," the musical phrase 

again ascends, and emphasizes an ebl with the value of a half-note. 

Open your eyes, I entreat you; 
A thousand fancies live therein. 

The musical and poetic climax of the melodie includes an occurrence of fl 

with a step-wise passage that leaps an interval of a tri-tone just prior to the high 

note, which matches the impassioned nature of the text. This intervalic leap is also 

an excellent means of approaching the high note (Ex. 19). 

And with their little passionate thoughts, 
your eyes are completely filled. 

JR<evenez rapidement au IVIouvt' initial 
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Example 19 
© Durand-Salabert-Eschig. Reprinted by permission 
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The setting of the concluding lines of the poetry lies largely in the middle 

part of the range, and ends with a lengthy decrescendo in the vocal line, and a 

marking of pianississimo in the last notes of the piano accompaniment; this quite 

appropriately captures the tender nature of the concluding poetry and mirrors the 

tender mood present in the beginning of the piece: 

Oh beauty, without doubt immortal, 
Where the Gods find feminine charms! 
From your eyes I didn't know 
That you were so beautiful. 

In La Source, the third melodic in La Solitude, the vocal range is c#-el. 

This range is ideal for the fast-paced tempo and nearly patter setting of the text. 

The opening musical phrases span d-dl until the poetry references Corine's eyes, 

where the baritone sounds the highest pitch in the melodie, el, preceded by a 

crescendo marking. This usage of the middle range with a sudden ascent to el 

emphasizes this reference of "eyes" in the poetry of La Source: 

If you moisten your ivory fingers 
in the limpidity of this stream. 
The God that lives in this water 
Would love, if he dared, to drink fi-om it. 
Show him your naked face, 
Your eyes, with the water, will laugh. 
And, on this mirror, will write 
That Venus was here. 
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The concluding musical phrases also contain an el, which is set to the 

words, "Hear him sigh gently." However, this time Leguemey sets it at a dynamic 

marking of piano, and includes the marking dolce in the piano accompaniment. If 

Leguemey had set this piano treatment any higher in the range, many baritones 

might have to consider making a register change from chest to falsetto. However, 

Leguemey's el at a piano dynamic level is quite accessible for most baritones, 

allowing them to express the reference of the "sigh" found in the poetry: 

Hear this God who invites you 
To go into his abode; 
Hear him sighing gently 
His liberty already ravished. 

The final melodie in La Solitude, La Foret,^^ contains a range of B-fl. The 

opening phrase is highlighted with a lengthy el when the poetry states, "I vow," at 

a forte dynamic marking. This is followed by another high passage in which the 

composer sustains an fl on the poetry, "...a love." Leguemey's uses the upper 

part of the range to match the declamatory nature of the poetry and emphasize 

important words or thoughts within it: 

Holy forest, my confidant, 
I vow by the God of the daylight 
That I wiU never have a love 

The Forest. 
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That for you is not completely evident. 

In La Nuit's, "Paisible et solitaire nuit..., " Leguemey utilizes a range of 

A-ebl. The opening phrase, set at a pianissimo dynamic level, begins on ebl and 

immediately drops into the middle part of the range. The vocal line remains in the 

middle register, not exceeding Dbl. This registration aids the singer in maintaining 

the soft dynamic levels required to illuminate the poetry: 

Peaceful and lonely night 
Without moon and without stars. 
Enclose the day that harms me 
In your darkest veils; 

The lovi^est use of the range, the sounding of A, occurs when the poetry 

states, "Hasten your steps. Goddess," and builds to dl at, "I love a brunette" on 

which the composer requires a piii piano. This use of the range and requirement 

of a piano dynamic marking on dl is both within the capabilities of baritones and is 

quite evocative of the poetry; 

Hasten your steps, goddess, hear my prayer: 
I love a brunette like you. 

