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Henri Duparc 



CHAPTER 1 

THE MAN 

Introduction 

The story of Henri Duparc is truly an unusual one. 

There are elements of wonder, strangeness, and certainly 

tragedy. Along with Fauré and Debussy he is counted among 

the three greatest composers of French song. (Oplinger 1978 

p. 20) Internationally he is ranked with the greats of all 

song composers including Schubert, Schumann, Brahms, and 

Wolf. But compared with over one -hundred songs by Fauré, the 

nearly sixty songs of Debussy, or the some six -hundred songs 

of Schubert, Duparc's eighteen songs constitute a meager 

output to warrant such a high standing in the annals of music 

history. As Sydney Northcote says in his book The Songs of 

Henri Duparc, "seldom has any creative artist laid so small 

an offering on the altar of fame as Henri Duparc." (Northcote 

1949 p. 13) 

One might then assume that he led a tragically short 

life as was the case with such greats as Mozart, Schubert, or 

Wolf. What makes the story even more bizarre is that he 

lived to the ripe old age of eighty -five. Granted, he did 

have a very short period of creative output, some fourteen 

years. However, even when measured against Hugo Wolf's ten 
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years of composing, Duparc certainly falls short in his 

quantity of songs. But even though his gift was small it was 

certainly distinctive. 

Early Years 

Henri Duparc was born in Paris on January 21, 1848 

during a period of extreme civil unrest in France. On 

February 24th, 1848, shortly after his birth, after several 

days of street riots, the Paris crowds demanded the overthrow 

of King Louis Philippe who abdicated three days later on the 

27th. This was the birth of what was called the Second 

French Republic. 

Duparc's parentage and early childhood are not well 

documented. He was educated as a boy at the Jesuit College at 

Vaugirard in Paris and following the wishes of his family he 

prepared himself for a legal career at the same school. 

He showed no interest in music as a child and did not 

start musical studies until he was a teenager when he took 

piano lessons from César Franck as part of a humanities 

requirement. However he found it irksome when the lessons 

interfered with sports. It soon became obvious that Duparc 

would never develop into an accomplished pianist. Yet, in 

spite of this, Franck recognized an unusual talent and set 

him upon the task of studying harmony, counterpoint, and the 

music of Bach, Gluck, and Beethoven. The young Duparc 
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responded by becoming Franck's most energetic and 

enthusiastic student. In the meantime, he continued and 

eventually completed his legal studies. 

Duparc soon began composing and at the age of 

nineteen in 1867, he finished a sonata for 'cello and piano. 

Although long considered one of his many works which was 

destroyed because of his extreme self- criticism, it is now 

known that Duparc's family has an original manuscript copy. 

He also composed a set of Schumannesque piano pieces 

called Feuilles volantes (Album Leaves). Much to his 

encouragement these piano pieces were published in 1868 by 

the French publisher, Flaxland. "They reveal a mature grasp 

of the pianistic idiom, something which was to serve the 

composer well when he came to devise accompaniments to his 

songs." (Davies 1967 p. 30) 

In 1868, the same year his piano pieces were 

published, he composed a collection of songs called Cinq 

mélodies, first published by Flaxland in 1870 . Duparc was a 

friend of Gabriel Fauré when he wrote these first five songs 

and although one can detect the influence of Fauré's early 

song "Lydia" in places, there are stylistic characteristics 

about these pieces which are very individual. (Davies 1970 p. 

165) Amazingly, the quality of his early songs is equal to 

that of the latest songs, unlike composers like Fauré, 

Debussy, or Schubert. 



4 

Duparc was one of the earliest members of a group 

which came to be known as "la bande á Franck" or "the César 

Franck Circle ". Being an outgoing organizer, he was an 

enthusiastic recruiter of students for Franck's composition 

studio. He introduced two of his friends, Alexis de 

Castillon and Vincent d'Indy, to Franck who was often called 

"Pater Seraphicus" (Angelic Father) because of his naive, 

angelic, and paternal personality. Later members of the 

circle were Pierre de Bréville, Charles Bordes, and Ernest 

Chausson. 

"These disciples of Franck constituted the most 

important body of musicians in France in the late 1880's and 

1890's." ( Oplinger 1978 p.20) After Franck's death his 

devotees founded "La Schola Cantorum" in honor of their 

master to carr -y on his principles of composition. This 

eventually became a famous music conservatory. 

"Father Franck considered Duparc the most gifted of 

all of his pupils. It was to him that he dedicated his most 

famous work, the Symphony in D minor, written in 1888." 

(Oplinger 1978 p. 20) 

The Creative Years 

All of Duparc's music was composed between the years 

of 1868 to 1884. After his early published successes, he 

really pressed his claims as an original force with the three 

songs he wrote between 1869 and 1871, generally considered 
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masterpieces: "Au pays oú se fait la guerre ", "L'invitation 

au voyage" (believed by many to be his best song), and "La 

vague et la cloche ". Duparc took an immense amount of care 

over each of these compositions and the result was an 

"amplitude of sumptousness unknown to French music." (Davies 

1970 p. 165). 

Société Nationale de Musique 

In 1871 the "Société Nationale de Musique" was 

founded by Saint -Saëns and Romain Bussine who was a singing 

professor at the Conservatoire. This Society owed much to 

the early support and enthusiasm of Duparc and Alexis de 

Castillon. These four met together with other musicians 

including Franck, Fauré, Massenet and Dubois. The purpose 

for the organization was to perform the works of living 

French composers exclusively. Duparc acted for some time as 

their secretary. (Simpson 1983 p. 20) 

...Duparc was able, through a series of 
friendships which he developed in the years 
leading up to the Franco -Prussian War, to make 
his way to the centre of a group of keenly 
sensitive and progressive musicians, intent on 
hearing as much of the new music as possible, as 
well as one of the founders, of the Société 
Nationale, and on the cessation of hostilities we 
find him consistently being deferred to as 
something of an authority on the promotion of 
musical activities in the capital... This 
aptitude for organizing, and sensitivity to civic 
duty, can be traced in Duparc's extramusical 
career, first as a lawyer and ultimately as mayor 
of a provincial town. (Davies 1967 p. 32) 
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The years of the 1870's and early 1880's must have 

been Duparc's happiest years. In 1871 he married an Irish 

girl, Ellie MacSwiney. The newlyweds set up housekeeping in 

the Avenue de Villars in Paris at the same address where 

Vincent d'Indy had an apartment as well as the poet of "Le 

manoir de Rosemonde ", Robert de Bonnières. Within three 

years, two sons had been born of the marriage. (Oplinger 1978 

p. 20) 

The Wagnerian Controversy 

During the nineteenth century in France there was a 

struggle to recover musical dominance in France from the 

hands of the Germans and Italians who had held it since the 

death of Rameau. A French composer in the first half of the 

century had little choice but to follow in the footsteps of 

Rossini, Meyerbeer, or Offenbach and produce works for the 

stage. The development of lyric opera around mid -century by 

Gounod, Ambroise Thomas, and later Massenet, helped to 

restore the eminently French qualities of moderation, 

elegance, and clarity. 

In the 1870's and 1880's one of the most discussed 

and controversial figures of the time was Richard Wagner. 

The Paris production of Wagner's Tannhäuser in 1861 was a 

failure. The French in general were so anti -Wagnerian that 

to get a fair hearing of his works it was necessary to travel 

to Germany. 
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As early as 1869 Duparc traveled to Munich 
with d'Indy to hear performances of Tristan and 
Das Rheingold. During the same year he made a 
journey to Weimar where he actually met Wagner at 
the home of Franz Liszt. In later years he made 
several more trips to Dresden, Munich, and 
Bayreuth to hear Wagner's operas, as did many 
other composers of the time such as Saint- Saëns, 
Chabrier, Fauré, and Debussy. (Oplinger 1978 p. 
21) 

Duparc returned from his initial trips full of 

enthusiasm and praise for Wagner. In general Wagner's 

influence can be felt in most of Duparc's music, especially 

in the great length of the harmonic periods and the unusually 

long phrases. Chromaticism and the use of enharmonic 

modulations are traits also very common to both composers. 

There developed quite a heated controversy about 

Wagner. Not only was his music new and outlandish but 

shortly after the Franco -Prussian war, Wagner wrote an 

article ridiculing the French which infuriated the French 

musical society. There were staunch Wagner enemies and 

admirers. The Revue Wagnérienne which was founded in Paris 

published sonnets in praise of Wagner by such poets as 

Mallarmé and Verlaine. 

In 1878 the controversy rose to such heights that to 

stem the tide of Wagner's critics Duparc collaborated with 

the Parnassien poet, Jean Lahor, to write a tribute to 

Wagner. "Extase" is a deliberate imitation of some of the 

music from Tristan and Isolde. Lahor's poem is modeled after 

the famous "Liebestod" and the song itself "has been called 
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one of the finest bits of Tristan not written by Wagner." 

