






The processional-like tempo and duple meter are suggestive of the pavane and call to mind 

Ravel’s Pavane pour une Infante Difuncte. Early in the twentieth century French composers 

such as Ravel had renewed the Baroque practice of writing these musical memorials.

Leguemey’s through-composed setting divides the poem into two tercets which are 

separated by a brief interlude. For the first three lines of the poem, the vocal line remains 

within the range of an octave (E^4 to E^5). Throughout the mllodie, the piano writing is 

simplistic suggesting lute accompaniment. At the beginning, there are single tones at the 

octave in the bass clef and a repeated figure in the right hand of the accompaniment 

reminiscent of plucked strings (See Ex. 1). Just prior to the mention of the lute in measure 7, 

rich seventh chords are used to evoke the stringed instrument and continue in the two 

successive measures of interlude which are marked un peu arpigie (a little arpeggiated) (See 
Ex. 2).

Example 2, Le Tombeau de Ronsard, mm. 7-10.

£ u t -  v e n t le eon  d u lu th  i l  Ice t r e i ti  d ’A - pol -

y  ------1------ {— '— ( JJ------ L - k * - - '
^  dim .

— J---------- b*
1 P

f

Leguerney continues the lute imitation in measures 11 and 12 utilizing both an ostinato-like 

figure in the left hand accompaniment and an expressive counter melody in the right hand 
(See Ex. 3).
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Example 3, Le Tombeau de Ronsard, mm. 11-12.
•iuiw€X

II p**pr

i
- trc  -  ou il -  to npeu vo -  lu t  m  M u  *

j i

 J - j . _______ J_____ .

w m

n * A

The insertion of a crescendo at the end of measure 12 raises the dynamic level from 

piano to forte for the word mort (death) which is set on the highest pitch thus far in the

mllodie (F5). This moment is poignantly harmonized by Leguerney with a major seventh 

chord utilizing an E natural octave in the bass clef and an affecting interval of a second 

between middle C and D4. Following this section is an additionally expressive setting of the 

text describing the cruelty of death. Leguerney highlights the poignancy of the text by setting 

a descending chromatic line in both the melody and the left hand of the accompaniment which 

results in the interval of a tritone (qui) and a major second (-beau) between the two (See Ex. 

4).

Example 4, Le Tombeau de Ronsard, m. 13.

m ort. to m  t ’«n .

dim.
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This very stirring measure is followed by a new ostinato pattern in the left hand 

accompaniment over the next three measures. An unexpected outburst in the vocal line rising 

to A** and marked fortissimo for Son dme soit d Dieu (May his soul rest with God) is 

reminiscent of the final goodbye wished to Marie in Je me lamente discussed previously (See 

Ex. 5).

Example 5, Le Tombeau de Ronsard, m. IS.

1 5 / -

The mdlodie concludes quietly with the vocal line descending diatonically by step to the tonic 

F. The penultimate measure recalls the opening lute figure.

The accompanist will observe that Leguerney provided a footnote for the execution of 
the mordent-like figures which appear on the last page of the mdlodie. It appears the 

composer wished to have both the upper and lower tones of the double mordent sustained. 

This ornament occurs a total of nine times in measures 14-16.

This mdlodie may be sung by any type of soprano who has the ability to sing the final 

line of poetry fortissimo while sustaining the upward sweep of the second-to-last phrase.

Notes to Le Tombeau de Ronsard

1. Pierre de Ronsard, “Le Tombeau de Ronsard,” Po*mes de la Pldiade. Huiti&me 
Recueil (mdlodie by Jacques Leguerney), trans. by Carol Lines, M.M. (Paris: Editions Max 
Eschig, 1968), 11-13.

2. Morris Bishop, Ronsard. Prince of Poets (London: Oxford University Press, 1940),
246.

3. Brigitte Francois-Sappey and Giles Cantagrel, Guide de la Mflodie et du Uedr 
trans. Gene Marshall, Ph.D. (Fayard: Paris, 1994), 340; The New Harvard Dictionary of 
Muafc (Cambridge: Harvard University Press, 1986), s.v. “Lament,” p. 435.
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APPENDIX A
POETIC FORMS EMPLOYED BY PIERRE DE RONSARD

The contents of this Appendix are intended as a supplement for further understanding 

of this document It is not intended to be a complete and thorough discussion of Ronsard’s 

works, but rather to give the reader an idea of the style and diversity of the poetry of Pierre de 

Ronsard. Information is presented in the order of appearance in the main body of the 

document and is sometimes given under the title of the publications of Ronsard.

Chapter Two

Ode. The earliest odes of Ronsard were rather free in form, and echo the style of Horace. 

These freer poems make up the collection entitled Le Bocage. published in 1550, the same 

year as the publication of the Quatres Premiers Livres des Odes (Four First Books of Odes). 