In Lugubre courrier du destin...,'^'^ the second section of La Nuit, 

Leguemey uses a range of G#-dl; the lowest tessitura in all the song cycles. The 

Mournful messenger of destiny.. 
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setting, which includes the lowest pitch sounded, highlights the lowest part of the 

baritone range in order to match the somber nature of the poetry: 

Mournful messenger of destiny, 
Terror of cowardly souls, 
That so often, evening and morning. 
Awakens me and angers me. 
Go give elsewhere, offspring of the devil. 
Your futile and tragic sermon. 

Leguemey sets the G# in a manner that makes it quite accessible for most 

baritones. He does so by briefly inserting it as a sixteenth-note descending phrase 

at a dynamic level of mezzo piano (Example 20). 

Vaiu  m o n  

Example 20 
© Durand-Salabert-Eschig. Reprinted by permission. 
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In Tom ces vents qui soufflaient si the third section of La Nuit, 

the range consists of db-fbl. The limited use of range matches the poetry's still, 

peaceful atmosphere and only ascends to fbl when the sound of "charming lutes" 

is mentioned. This tessitura allows the baritone to easily observe the dynamic 

markings that range from pianississimo to mezzo forte. 

All these winds, that blew so strongly, 
Hold their breath; 
It rains no more, the thunder sleeps; 
One hears only the fountains 
And the sweet sound of several charming lutes 
That speak instead of lovers. 

The range of Le Grotesque,the &st melodie of Le Carnaval, is A-fbl. 

The opening phrases lie in the middle part of the range and ascend to fbl when the 

poetry speaks of wearing " ...a paper cone in place of a cap." Word-painting is 

clearly employed in the setting of this colorful poetry. 

Dressed ludicrously like a real monkey, 
One foot shod, the other naked, 
A hand at my nose, the other in my pocket, 
I stride in an old attic, wearing on my noodle 
A paper cone in place of a cap. 

All these winds, that blew so strongly.. 
The Freak. 
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Leguemey also uses large leaps in the vocal line to further capture the 

awkward movements of the character described. 

There, occasionally hopping like a starling. 
And swinging my bum like a bell ringer, 
I explode with laughter. 
While writing with a skewer 
In wheeling words, this grotesque sonnet. 

Sudden leaps from d# to dl when the poetry states "...Uke a bell ringer" 

and d to cl at "...in wheeling words" are both descriptive of the poetry and easily 

executed by the baritone voice. 

The phrase that speaks of the character's inability to find an ending to the 

sonnet descends suddenly to low A. Concluding phrases employ more large leaps, 

such as cl to d when the poetry states, "Nuts," and ends with a comfortably placed 

crescendo on cl to end the piece. 

My thoughts, astride, fiddle-faddle, 
Like butterflies flying in the clouds. 
Looking there for an ending that cannot be found. 
Nuts: it's too much pondering, 
It's too much nail biting; 
If someone knows the rhyme, he can just finish it. 
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The range in the second melodie of Le Camaval, La Belle Brum,^'^ is 

c-ebl. In the opening phrase (Ex. 21), Leguemey employs a tessitura that both 

suits the baritone voice, and serves the gentle mood of the poetry: 

I love a brunette whose eyes make everyone say 
That, when Phoebus leaves the sky 
To hide in the water, 
It is sad to find oneself overcome 
By the vivid luster of their beauty. 

p 

J ' a i m e  b r u  

Example 21 © Durand-Saiabert-Eschig. Reprinted by permission. 

The Beautiful Brunette. 
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Leguemey sets the reference to the speaker in the poetry having captured 

the brunette's "soul" with an octave leap upwards to a subito piano ebl. The 

concluding phrases remain in the middle part of the range, enabling the baritone to 

observe the soft dynamic markings that are not greater than mezzo piano, to 

communicate the gentle nature of the poetry: 

My lute, my temperament and my verses 
Have enchanted her soul; 
All her senses are open 
To amorous passion; 
She adores me and says that her desire 
Lives, lives only for my pleasure. 