(Simpson 1983 p. 22) 

The Mysterious Nervous Disease 

Here we come upon one of the strange characteristics 

of Duparc's personality. He always had an extremely self - 

critical nature. After his Cinq mélodies was published in 

1870, he decided that three of the songs were not worth 

printing. He tried to find all of the existing copies to 

destroy them and he very nearly succeeded. (It was not until 

1945 that "Le Galop" was discovered and most sources up to 

1967 list "Romance de Mignon" and "Sérénade" as lost.) 

...Duparc harboured terrible misgivings about his 
ability. Scarcely anything he wrote came easily to 
him, and that which did gave rise to copious 
revision. Of all Franck's children, he strikes us as 
having been the least sure of himself, the most 
addicted to fits of depression. He thus stands in 
sharp contrast to Wagner himself, who never for a 
moment had cause to question his genius. (Davies 1970 
p. 164) 

This strange affliction also caused him to destroy 

the first and part of the second act of an opera that he had 

been working on for years. Davies relates this sad story: 

By far the most formidable task the composer set 
himself in his middle years was the completion of an 
opera - his one and only commitment to the form - on 
Pushkin's story Roussalka. ...The first Act was 
actually written down in the 1880's and Duparc is 
known to have made sketches for the remainder. In 
all he had probably set about two -thirds of the poem 
when he was caught up in a cycle of despair. This 
was in June 1900, and though it was summertime he had 
a roaring fire lit so that he could experience the 
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satisfaction of plunging his manuscript dramatically 
into the flames. 

Shocked by what he had done, the composer spent 
the next three months rewriting the entire score from 
memory, only to work himself up into another fit of 
destructiveness in which the whole process was to be 
repeated. The indecisive character of his behavior 
was as typical as the impulsiveness which underlay 
his acts. Few artists can ever have experienced such 
a purgatorial blightening of their talents. (Davies 
1970 pp. 174 -175) 

In 1884 he composed "La vie antérieure" (The Former 

Life). Little did he know that it would be his last song. 

However, increasing physical and emotional stress prompted 

him to leave Paris in 1885 and retire to a life in the 

country. He moved from place to place seeking cures at 

different places including a Swiss health spa. But doctors 

were able to do little or nothing for him and as middle age 

approached the problems became progressively worse. 

He wrote to Chausson in one of his more despondent 

moods in 1891, complaining of rheumatism and his wretched 

nerves. He had only one wish - the end of a desperate life. 

But he was to live another forty -one years until 1933. 

As blindness and subsequent paralysis steadily grew 

worse, Duparc became more and more devoted to a religious 

life. It was only by seeing his fate as an expression of 

God's will that he finally managed to resign himself to it. 

From 1906 until 1920 he worked on the composition of a 

prayer. With the same care for perfection that he showed in 

composing his songs, he labored over this piece of prose, 
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constantly revising it. In it he expressed his complete 

submission and resignation to the painful conditions of his 

life. The translation of this prayer by Willard Oplinger 

reveals a great deal of Duparc's personality and emotional 

state in his last years. 

Prayer for Everyday after Communion 

My God, I accept death with the most entire 
submission, no matter how it shall come - slowly, 
suddenly, or violently - no matter how it shall be, 
with its anguish and moral and physical sufferings. 
I know that You will give me the grace which will be 
necessary. I accept with an equal resignation living 
as long as it pleases You to prolong my sad life; 
Your grace will aid me in bearing with patience the 
bitter sorrows of all sorts which render the end so 
unhappy. I desire only to go to You; it matters not 
by which path 

If it is Your will that I be in the shadows, may 
You be blessed. (The eyes of my body are in the 
shadows, but the eyes of my soul are in the light: 
may You be blessed!) If You deign to console me, may 
You be blessed, and if You wish that I experience 
tribulations, may You again be blessed. My 
confidence in You is without limit and I thank You in 
advance for all the happiness and unhappiness which 
comes to me, because nothing comes to me but through 
Your will and, consequently, for the good of my 
soul 

I ask only one thing: stay with me because now it 
grows late and already the day lowers, the day of my 
life. Don't leave me; I need You 

I thank You for having willed that my eyes be 
closed to all things of this world in order that I 

might no longer see anything henceforth except 
You 

And when You deliver my body to death, remember 
only in Your infinite mercy to pardon my sins, and 
receive me into eternal joy, although I do not merit 
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it, and only by reason of the ardent desire which I 

have to be one day near to You. (Oplinger 1978 pp. 
22 -23) 

It is impossible today to determine the exact nature 

of Duparc's illness. The study made in 1933, the year of 

Duparc's death, by Fernand- Lucien Merle, which served as a 

thesis for a doctorate degree in medicine, failed to uncover 

any specifics about the nature of Duparc's physical or mental 

problems. It was called Psychologie et pathologie d'un 

artiste: Henri Duparc and was published by the University de 

Bordeaux. 

Duparc spent his final years as an invalid. He 

received few visitors, preferring to spend his time alone. 

The following account of one of Duparc's close friends gives 

us a glimpse of his life towards its end. 

Mme. Jeanne Andre -Beaunier, a singer and longtime 
friend of Duparc wrote a poignant account of his 
last years, published in Revue universelle in 1929. 
At Mont -de- Marsin she visited him and Mme. Duparc, 
who confided that Duparc had been too enfeebled to 
come downstairs for the past four years. Mme. 
Beaunier wrote: "He passed his days in silence, he 
dreamed, he prayed, he remembered the past. He could 
no longer produce a line of music and yet his spirit 
possessed all its force and beauty." (Simpson 1983 p. 
22) 
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CHAPTER 2 

THE PARNASSIEN SCHOOL OF POETRY 

It seems reasonable to say that the words of a song 

are among the most important of the ingredients. Since the 

poems that Duparc set to music were all by his contemporary 

Frenchmen, it is important to delve briefly into the French 

literary scene of the nineteenth century. 

In the beginning of the nineteenth century the new 

revolutionary romantic spirit was expressed in the works of 

Hugo, Vigny, Lamartine, and later Musset, their motto being 

"Liberté dans l'art" (Freedom in Art). Compared to the 

eighteenth century classical style, they wrote with a broader 

selection of subject matter, more emphasis on sensation and 

emotion, and considerably more freedom in the way they wrote 

their poetry regarding meter and form. (Mornet 1935 p. 215) 

Towards the middle of the century there arose a 

counterreaction against the excessive use of these literary 

freedoms. The movement was initially called "realism" which 

in its later and exaggerated phase was called "naturalism ". 

In poetry this reaction was represented by a group of poets 

known as "Les parnassiens". 

The Parnassiens were a "school" of poets writing 
between the years 1866 and 1876. They took their 

12 
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title from a review which first appeared on 2nd 
March, 1866. "Le Parnasse Contemporain" was founded 
by two young poets in their early twenties, Catulle 
Mendès and Xavier de Ricart, assisted by the young 
publisher, Lemerre. The first series ran for 
eighteen weeks and included poems by some thirty - 
seven poets, most of whom were little known. A 
second series which began in 1869 was interrupted by 
the war and reappeared in 1871. The third and final 
series belongs to the year 1876. 

It would be a mistake to suppose that this 
represented merely a young poets' revolt for it was 
reaction rather than open rebellion. And it must be 
remembered that among their members the Parnassiens 
could boast men of the calibre and diversity of 
Gautier, de Lisle, Verlaine, Coppée and Mallarmé. 
While they challenged the lyricism of such 
distinguished romantics as de Vigny, de Musset and 
Victor Hugo, whom they described as "pleurards" (cry- 
babies) they still maintained a genuine liking for 
certain aspects of the Romantic genius; but their 
appeal was to an older tradition, the Latin and 
Hellenic classicism of such as du Bellay and André 
Chénier. (Northcote 1949 p. 60) 

"Parnassiens" seems a fitting title for this group of 

poets named after Parnassus, a mountain in southern Greece. 

It was sacred to Apollo and the muses, the nine goddesses in 

Greek mythology who presided over literature and the arts and 

sciences. The muses have often been considered the source of 

genius or inspiration for a poet or other artist and 

Parnassus can be any center of poetic or artistic activity. 

The Parnassiens were inspired by Théophile Gautier, 

whose poetic style made a transition from qualities that were 

romantic and personal to the impersonal and more classic. 

They took up the cry of "L'art pour l'art" (Art for the Sake 

of Art). They not only preserved the impersonal and 
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realistic element of the classical style but strove for 

perfection in diction and rhyme, including an emphasis on the 

classical poetic meters and forms. 

The group started with diverse talents and aims, but 

with a common desire for faultless artistic workmanship. 

Some of the early founders never made a profound mark; others 

began as Parnassiens and ended up as something else. This 

was the case with Sully -Prudhomme, François Copée and Paul 

Verlaine who eventually became associated with the symbolist 

school of poetry. 

Duparc's poets were all Parnassiens. The two 
Gautier poems, it is true, were written while the 
poet was still under the influence of Hugo, and that 
of Prudhomme when the poet had forsaken the 
"Parnasse ". And so individual a poet as Baudelaire 
is not to be too strictly assigned to any particular 
group although he was an ardent devotee of l'Art pour 
l'Art. The important fact remains that all the poems 
which inspired Duparc were written by poets who were 
clearly seeking an escape from Romanticism... 
(Northcote 1949 p. 62) 

However, Duparc was not as interested in the classic 

ideals of the Parnassiens as much as he was interested in 

supporting the contemporary artists in France. "Duparc's 

choice of poets was based on friendship and loyalty, and on 

his faith in contemporary poetry, rather than literary 

judgment." (Simpson 1983 p. 22) 



CHAPTER 3 

DUPARC'S STYLE 

A common form of entertainment in nineteenth century 

France was salon music. People would gather in the drawing 

room of a friend's home, the reception hall of a hotel, or 

possibly a restaurant to be entertained by what we now 

commonly refer to as the "art song ". 

In the early nineteenth century this song form was 

called the "romance". It was most often romantic or 

political in nature and was strophic in form. As the form 

progressed through the nineteenth century and became more 

sophisticated, it became "through composed ", that is, it 

relied less on repetition and repeated verses. 

In the 1820's the artistically composed song in 

France came to be known as the "mélodie" due to popular song 

settings by French composers of Thomas Moore's poems called 

Irish Melodies. 

The genesis of the mélodie was also prompted by 
other developments, particularly the influence of 
Romantic poetry, which supplied composers with 
literary texts requiring the abandonment of earlier 
compositional styles and techniques, like rigidly 
strophic forms and the domination of the voice over 
the accompaniment. Another important stimulus was 
provided by Schubert's lieder, hundreds of which 
appeared in French translations or adaptations. 
(Benton, Noske and Cox 1980 p. 112) 
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Most of the songs which Duparc composed are properly 

referred to as "mélodies ". He was one of the composers to 

greatly advance the form of the French art song from the 

"romance" to the "mélodie ". The New Grove Dictionary of 

Music and Musicians states, "L'invitation au voyage" renders 

Baudelaire's visionary nostalgia with an expressiveness that 

enhances the poetic thought and already marks the composer's 

full maturity. With this mélodie French song entered a new 

era." (Benton, Noske, Cox 1980 p. 114) 

Duparc's Trademarks 

What are the characteristics of Duparc's style that 

make his songs identifiably and individually his own 

creations? "His style is not eclectic but individual, 

assimilating traits of others which are recognizable, but 

making them his own." (Simpson 1983 p. 22) 

Melody 

From a singer's point of view, the most obvious 

trademark is the way in which he composed his phrases. Many 

of them are very long requiring a large volume of breath. 

Also, the vocal range is wider than that of almost any other 

art -song composer. The range of "Chanson triste" for example 

covers an octave and a sixth. The notes in "La vie 

antérieure" encompass just a half step less than two octaves. 

This is exceptional for both German and French song. Richard 
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Strauss commonly wrote for a wider compass than any other 

German composer, and his settings average about an octave and 

a fourth - two tones in excess of the average ranges of 

Schubert, Schumann or Wolf. (Davies 1967 p. 37) 

The melodic line is generally much more ample 
than Fauré's, the large intervals conferring an 
intensity of expression that contrasts with the 
latter's restraint. Duparc's choice of high voice 
for most of his songs in contrast to Fauré's 
preference for medium ranges is also significant. 
(Noske 1970 p. 282) 

He had a tendency "to let the climaxes of his 

weightier songs reach the pounding stage." (Davies 1967 P- 

48) This of course is one of the things that makes them 

exciting to sing. 

However many turns there are to the melody in a 
Duparc song, we always feel that the climax comes in 
the right place, and is neither too soon nor too 
late. This is surely one of the greatest gifts a 
song- writer can possess, being even more important 
than the ability to invent tuneful material. The 
impact of Duparc's songs is always striking, however 
depressing some of them may be, and they have no 
difficulty in carrying an audience... (Davies 1967 p. 
44) 

Harmonic Language 

A considerable amount has been written about the 

harmonic language used by Duparc. His bass lines are steady 

and provide a solid foundation over which passing harmonies 

can bring a sense of inflection. The harmony does not change 

at a very rapid pace and in this trait he imitates Wagner. 

He often uses a pedal bass while pivoting the melody about 
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the key's dominant and he often uses a brief instrumental 

introduction. There is a Wagnerian and Franckist influence 

in his frequent use of chromatic passing tones and augmented 

triads. Wagner's influence is often felt in his use of 

enharmonic modulations. 

He juxtaposes dissimilar chords whose mutual 
kinship can no doubt be explained from a theoretical 
point of view, but which nevertheless impress the ear 
as isolated elements. Duparc often achieves such 
harmonic surprises in a remarkable way by means of 
perfect triads and without adding a single dissonant 
note. The surprise resides solely in the succession 
of harmonies quite distant from each other. 
Sometimes he even links two chords separated by the 
interval of an augmented fourth.. (Noske 1970 p. 286) 

Accompaniments 

Fauré's influence is detectable in the richly flowing 

accompaniments in many of the songs, but the characteristic 

use of wide, extended arpeggios in the piano accompaniment 

is not particularly compatible to the typically French 

passion for clarity. 

For Duparc the piano's role is no longer that of an 

accompaniment, since the instrumental part contributes as 

much to the poetic expression as the voice. Only two songs 

were originally written for voice and orchestra, "La vague et 

la cloche" and "La vie antérieure ". However, "Testament ", 

"Phidylé ", "Au pays oú se fait la guerre ", and "Le manoir de 

Rosemonde" seem equally to have been conceived as symphonic 

works and were later orchestrated by the composer. Davies 
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feels his orchestral writing shows a good deal more 

professionalism than that of Fauré. 

The Texts and their Settings 

Another very obvious characteristic is his choice of 

poetry expressing desolation, sadness or yearning. It has 

been suggested that this is because of the manic -depressive 

symptoms from which he suffered which may have resulted in 

his being drawn to poems which depict alternate moods of 

pessimism and elation. 

He sometimes sacrificed the proper rhythm and accents 

of the words in favor of what he wanted for the rhythm in the 

music. Such an example is found in the opening to "Chanson 

triste" in the improperly accented pronouns, prepositions and 

articles: 

DANS ton coeur dort un clair de lune, 
UN doux clair de lune d'été 
ET pour fuir la vie importune 
JE me noierai dans ta clarté. 

Duparc's Vocal Preference 

"Duparc had definite views on the human voice, 

singers, and song writing. He preferred the 'violin voice' 

capable of fluent phrasing and tonal intensity, rather than a 

powerful one with exaggerated contrasts." (Simpson 1983 p. 

22) 

"Soupir ", "L'invitation au voyage ", "Extase ", "Le 

manoir de Rosamonde ", "Sérénade Florentine" and "Phidylé" 
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were meant to be sung by men. "La vague et la cloche" even 

more specifically is for a baritone. "Au pays oú se fait la 

guerre" is the only song composed specifically to be sung by 

a female, preferably a mezzo -soprano. Most of the original 

compositions were in high keys, being most appropriate for 

tenor or soprano. The better known songs are available in 

transpositions but authorities generally feel that the songs 

are best performed in the original keys. Northcote sums this 

up when he says: 

....The lower keys involve a certain loss of 
brilliance in the texture and singers who must use 
these keys should base their tonal values on those 
implicit in the original keys. Duparc's music is too 
vital to be merely sombre, and his poets are too 
vivid to be monochrome in utterance. (Northcote 1949 
p. 36) 



CHAPTER 4 

THE SONGS 

A study of Duparc and his vocal music merits 

exploration of the individual songs. The sections covering 

Duparc's vocal chamber music, namely the duet, 

and the trio, "Benedicat vobis Dominus" are 

"La fuite", 

the main 

contributions this document adds to the existing literature. 

The reader is also directed to important studies by Northcote 

(1949), Davies (1967), Noske (1970), Bernac (1978), and 

Meister (1980). 

Translations of the poems are included mainly so the 

English language reader can understand an important part of 

Duparc's personality which is visible through the choice of 

the texts he set to music. They represent a combination of 

various existing translations, most often by Meister, 

Northcote, or Bernac, which this author felt to be true to 

the original French while at the same time being 

aesthetically most pleasing. 