The range of Le Carnival's last melodic, also entitled Le Carnival, is A-fl. 

In the opening phrases, Leguemey inserts text consisting of the syllables "La" and 

"ba" in a range from c# up to dl (Ex. 22). The ease of this tessitura and range 

matches the playful mood of the setting. 
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ExaiUpie 22 © Durand-Salabert-Eschig. Reprinted by permission. 

As in Le Grotesque, sudden intervalic leaps are used; in this setting, to 

describe musically the absurd nature of the poetry: 

Entrechats and capers 
(Lord knows how many incidentally) 
Respond with nimble feet 
As much to sistrums as to viols. 
And the kind of instruments, 
Disfigured with fear 
Whose clashing kills me, 
As a rebec exposes itself 
To these clumsy movements. 
Soon after the drum sounds; 
Everything resounds with clamoring. 
Someone, bleeding, cries: I am dying! 
However nobody is killed. 

The second half of the setting starts at the lowest pitch used. A, and 

increasingly rises in pitch until the climactic octave leap on "ah" from f-fl, which 
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ends the song cycle. This use of range matches the increasing intensity of the 

setting and lies just within the baritone range. 

Feints, fake fights 
Make tremble, both high and low. 
The heart of the weaker sex. 
Who abandons work and home 
To enjoy these pastimes, ah! 
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Passaggi 

All the song cycles in this study were composed for leading baritones of 

Leguemey's day with whom he associated and interacted. As he had access to 

those who would premiere his compositions, he had the opportunity to gain 

information as to the best means of setting for the baritone voice. 

Leguemey's skillful ability of composing passages that highlight the strong 

parts of the baritone voice and his insightfiil treatment of transitional sections, 

evident in the song cycles studied, is another example of his understanding of the 

baritone voice. 

The primo passaggio of most baritones lies around b and the secondo 

passaggio aroimd el. Phrases that over-burden these transitional areas, especially 

the secondo passaggio, can create stress and fatigue for the voice. 

In all his melodies, Leguemey avoids setting any phrases exclusively in or 

around the secondo passaggio. In Le Grotesque from Le Carnaval, we see 

examples of the composer's treatment of this area. Phrases that do include pitches 

in the secondo passaggio are set in a maimer that remains there briefly, then 

descends to a more comfortable register. When the poetry states, "Un coffin de 
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hollande en guise de bonnet..."' We see the vocal line ascend to fbl; but it only 

remains there for a quarter-note, then descends (Ex. 23). 

dim. 

de Hoi  laade 

dim. 

Example 23 © Durand-Salabert-Eschig. Reprinted by permission. 

Another example of Leguemey's skillful treatment of the secondo 

passaggio is found in Tous ces vents qui soujjlaient si forts... from La Nuit. In the 

phrase, "Et le doux son de quelques luths charmants, " the flbl is approached by 

step-wise motion, lasts only the length of an eighth-note, and immediately 

descends (Ex. 24). 
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© Durand-Salabert-Eschig Reprinted by permission. 
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The setting of vowels in the upper range 

Although each singer has preferences as to the ideal vowel for various parts 

of the voice, often baritones prefer to sing open vowels in the upper part of their 

range. Interestingly, in every instance in the three song cycles examined where a 

pitch Ues above the secondo passaggio, Leguemey has indeed set that pitch on a 

syllable that contains an open vowel. 

In A la Foret from La Solitude, Leguemey set the pitch fl on the open 

vowel [a] in word "d'amour" (Ex. 25). 

Cedez 

. m o u r Q u i  n e  t e  s o i t t o u t  e . v i . d e n  .  -  t e  

Example 25 

© Durand-Salabert-Eschig. Reprinted by permission. 
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In Les Ormeaux from the same song cycle, Leguemey sets the fl on the 

open vowels in "violence. " and "renouvsJle " (Ex. 26 and Ex. 27). 