21 
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Title Year Poet Orchestration 

Cinq mélodies, op. 2 

Chanson triste 1868 Jean Lahor Orch. 
Soupir 1868 Sully- Prudhomme 
Le galop 1868 Sully- Prudhomme 
Sérénade 1868 Gabriel Marc 
Romance de Mignon 1868 Victor Wilder 

Au pays oú se fait la guerre 1869 Théophile Gautier Orch. 
L'invitation au voyage 1870 Charles Baudelaire 
La vague et la cloche 1871 François Coppée Orch. 
La fuite 1872 Théophile Gautier 
Elégie 1874 Thomas Moore (trans) 
Extase 1878 Jean Lahor 
Le manoir de Rosemonde 1879 Robert de Bonniéres Orch. 
Sérénade florentine 1880 Jean Lahor 
Phidylé 1882 Leconte de Lisle Orch. 
Benedicat vobis Dominus 1882 Liturgical 
Lamento 1883 Théophile Gautier 
Testament 1883 Armand Silvestre Orch. 
La vie antérieure 1884 Charles Baudelaire Orch. 

Figure 1: A Chronological listing of Duparc's mélodies 
listing the poet and whether the song was 
orchestrated. 

Cinq mélodies, op.2 

Composed in 1868 as his opus number two, this 

collection of five songs includes "Chanson triste ", "Soupir ", 

"Le galop ", Sérénade ", and "Romance de Mignon ". These 

first songs by Duparc are basically in the salon style of the 

earlier romance even though they are called mélodies. But 

one should be able to hear differences in the accompaniment 

or melody of each verse which adds an air of sophistication 

and technically alters the form to modified strophic. 

Noske maintains that: 

....The pieces of the 1868 collection 
...constitute models to which Duparc was to return in 
the course of his short artistic career. The 



lyricism of "Chanson triste" will be reborn in 
"Extase" and" Phidylé "; the nostalgia of "Romance de 
Mignon" will reappear in "L'invitation au voyage" and 
"La vie antérieure "; "Sérénade" is succeeded by a 
single work, "Sérénade florentine" while "Le galop" 
is followed by four other dramatic compositions: "Au 
pays oú se fait la guerre ", "La vague et la cloche ", 
"La fuite ", and "Le manoir de Rosemonde ". 

( "Soupir ") is the master's first elegiac 
mélodie, to be followed by "Elégie," "Lamento ", and 
"Testament." 

Thus, at the age of twenty Duparc has already 
explored his domain and fixed its limits. Far from 
seeking new spheres, he strives from then on to add 
depth to his musical language; this depth raises the 
French mélodie to the level of the German Lied. 
(Noske 1970 pp. 280 -281) 

Chanson triste 
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1868 Poet: Jean Lahor 

Sorrowful Song 

In your heart moonlight sleeps, 
A gentle summer moonlight, 
And to escape from the stress of life 
I will drown myself in your radiance. 

I will forget past sorrows 
My love, when you cradle 
My sad heart and my thoughts 
In the loving peace of your arms. 

You will take my aching head 
Oh! sometimes upon your knee, 
And will recite a ballad 
That seems to speak of ourselves. 

And in your eyes full of sorrows, 
In your eyes then I will drink 
So deeply of kisses and of tenderness 
That, perhaps, I shall he healed... 

Duparc dedicated this song to a man who had the 

unusual name of Léon MacSwiney, what seems to be an 

interesting combination of French and Irish. As it turns 
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out, the MacSwineys were refugees from Ireland. Léon was an 

amateur singer and the brother of Ellie MacSwiney whom Duparc 

was courting at the time and whom he eventually married. 

This song starts a trend that Duparc followed with 

few exceptions in the choices of his texts. Most of them 

were to have themes of sadness or desolation with which he 

seemed obsessed throughout his life and possibly can be 

related to the nervous affliction which was later to become 

his downfall. 

This poem is by Jean Lahor, the pen name for Dr. 

Henri Cazalis. The song was originally written for piano 

accompaniment and later orchestrated by Duparc. 

....(Chanson triste) is possibly the most 
advanced of the 1868 mélodies. Both vocally and in 
its piano part it poses some complex ideas; though 
the sentiments aroused by the music are not in any 
way remarkable. To begin with it requires a very 
extended range, the notes of the melody covering an 
octave and a sixth. This is exceptional for French 
and German song alike. (Noske 1970 p. 273) 

Some critics have regarded "Chanson triste" as too 

light and airy to accurately reflect the sadness of the poem. 

However the mood of the poem is not really as sad as the 

title might indicate. (Davies 1967 p 37.) 

Hope is the theme of this poem by Jean Lahor; a 

rather over -sweet lyric that inspired the young 
composer - this was his first mélodie - to write 
tender, melancholy music, the sentimentality of which 
must not be emphasized in performance. (Bernac 1978 
p. 62) 
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It is "one of the cornerstones of the French art 

song" (Meister 1980 p. 239) and one of Duparc's most often 

performed mélodies. 

Soupir 1868 

A Sigh 

Poet: Sully Prudhomme 

Never to see her or hear her 
Never to say her name aloud, 
But faithful, always to wait for her, 

Always to love her. 

To open my arms, and, weary of waiting, 
To close them on emptiness, 
But yet, always to offer them to her 

Always to love her 

Ah! to be able to offer them to her, 
And then be consumed in tears, 
But these tears always flow 

Always to love her... 

Never to see her or hear her, 
Never to say her name aloud, 
But with a love ever more tender 

Always to love her....always. 

Duparc dedicated many of his songs to members of his 

family. Considering the text of "Soupir" it is not 

surprising that he dedicated this composition to his mother. 

The poem by Sully Prudhomme is from Les Solitudes. (Elson 

1972 p. 8) 

This was Duparc's first elegy, the others being 

"Elégie ", "Lamento ", and "Testament ". An elegy is a poem 

composed in dactylic hexameter couplets. The form was used 

for Greek and Latin elegies and various other lyric poems. 
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It is usually sad, mournful, or plaintive. (Webster 1964 p. 

468) The strict classical form of the poem fits with the 

aims and goals of the Parnassien school of poetry. 

Duparc must have been fond of this song because 

"Chanson triste" and "Soupir" were the only two songs from 

Cinq mélodies he did not try to destroy. Obviously both 

Meister and Davies also liked this song: 

This must be one of the most touching songs ever 
written. Each phrase in the accompaniment is a sigh, 
each line of the poem a cry of pain. The exquisite 
harmonies, be they minor, major, diminished or 
augmented, all seem laden with sorrow - not even the 
last four measures, all in the major mode, alleviate 
the despair. Meister 1980 p. 245) 

....Soupir, is without doubt the best (of Cinq 
mélodies). It is not heavily weighted, despite its 
grief- stricken tones, and the tentative but piercing 
notes of the piano immediately evoke the right 
atmosphere. In fact the voice and piano blend 
beautifully in this song, each going its gentle way 
as if lost in reverie, yet they do not seem to 
collide. (Davies 1967 p. 38) 

Le galop 1868 Poet: Sully- Prudhomme 

The Gallop 

Toss your flying mane, good horse, 
Let the air around us be filled with voices, 
Let me hear crackling under your clattering hoof, 
The gravel of the streams and the debris of the woods. 

The steam from your flanks mingles with your hot breath, 
With the sparks from your feet, your foam and your blood. 
Run as one sees an eagle, skimming over the plain, 
Whipping the grass with a sonorous and trembling flight. 

Let's go! young men, swim! swim! 
Cries the old chief of the tribe to the horsemen, 
And the sons of the desert smell the plunder, 
And the horses are mad with the great air they have drunk. 
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Swim thus in space, oh my swift horse, 
Let me drink of the pure air, bathe me in the wind. 
The stirrup strikes your belly, and I have loosened the bridle. 
My body scarcely touches you, it flies while following you. 

Break everything, the brush, the barrier, the branch. 
Torrents, ditches, embankments, crossed with a single leap. 
Run, run, I dream and over you, eyes closed, I lean, 
Carry me, carry me into the profound unknown. 

Dedicated to Duparc's brother and intended to be sung 

by a baritone, "Le galop" is similar to Schubert's "Erlkönig" 

and "Auf der Bruck ", being a dramatic monologue with a piano 

accompaniment imitating a galloping horse. Noske points 

out, "The impetuous movement, the repeated chords, and the 

cadence with suspended fourth quite clearly imitate 

Erlkönig'. Significantly, the diatonic scales of Schubert's 

left hand are chromatic here." (Noske 1970 p. 279) He also 

states: 

This somewhat disorderly composition is not 
entirely satisfying, its interest residing more in 
details than in the whole. But to Duparc's credit it 
should be noted that the music adds to Sully - 
Prudhomme's words and element of anguish that 
reinforces the dramatic expression. (Noske 1970 p. 
280) 

Indeed, the song is more German in character than 

French and seems somewhat out of place in comparison to the 

other four compositions in Cinq mélodies. Duparc could not 

have been totally satisfied with it because it was one of the 

three 1868 songs he tried to destroy. Fortunately it was 

rediscovered and published by Durand in 1948. 
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Observe the frantic repeated figures in the 
right hand and the chromatic scales in the 
left hand of "Le galop" 
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Sérénade 1868 Poet: Gabriel Marc 

Serenade 

If I were, oh my love, 
The perfumed breath of the breeze, 
To brush your laughing lips 
I would come, fearful and charmed. 

If I were the bee which flies, 
Or the seductive butterfly, 
You would not see me frivolously 
Leave you for another flower. 

If I were the charming rose 
That your hand places on your heart 
So near you, all atremble, 
I would wither with happiness. 

But in vain I seek to please you, 
Uselessly I lament and sigh. 
I am a man, and what can I do? 
Love you...Tell you... And cry! 

This is another song which Duparc tried to destroy 

and it was extremely difficult to find until Frits Noske 

included it in its entirety in French Song from Berlioz to 

Duparc. (Noske 1970 pp. 274 -276) It is less complex 

harmonically than most of Duparc's songs, relying for long 

stretches on alternating broken chords (I- III -V -I) for the 

first six bars of stanza one and the opening of stanza two. 

It is perhaps stylistically closest to Fauré of all 

the Duparc songs. However, Duparc's individuality is 

especially evident in his treatment of the widely 

arpeggiated, repeated accompaniment figures and the melodic 

accents on strong beats. (Noske 1970 pp. 271 -273.) Davies 

discusses these particular arpeggios in depth: 
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Other important Duparc trademarks which appear in 
"Sérénade" include the characteristic use of an 
arpeggiated accompaniment. In this case the arpeggio 
figure, which remains unchanged throughout the entire 
composition, consists of a run up of three notes in 
the bass, to be played with the left hand, followed 
by a broken chord in the right hand. The manner in 
which the chord is broken is quite significant. It 
consists of a single note for the thumb and a triad 
played together in the upper part. Thus the whole 
figure has the spread -out quality of an arpeggio 
proper, as well as the solidity of a chordal 
accompaniment. The originator of this unusual type 
of pianistic device is generally held to have been 
César Franck. ....This ingenious idea helped to give 
Franck's piano music some of that sonorous power for 
which it is rightly famous. (Davies 1967 p. 35 -36) 

However, Davies goes on to suggest that the 

originator of this pianistic device may have in fact been 

Duparc when he was Franck's piano and composition student 

rather than the teacher himself. 

A moi an.i Noel GI, f.\EAU dc Ussf. 

Paroles de GABRIEL MARC. 

CMAMT 

Iwo 

SÉRÉNADE. 
Musique dt H. OUPARC. 

Figure 3: Observe the accompaniment arpeggios in the 
opening of "Sérénade ". 
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Romance de Mignon 1868 Poet: Victor Wilder 

Romance of Mignon 

Do you know it, this radiant land 
Where golden fruits shine in the branches? 
A soft gentle breeze 
Scents the air and the laurel 

is joined to the green myrtle. 
Do you know it, do you know it? 
There, there, my beloved, 
Let us hasten to bend our steps. 

Do you know it, this marvelous dwelling 
Where everything still speaks to me of our love? 
Where each object tells me with sadness 
Who has snatched from you your joy and your happiness? 
Do you know it, do you know it? 

Do you know it, this radiant land 
Where golden fruits shine in the branches? 
A soft gentle breeze 
Scents the air and the laurel 

is joined to the green myrtle. 
Do you know it, do you know it? 
There, there, my beloved, 
Let us hasten to bend our steps. 

It is extremely difficult to find copies of "Romance 

de Mignon" in the United States because of Duparc's efforts 

to destroy the work. For the purpose of this study it was 

finally procurred with great effort through the British 

Library in London and unfortunately there was a stipulation 

that no part of the work could be reprinted. Considering the 

general opinion of the scholarly community one might wonder 

if the composer's wishes should have been respected and the 

song left in oblivion. 

Victor Wilder adapted Goethe's "Kennst du das Land ?" 

and created a rather mediocre poem which did not inspire 
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Duparc to a very distinguished setting. It is a strophic 

song with Wagnerian influences. In contrast to "Sérénade" it 

has a slow repeated chord accompaniment, located in the 

treble, rather in the manner of the prelude to Act I of 

Lohengrin. (Noske 1970 pp. 273 -278) It does not attain the 

perfection of "Sérénade" or "Chanson triste" but Noske 

believes it is superior to the "Mignon" of Reber or of 

Gounod. (Noske 1970 p. 278) Davies states: 

In "Romance de Mignon" there is some anticipation 
of the rhythm during the repeat, and a few chromatic 
notes are added to the melodic line. Otherwise its 
forms are simple enough and the mood of the song is 
nostalgic and uncomplicated. (Davies 1967 p. 36 -37) 

Au pays oú se fait la guerre 1869 Poet: Théophile Gautier 

To the Country where the War is Waged 

To the country where the war is waged 
My lover has gone. 
It seems to my desolate heart 
That I am alone on earth. 
In leaving at the farewell kiss, 
He took my heart from my lips.... 
What keeps him so long, my God? 
Now the sun is setting 

And I, all alone in my tower, 
I still await his return. 
The pigeons on the roof coo, 
Coo amorously, 
With a sad and charming sound; 
The waters under the huge willows run... 
I feel myself close to tears, 
My heart like a blossoming lily overflows 
And I no longer dare hope, 
Now the white moon is shining, 
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Someone bounds up the stairs with long strides. 
Could it be he, my sweet lover? 
It is not he, but only my little page with my lamp. 
Evening breezes take wing 
And tell him that he is my thought and my dream, 
All my joy and all my pain. 
Now dawn rises, 
And I, alone in my tower 
Still await his return. 

This song, depicting a woman who is lamenting her 

lover who has gone off to war, was composed originally in 

1869 and relates directly to the Franco -Prussian war in which 

Duparc served. The poem by Gautier was entitled "Romance" 

from La Comédie de la Mort and was written in 1838. The song 

was revised in 1877. 

It is the only Duparc song which was specifically 

composed to be sung by a woman, preferably a mezzo -soprano. 

It is similar to an operatic recitative and aria having 

declamatory qualities, romantic sentiments, an intensity 

which grows from verse to verse, and a powerful climax to 

finish the song. 

The eight lines preceding the refrain have the 
rhyme scheme abba cdcd, and each line consists of 
eight syllables. As we might suspect from this 
highly structured poem, Gautier, the link between the 
late romantic poets and the Parnassiens, found 
symmetry and formal structure basic ingredients of 
beauty. (Meister 1980 p. 271) 
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1870 Poet: Charles Baudelaire 

Invitation to a Voyage 

My child, my sister, 
Dream of the sweetness 
Of going yonder to live together! 
To love at leisure, 
To love and to die 
In a country that resembles you! 
The humid suns 
Of these hazy skies 
Have for my spirit the charm 
So mysterious 
Of your treacherous eyes 
Shining through their tears. 

There, all is order and beauty, 
Luxury, calm and sensuous delight. 

See on these canals 
These sleeping ships 
Whose nature is to roam; 
It is to fulfill 
Your least desire 

That they come from the ends of the earth. 
The setting suns 
The canals, the whole town, 
With hyacinth and gold; 
The world falls asleep 
In a warm light! 

There, all is order and beauty, 
Luxury, calm, and sensuous delight. 

"L'invitation au voyage" was written to a poem by 

Charles Baudelaire who led a shady, seedy life full of 

scandal and intrigue. He was a rebel against domestic 

restraint, scholastic discipline, and any respectable career 

or behavior. He over -indulged in wine, women, and hashish 

and exaggerated his perversity to the point of Satanism, 

although there are also many instances in his poetry of 
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Catholic mysticism. His collection of poetry "Fleurs du mal" 

(Flowers of Evil), not only caused a major scandal but was 

the reason for a law suit for which he was forced to spend 

time in jail. "L'invitation au voyage" is from this famous 

and controversial collection of poetry. It was a poem he 

sent to his lover, the famous actress Marie Daubrun, inviting 

her to accompany him on an imaginary journey to Holland. In 

the original poem there are three verses but Duparc set only 

these two. 

The form is basically strophic but the variation in 

the texture of the accompaniment creates great interest and 

is part of the reason for the song having the great stature 

it has been accorded. Shimmering broken chords over a double 

pedal using both tonic and dominant open the piece. 