Example 26 

. beaueoup 

voile  un Ian 

n 

Example 27 

© Durand-Salabert-Eschig. Reprinted by permission. 

Below the secondopassaggio, aroimd dl, is a very strong and comfortable 

part of the baritone voice. Leguemey also utilizes open vowels set in this area for 

passages that require great strength and stability from the voice. 
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In La Nuit, Leguemey uses this strong part of the range with an open 

vowel in the phrase, "Effroi des dmes laches. The vowel [a] in the word 

"laches " is the climax of the phrase and is sustained on a forte dl. 

E f  ,  f r o i  d e s  .  t i n  

PP 

_  c h e s  Q u i  

mo/(o_ 

Example 28 © Durand-Saiaben-Eschig. Reprinted by permission. 

•JO 
Terror of cowardly souls. 
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SUMMARY AND CONCLUSIONS 

Jacques Leguemey was bom to a family that supported the development of 

his musical abilities. His family's socio-economic stature was such that they were 

in a position to do so. His move to France's cultural capital, Paris, was an 

important event which helped him move towards a career in music. He was highly 

influenced by his personal and professional relationships with some of France's 

musical elite, such as baritones Gerard Souzay, Pierre Bemac, and composer 

Francis Poulenc. His relationships and interactions with these and other musical 

figvires in France were instrumental in his recognition and acceptance as a 

composer of melodie. They also provided opportimities to interact with those 

who could influence and guide his development as a composer, informing him as to 

the ideal use of range, tessitura, and the passaggi. 

As he maintained concurrent careers in business and composition, his 

personal wealth provided him with the means to both pursue and develop his art, 

but ironically contributed to a period in which his compositions were largely 

ignored. 

This period was followed by a revival of interest in Leguemey, beginning in 

the 1980's in North America, with the inclusion of his compositions in 
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various recitals and festivals, as well as an increase in scholarship by musical 

figures and those in academia with whom he had associated. 

La Solitude, La Nuit, and Le Carnaval are examples of Jacques 

Leguemey's masteiy as a composer of melodie, that were composed in his 

maturity. Like other masters of song composition, Leguemey chose poetry of 

high quality. His settings were unique in that he based the majority of them on 

Renaissance poets. 

When compared to similar pieces within the genre, we see settings that 

contain a high level of craftsmanship; illuminating the text, in some cases similar to 

other composers, and at other times utilizing his own musical style. 

His harmonic choices, always evocative of the mood present in the text, 

were often similar to choices made by composers of similar texts, such as those by 

Debussy and Poulenc. The melodic contour of his songs often paralleled the 

choices made by other composers with similar texts. However, Leguemey always 

sculpted highly melodic legato vocal lines, whereas some of his contemporaries 

deviated from this style of writing. 

Aspects of Leguemey's songs that demonstrate his unique style are closely 

linked to the modem era in which he wrote; including a sparseness in his 
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accompaniments, sudden tempo changes, and an embrace of dissonance to 

illimiinate mood or text. The craftsmanship of these compositions and his 

considerable output of ninety-seven titles is evidence of his significant contribution 

to the French melodie tradition. 

His stature as a master composer of melodie is further supported by his 

understanding and expertise of composing for the baritone voice. His use of range 

in the song cycles examined, as well as those contained in all his songs written for 

baritone, never exceeds the comfortable range of most baritones. The comfortable 

tessiture and the setting of phrases in a manner that helps avoid vocal fatigue in the 

upper and lower ranges of the voice demonstrate his knowledge of the vocal 

instrument. His understanding of the location of the passaggi in the baritone voice 

and his gentle treatment of those areas also demonstrate his knowledge of that 

voice type. Finally, his placement of ideal open vowels in all of the highest 

passages in his songs acknowledges the preferences of most baritones in this 

regard. 

Jacques Leguemey's expertise as a composer of melodie, his understanding 

of the instrument for which he composed and his considerable output places him 

among the masters of the French melodie tradition. 
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