Eventually the song builds to the point that the eruption of 

a full orchestra seems called for. "It is by any standards 

one of the most marvelous songs ever written." (Davies 1967 

p. 41) Many authorities consider this to be Duparc's best 

song. 
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Figure 4: Introduction to "L'invitation au voyage" 



36 

La vague et la cloche 1871 Poet: François Coppée 

The Wave and the Bell 

Once, felled by a powerful brew, 
I dreamed that midst the waves and the noise of the sea 
I rowed without signal lantern in the night, 
A mournful rower, having no more hope of reaching shore... 

The ocean spat its foam on my forehead 
And the wind froze me with horror to my entrails, 
The waves tumbled like walls 
With that slow rhythm that a silence interrupts.. 

Then, everything changed... 
The sea and its black whirl subsided; 
Under my feet collapsed the floor of the boat... 
And I was alone in an old bell tower, 
Riding furiously on a swinging bell, 

I gripped the bell stubbornly, 
Convulsive and closing my eyelids in the struggle. 
The peal made the old stones tremble, 
So much did I ceaselessly quicken the heavy swinging. 

Why didn't you say, oh dream, where God is leading us ?... 
Why didn't you say if it will not end 
The useless work and eternal din 
Of which life is made, alas, human life. 

The Parnassiens were particularly interested in Edgar 

Allen Poe. One of Baudelaire's accomplishments was 

translating several of Poe's works into French. This poem by 

François Coppée from Le Reliquaire tells of two successive 

nightmares he had, the meaning of which remains for him an 

enigma. It is a lot like Poe's short stories. The setting 

is very dramatic and can be a tour de force for a powerful 

singer with a good low range and a taste for the macabre. It 
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is "something of a monster among songs, both in its length 

and its gruesome content ". (Davies 1967 p. 39) 

The stormy night and the ringing bell are admirably 

suggested by the music, due mainly to the very important 

accompaniment. Dedicated to Vincent d'Indy, it was 

originally composed for voice and orchestra in E minor and is 

best performed by a dramatic baritone. The piano reduction, 

later arranged by Vincent d'Indy is discussed by Meister: 

Since this song was originally conceived for 
voice and orchestra, the pianist must make the 
accompaniment as orchestral as possible: the surging 
figure in the bass must be massive and sonorous; the 
frequent tremolos should remind one of a string 
section in full vibrato; the dynamic range must be 
wide with full rich fortes and whispered pianissimos. 
The composer's instruction gives us the key word - 
"tumultuous." (Meister 1980 p. 252) 

La fuite 1872 Poet: Théophile Gautier 

The Flight 

Kadidja 
In the firmament without stars 
The moon extinguishes her rays, 
The night lends us her veil, 
Let us fly. 

Ahmed 
Don't fear the anger 
Of your insolent brothers, 
The despair of your father, 
Of your white eyebrowed father 

Kadidja 
It's not important to me, contempt, 
Blame, danger, curses, 
It is in you that my soul lives, 
Let us fly! 
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Ahmed 
My heart fails me, 
I'm trembling, 
And plunging in my breast 
I seem to feel 
The icy blade of their dagger... 

Kadidja 
My desert born mare will fly 
Over the fields, through the furrows, 
The wind's rival, 
Let us fly! 

Ahmed 
To the insurmountable desert, 
Without an umbrella to throw 
A little shade on the sand, 
Without a tent for my shelter... 

Kadidja 
My eyelashes will make shade for you, 
And the night, the night we will sleep 
Under my hair, 
A dark tent, 
Let us fly! 

Ahmed 
If the illusory mirage 
Hides us from the right road, 
Without food, without water to drink, 
We two will die tomorrow... 

Kadidja 
In this happy hour 
My heart rejoices, 
If we miss the water at the oasis 
Drink the tears of my joy, 
Let's fly! 

Together 
To the firmament without stars 
The moon extinguishes her rays, 
The night lends us her veil, 
My eyelashes will make shade for you, 
And the night, the night we will sleep 
Under my hair, a dark tent, 
Let us fly! 
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"La fuite" is quite obscure and not readily available 

in this country. Furthermore, almost nothing has been 

written about this composition other than the fact that it 

was believed to have been destroyed. (Northcote 1949 p. 45) 

Frits Noske says, "In spite of its artistic value the work is 

strangely neglected." (Noske p. 272) Elson states that it is 

not available in this country although it was published by 

Demets about 1900. (Elson 1972 p. 9) Considerable effort was 

spent searching for this work for the purpose of this study 

and a copy was finally located in the library at the 

University of California at Berkeley. 

"La fuite" is a unique composition of Duparc's, as it 

is his only duet and his only piece which has characters with 

names. Franck felt that Duparc was always his most gifted 

pupil and the one most suited for writing for the stage. 

Although Duparc never completed the composition of an opera, 

he started one and from this piece in particular we can see 

that he had operatic possibilities. 

Noske states that it is Duparc's longest work and 

indeed it is if one is counting pages of music or numbers of 

notes. However, because of the extremely rapid tempo the 

work is shorter in duration than several of Duparc's other 

songs. (The prize for the longest song in duration goes to 

"Phidylé "). 

The duet "La fuite", with text also by Gautier, 
constitutes another advance. The furious movement, 



as well as the touching and nervous harmonies, are 
reminiscent of "Le galop" but the style is more 
homogeneous and the composition as a whole is more 
balanced. The rapidly changing harmonies are 
strongly enhanced by appoggiaturas and passing notes. 
(Noske 1970 p..190) 
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Figure 5: "La Fuite" Observe the furious movement, 
the rapidly changing harmonies, the 
appoggiaturas and the passing notes 
in the opening. 
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In the 1830's there was a fashion in literature 

towards subjects of oriental nature which left its mark on 

the French mélodie. Orientalism in music is a generic term 

for the music of the near and far east, especially Arabia, 

China, and India (Apel 1972 p. 629). There have been many 

instances of musical compositions being based on oriental 

ideas or plots; Mozart's opera Die Entfürung aus dem Serail 

and Debussy's experiments with new scales imitating other 

cultures are well known. "La vie antérieure" and especially 

"La fuite" are examples of Duparc's interest in orientalism. 

The scene for "La fuite" takes place in an Arab 

country. The soprano's name is Kadidja, the tenor's name is 

Ahmed. The lovers have aroused the wrath of Kadidja's 

brothers enough for them to threaten to murder Ahmed, much to 

Kadidja's old father's dismay. Kadidja is trying to convince 

Ahmed they should immediately flee, escaping into the desert 

on her horse. They must do this now because there are no 

stars out, the moon has just vanished behind the clouds, and 

they will not be seen. They have no water or shelter and 

Ahmed is very concerned that they will perish in the desert. 

She draws his interest by promising they will sleep under her 

long dark hair and evidently relieves his fears by saying 

that they will be able to drink her tears of joy. (This is 

also Duparc's most melodramatic piece.) 
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The piece is a dramatic dialogue between the two 

lovers. The wild and ferocious piano accompaniment sets the 

frantic scene and creates vivid pictures of the them 

desperately fleeing on the galloping horse. The dynamic 

contrast is great as is so often the case with Duparc's 

songs. The vocal lines are at times forceful and declamatory 

depicting desperation and fear and at times lyric and 

sustained, for instance when the soprano is coyly trying to 

lure her lover into this desperate adventure. 
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Figure 6: "La fuite" Observe the dramatic and declam- 
atory vocal lines. 
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vocal lines. 
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Elegy 
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Poet: Thomas Moore 

Oh, breathe not his name! 
Let him sleep in the shadow, 
Where cold and without honor rest his remains. 
Silent, sad, frozen, our tears fall 
Like the night's dew, 
Which moistens the grass over his head. 

But the night's dew 
Though it weeps, though it weeps in silence 
Will make the green over his bed glisten 
And our tears, shed in secret 
Will keep his memory fresh and green in our hearts. 

The French lyrics which Duparc used for this song are 

a translation, quite probably done by himself, of a poem by 

Thomas Moore called "Lament ". Moore's original English poem 

is given here. It concerns the death of Robert Emmet, "a 

young Irish rebel who was hanged for treason after an 

abortive uprising. Moore, a friend and fellow student of 

Emmet, wrote this poem for Emmet's grieving sweetheart. It 

is quite possible that there is a connection between this 

Irish poem and patriot and the fact that Duparc's wife, Ellie 

MacSwiney Duparc, was from Ireland. 

The influences of Wagner are very apparent, 

especially in the first part of the song which bears strong 

resemblances to Wagner's "Träume" from his Wesendonck Lieder 

which were studies for his opera Tristan and Isolde. 
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Extase 1878 Poet: Jean Lahor 

Ecstasy 

On a pale lily my heart sleeps 
A sleep sweet as death... 
Exquisite death, death perfumed 
By the breath of the beloved... 
On your pale breast my heart sleeps 
A sleep sweet as death... 

Cast in a similar mold as "Elégie ", the most striking 

aspect of this mélodie is its similarity to the music and 

style of Tristan and Isolde. It has even been called "one of 

the finest bits of Tristan not written by Wagner." (Simpson 

1983 p. 22) The composer and poet deliberately collaborated 

on this composition as a defense of Wagner who was very 

controversial and had been severely criticized. Not only is 

the music Wagnerian in style but the poem is very reminiscent 

of the lyrics to the "Liebestod ". Bernac calls it "a 

beautiful, Wagnerian nocturne for the piano over which the 

vocal line floats in a dreamlike manner." (Bernac 1978 p. 63) 

Meister sums up the Wagnerian stylistic influences: 

The piano opens on the dominant, but the bass note is 
the V of V, which makes the harmonic progression far from 
obvious. In fact the whole question of tonal center is 
of interest here, because it is not until the last few 
measures of the song that any one key becomes prominent 
enough to warrant being called its main tonality....The 
voice appears in fewer than half the measures and is 
highly chromatic. (Meister p. 255) 
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Elson states, "Nevertheless, the result is a typical 

melodie, if only for its subdued dynamics and its demand for 

controlled intensity throughout the entire song." (Elson 1973 

p.9) 

Le manoir de Rosemonde 1879 Poet: Robert de Bonniéres 

The Manor of Rosamund 

With its sudden and voracious fang, 
Like a dog, love has bitten me. 
By following the blood I have shed, 
Go, you'll be able to follow my trail. 

Take a thoroughbred horse, 
Set out, and follow my arduous way, 
Through bog or hidden path, 
If the ride does not exhaust you! 

In passing where I have passed, 
You will see that alone and wounded, 
I have travelled this sad world, 
And that thus I went to die 
Far away, far away, without discovering 
The blue manor of Rosamund. 

"Le manoir de Rosemonde" has been called "the French 

Erlkönig" because of the onomotopoeic sound of the horse in 

Duparc's accompaniment. In this respect it is also similar 

to "Le galop" and "La fuite ". These three songs bear witness 

to Schubert's influence on French composers in general and 

Duparc in particular. 

The poet, Robert de Bonnières, lived in the same 

Paris apartment house with the Duparcs and Vincent d'Indy. 

Although not considered a famous poet, he was a Parnassien 
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whose main claim to fame is Duparc's setting of this poem 

which is a masterpiece. It was composed originally for voice 

and piano, later orchestrated by Duparc, and dedicated to 

the poet. It is one of the few songs in all of the French 

song repertoire that is extremely aggressive. Therefore it 

is often performed in recital as a contrast to more subdued 

pieces. 

Meister's research and description regarding the 

character of Rosamonde is interesting and worth including 

here: 

The cryptic title and last line of this song 
probably refer to legends concerning two Rosamondes. 
The first was the wife of a Lombard King who is said 
to have lived around 570 A.D. Their tale of romance 
and regicide was used as a subject for long epic 
poems by the English poet Swinburne and the Italian 
poet Alfieri. 

The second possible Rosamonde was the mistress of 
Henry II of England. Their romance inspired many 
tales, including that of a labyrinth through which 
King Henry had to find his way to reach her. (Meister 
1980 p. 257) 

At any rate the man who sings this song is 

desperately searching for Rosamonde's blue manor, or shall we 

say the estate where she dwells. The poem displays stylistic 

elements which are similar to Edgar Allen Poe with a love- 

sick wanderer who dies scouring the countryside in search of 

his beloved. Although it is not as bizarre as "La vague et 

la cloche" there is a considerable variety of mood, and the 

whole composition is rich in tonal contrast. 
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1880 Poet: Jean Lahor 

Florentine Serenade 

Star whose beauty shines, 
Like a diamond in the night, 
Look at my beloved 
Whose eyelids are closed, 
And cause to descend upon her eyes 
The blessings of the skies. 

She falls asleep. Through the window 
Enter her happy room 
On her whiteness like a kiss, 
Come, stay there till dawn 
And may her thoughts dream there 
Of a star of love which rises. 

In contrast to "Le manoir de Rosemonde" this song is 

unmistakably French in character. Northcote calls it "a tiny 

song" because it is only thirty -three bars long. (Northcote 

1949 p. 103) It is rather a combination of a lullaby and 

barcarolle. Regarding its style Meister says: 

This is a song of almost childlike simplicity 
which, in its use of uncomplicated triads in the 
upper registers of the piano, resembles many prayer 
settings. It is quite atypical of Duparc in its lack 
of harmonic complexity and its consistent 
peacefulness. (Meister 1980 p. 256) 

"Serenade florentine" is quite reminiscent of Fauré, 

and much more gracious than most of Duparc's songs. The 

piano has a tinkling, bell -like clarity, and the song is 

effective without going to the compositional extremes which 

Duparc so often was prone to do. 
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Phidylé 
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Poet: Leconte de Lisle 

The grass is soft for sleeping 
Under the cool poplars, 
On the slopes by the mossy springs, 
Which in the flowering meadows 
Arise in a thousand rills, 
To be lost under dark thickets. 

Rest, oh Phidylé! 
Noonday on the leaves 
Sparkles and invites you to sleep! 

Among the clover and the thyme, 
Alone in the full sunshine, 
The bees hum in their flight; 
A warm perfume swirls around 
The curve of the paths; 
The red poppy is drooping, 
And the birds 
Skimming the hillside with their wing 
Seek the shade of the briar. 

Rest , oh Phidylé! 
But when the sun 
Descending in its brilliant arc 
Cools its smouldering heat, 
Let your lovliest smile 
And your tenderest kiss 
Reward me for waiting! 

This is practically the only vocal composition that 

Duparc composed in which there is no hint of sadness, 

sentimentality or desperation. It was originally composed 

for voice and piano and later orchestrated by Duparc. It was 

dedicated to Duparc's close friend and fellow composer, 

Ernest Chausson. As one of Duparc's highest regarded and 

often performed compositions Davies states: 
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Phydilé stands at the very summit of Duparc's 
production. A magnificently voluptuous outpouring, 
it begins somewhat like a late Fauré song, with an 
innocent chordal accompaniment, only to rise to 
unprecedented extremes of passion, calling for 
resources quite beyond anything even the modern 
grand piano can provide. The harmony is rich and 
complex, and seems to mark a real step forward in the 
composer's technical virtuosity. The sentiments 
expressed by the song are simple enough - it is a 
naive invitation to love- making.... 

The setting is far from being a simple strophic 
setting. The climax ripens to the point of a 
symphonic texture by the time the last verse is 
reached, celebrating the anticipation of the lover's 
embraces. (Davies 1967 p. 50) 

The poet for "Phidylé" is Leconte de Lisle who was 

the leader and probably the best poet of all of the 

Parnassiens. His fame at the time of this composition was 

far greater than his present reputation might suggest. 

Duparc's friend Fauré was using several of de Lisle's poems 

at this time in his career. The poem is from Poèmes et 

poésies. After the words, "Cherchent l'ombre des 

églantiers ", Duparc omits six stanzas of the poem describing 

the countryside. Because of the amorous and suggestive text 

this is definitely a man's song. 
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Benedicat vobis Dominus 1882 Liturgical 

Blessed are You God 

Blessed are You God of Zion 
Who made heaven and earth. 

Blessed are You God of Zion 
And send us Lord God 
Your divine help. 

Peace over Israel! 

As is the case with "La fuite" there are several 

things particularly unique about "Benedicat vobis Dominus ". 

It is Duparc's only trio and is the only composition which 

uses the organ for the accompanying instrument. It is his 

only sacred composition and although very little has been 

written about some of his other works ( "La fuite" in 

particular), practically nothing has been written about 

"Benedicat vobis Dominus" except for periodic 

acknowledgements of the fact that it does indeed exist. 

There is only one short paragraph in Northcote's epilogue 

concerning this piece: 

It has something of the suavity of Gounod allied 
to the colourful fervency of César Franck. There is 
an appealing sincerity in this quiet, devotional 
music which is typical of the composer, even in the 
chromaticisms of the coda where he offers three 
different approaches to the final chord of A flat 
major. (Northcote 1949 p. 119) 

It was composed in 1882 and and dedicated to Duparc's 

son, Charles. Rouart, Lerolle et Cie. published it in Paris 
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in 1920. The composition is listed as a "Motet á Trois 

voix ". When planning a performance of this piece there was 

some question at first whether the "three voices" should be 

soloists or sections of choral singers. 

Upon close inspection there is no question that the 

piece is for three solo voices. The individual vocal lines 

are typical of Duparc's penchant for writing extensive 

phrases of considerable breadth. It is also very seldom that 

a baritone line in a choral work will include a G above 

middle C, especially when it is sung alone as is the case in 

this work. The voices sing alone during the entire first 

section of the piece which would also tend to indicate solo 

singers. 

The motet is basically composed in two main sections 

with a short coda. The work opens with a four bar organ 

introduction which later returns as thematic material in the 

accompaniment between the A and B sections and in the coda. 

In the opening section the soprano sings the main theme in A 

flat major. Then the tenor repeats the theme but it is 

melodically modified and there is a striking modulation to 

the key of C major whereupon the baritone gets his turn to 

sing the main theme, starting in C major and modulating to G 

major. 

After the five measure thematically based organ 

interlude which modulates back to the tonic key, all three 
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voices respectively enter with the main theme sung in 

imitative counterpoint for the second section. 

The final section is a short coda where the voices 

sing "Pax super Israël" three times homophonically 

unaccompanied and interspersed by the organ playing its 

opening introductory theme. 

The text is the gradual from the Roman Catholic 

Nuptual Mass with the addition of "Pax super Israël", so one 

may assume that it was composed for a wedding although no 

literature was found to support this conclusion. The work, 

marked "larghetto ", is relatively short being only fifty - 

seven measures long. The effect of total calm and serenity 

with no hint of sadness, desperation, or even the 

exhilaration of Phidylé is completely unique in Duparc's 

vocal music. 
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Poet: Théophile Gautier 

Do you know the white tomb 
Where with a plaintive sound floats in 
The shadow of a yew -tree? 
On the tree a pale dove 
Sad and alone in the setting sun, 
Sings its song. 

One would say that the awakened soul 
Cries under the earth in unison 
With its song, 
And from the sorrow of having been forgotten 
Complains with a cooing sound 
Very softly. 

Ah, never more near the tomb 
Shall I go, when evening falls in black cloak, 
To listen to the pale dove 
Sing on the branch of the yew, 
Its plaintive song! 

The poem for "Lamento ", from La Comédie de la Mort 

(Comedy of Death, 1832) by Théophile Gautier, is another 

example of a macabre and somewhat depressing poem which 

Duparc chose to set. The song is dedicated to Gabriel Fauré. 

From the start of the piece to its end it is mournful and 

grief- stricken. "Its minor mode and descending chromatic 

melody are heavy with sorrow, as is its beautiful text." 

(Elson 1973 p. 10) 

In place of the usual boldness of Duparc's melodic 
line there is something here of the supple elegance and 
graceful, sinuous, stepwise movement so often 
characteristic of Fauré's vocal line. This does not 
detract in the slightest from the individuality of 
Duparc's setting. On the contrary, it only serves to 
show how closely akin these two great contemporaries were 
in their song- writing ideals. (Northcote 1949 p. 108) 



Even though it starts in a rather subdued fashion 

there is a climax at the end of the piece so typical of 

many of his songs. Davies' description of this 

particular section is rather interesting. "In the final 

strophe... the despair gives way to a bitter outburst, 

providing the composer with an opportunity for one of his 

grandest perorations." (Davies 1967 p. 50) 

Testament 

setting, 
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1883 Poet: Armand Silvestre 

Testament 

So that the wind carries them to you 
On the black wings of remorse, 
I shall write on the dead leaf 
The tortures of my dead heart! 

All my vigor has been wasted 
In the clear noontime of your beauty. 
And, as to the withered leaf 
Nothing of life remains to me. 

Your eyes burned me to my soul, 
Like merciless suns! 
Leaf which the whirlpool reclaims 
The wind will carry me away too... 

But first, so that it carries them to you 
On the black wings of remorse, 
I shall write on the dead leaf 
The tortures of my dead heart! 

"Testament ", a song of anger and pain with a stormy 

is predominantly in the minor mode and possesses 

some elaborate climaxes. "The old Franckist influence is 

still as pervasive as ever and may be seen in the 
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proliferation of chromatic passing notes, and in the tendency 

to fall back on augmented triads." (Davies 1967 p. 51) 

The bass line in the accompaniment often doubles the 

vocal line which indicates that the song is best suited to a 

male voice. "The music has a quasi- symphonic unity, while a 

fluent and free -ranging vocal line - set in 3 :4 time against 

a 9:4 accompaniment - achieves an expressive and exact verbal 

declamation at once powerful and deeply sensitive." 

(Northcote 1949 p. 110) 

The piece was originally composed for piano 

accompaniment. Duparc describes the orchestration which he 

later created as having imposed a "cruel martyrdom" upon him. 

La vie antérieure 1884 Poet: Charles Baudelaire 

The Former Life 

For a long time I dwelt beneath vast porticoes 
Coloured by the marine suns with a thousand fires, 
Whose great columns, straight and majestic, 
Resembled, at evening, basaltic grottoes. 

The surging waves, rolling along the skies' reflection, 
Mixed in a solemn and mystical way 
The mighty harmonies of their sonorous music 
With the colours of the sunset reflected in my eyes. 

It is there that I lived in calm sensuous delight, 
Surrounded by the azure skies, the waves, the splendours, 
And the naked slaves impregnated with fragrant essences, 
Who cooled my brow with waving palms, 
And whose sole concern was to fathom 
The sorrowful secret that made me languish. 
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The poem for "La vie antérieure" was from 

Baudelaire's very controversial collection, Les Fleurs du 

Mal. "Its subject matter is the recollection of another life 

- relating perhaps to the Hindu notion of reincarnation..." 

(Davies 1967 p. 52) At any rate it depicts a sad old man who 

is longingly looking back on a vision of happy by -gone days, 

only to realize his present profound sadness. 

The song begins like a gentle romance and grows to a 

joyful climax in the middle of the piece when the past 

pleasures are recalled. Like "La vague et la cloche," this 

song was originally conceived and written for voice and 

orchestra; only later did Duparc supply a piano part. Unlike 

most piano reductions, however, this accompaniment is "very 

pianistic with nary 

(Meister p. 268) 

an imitation- string- section tremolo." 

The controversy over this piece is interesting. 

Bernac says that in his opinion "L' invitation au voyage" and 

"La vie antérieure" are Duparc's most beautiful melodies. 

(Bernac 1978 p. 70) But Davies criticizes Duparc's "melo- 

dramatic use of wide -ranging arpeggios ". He also says that 

the thickening of texture "may have refused to see the song 

as the masterpiece it might otherwise claim to be." (Davies 

1967 p. 51) He particularly criticizes the biggest cres- 

cendo by stating, "....the dominant seventh arpeggios in "La 

vie antérieure" (at the point where the singer enters with 
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the words "mes yeux ") are dangerously near to 

overemphasis..." (Davies 1967 p. 48) Noske also criticized 

this particular place saying, "Astonishingly banal measures 

occasionally occur... " ( Noske 1970 P- 194) However 

Northcote's opinion is that it is "a deeply felt song, 

possessed of a rare beauty, (having) an ethereal majesty and 

an infinite sadness." (Northcote 1949 p. 112) 
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Figure 12: "La vie antérieure" Observe the controversial 
climactic and wide -ranging arpeggios. 
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This was Duparc's final song "and so many of his 

stylistic features are gathered into the work that it almost 

seems as if, by some strange alchemy, the composer knew that 

this was to be the last offering of his genius." (Northcote 

1949 p. 112) The last line of text seems to sum up his 

personal character and emotions as a composer: "And whose 

sole care was bent on fathoming the painful mystery that made 

me languish." 



CHAPTER 5 

EPILOGUE 

No matter how much controversy exists regarding 

the elements of Duparc's style or his life, one thing is 

agreed upon; he was one of the greatest composers of French 

song even though his output was so small. Northcote states: 

By his songs the name of Duparc is assured of 
immortality for they have a natural and sincere 
eloquence, an immaculate style and a real artistic 
distinction. And they possess, too, a power that is 
never likely to be surpassed in the whole literature 
of French Song. (Northcote 1949 p. 119) 

In summary Noske makes some very interesting and 

wide -ranging comments regarding Duparc: 

Ravel has referred to Duparc's mélodies as 
"imperfect, but works of genius ". Blind admiration 
should not prevent us from admitting that the 
composer sometimes allows passages unworthy of his 
genius to escape from his pen... nor is the structure 
always entirely satisfying. ...Obviously, a purist 
cannot judge Duparc's style as impeccable 
(However, the) songs display Duparc's chief merit: 
that he is not satisfied to make words sing, but 
translates the poet's very thought and feelings. His 
genius inaugurates the epoch when the mélodie becomes 
a preferred medium for the greatest French composers, 
who confide to it their most intimate and most 
profound inspirations." (Noske p. 294) 
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