According to Jones, the poems Ronsard chose to publish in Bocage were included in this 

collection because he felt they were not up to his new standard of ode in strict meter. •

Each book of odes followed the same order, with poems praising royalty placed first, 

followed by those in praise of influential persons at court, then those lauding friends, and 

Anally, drinking songs, or poems in praise of women or of France.2 Ronsard chose to write 

in imitation of the styles of Pindar, Horatio, and Anacreon.3 Î e Bocage and I .ea Melange  are 

collections which contain odes of the lighter style (praising wine and love), which are often 

referred to as “odelettes.”* Most often, these odes on a lighter theme follow the structure of 

the chanson of the period (ballade, rondeau, vireiay). The incorporation of later editions of 

the odes containing more of the odelettes may have been in part responsible for the 

acceptance of Ronsard into the mainstream of French men of letters and his acceptance at 

court.5 The reader will recall from Chapter Three the discussion concerning the lack of 

acceptance of Ronsard’s odes upon their initial appearance.

The form of the odes was similar in all four volumes: generally three to five stanzas, 

with predominantly a line length of seven or eight syllables. Notable composers of the 

Renaissance set the odes to music, as Ronsard intended.^ In fact, the music to which the ode
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was intended to be sung appeared after the text in the second edition of the odes J  

Sonnet. Found in the Les Amours collections, Ronsard was following the example of his 

contemporaries when he began writing these sonnets, in the manner of Petrarch, in praise of 

women.8 Ronsard addressed his sonnets to Hll&ne, Marie, and various other persons.

The Petrarchan sonnet consists of 14 lines divided into two sections. The first section 

(iabbaabba) presents a theme, and the second (cdecde or cdcdcd, or other variation), a 

resolution. There is no final couplet9

Mfl«garades et Bergeries. published in 1565, in large extent contains poems which are 

in various meters and celebrate various events at Fontainebleau and other royal residences. 10 

This group contains sonnets and pieces entitled “616gie” which do not conform to classical 

elegiac meter, but are however, in rhyming couplets, which is characteristic of the classical 

form. The itegies very in length.it Ronsard uses the term “616gie” in many other 

publications, including a large group dedicated to French Admiral Anne de Joyeuse.12 

Pi scours. Ronsard uses the term “discours” for various types of poetry. Le Premier Livte des 

Pofemcs. for instance, which is dedicated to and in praise of Mary Queen of Scots, contains 

several poems entitled Discours which take the form of the iligies described above. The 

same tide is given to poems written in the same style in the collection Discours des Misfres 

dece Temps, dedicated to Queen Catherine de Medici, in which Ronsard laments the scourge 

of the religious wars on his beloved France. i*

Amours. The term “amours” is used in the title of several collections published by Ronsard. 

Subtides attribute groups of the poems to women, namely Cassandra and Marie. There are 

sonets, madrigals (fifteen or sixteen lines in length and differing in rhyme scheme from the 

sonnets), chansons, which vary in length and present yet more rhyme schemes and 

versification, and stances. 14

Eclogue. “A short, usually pastoral, poem in the form of a dialogue or soliloquy.”!* See 

Appendix B, “Theocritus,” for his influence on Ronsard in this form. In the Oeuvres 

Complfetes.thc Eclogues appear on pages 915-996. Characters are assigned, each given 

lengthy monologues. There are portions assigned to a chorus of some sort, such as nymphs.
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All single character monologues are written in rhyming couplets, and the choruses have 

various rhyme schemes, such as aabccb or aabbbacdcdeffe.16

Epitaph. “An inscription in verse or prose upon a tomb; and by extension, anything written as 

if to be inscribed on a tomb.” >7 Ronsard wrote many ipitaphes for members of the nobility 

and Others. There is a large group in the Oeuvres Completes nn pages 4.74-S43. Length of the 

entire epitaph varies from four lines to several pages; several line lengths and rhyme schemes 

are represented, is

Hymns. Two volumes hymns were published by Ronsard: Le Premier Uvre des Hynnes 

(1555) and Le Second Livrc des Hynnes (1556). Found in the Oeuvres Completes on pages 

122-281, the hymns are sometimes celebratory, addressed to the nobility and others, and at 

times in praise of nature and including commentary of a philosophical and moral tone.19

End Notes

1. Kenneth Rudge Wilson Jones, Pierre de Ronsard (New York: Twayne Publishers, 
Inc., 1970), x, 23.

2. Ibid, 25.

3. Ibid.

4. Ibid, 36.

5. Ibid.

6. Ibid, 64.

7. Ibid.

8. Ibid, 41.

9. Encyclopedia of Literature. s.v. “Petrarchan sonnet."

10. Jones, 114.

11. Piene de Ronsard, Oeuvres Completes, ed. Gustave Cohen, v. 2 (Bourges, France: 
lTmprimerie Tardy Quercy, 1978), 889-900.

12. Ibid, v. 2,7-121.

13. Ibid, v. 2,544-631.
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14. Ibid, v. 1,3-192.

15. Encyclopedia of Literature, s.v. “eclogue.”

16. Pierre de Ronsard, v. 1,915-996.

17. Encyclopedia of Literature, s.v. “epitaph.”

18. Pierre de Ronsard, v. 2,474-543.

19. Jones, 80.
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APPENDIX B 
POETS AND POETIC TERMS

This appendix is intended to further define poets and terms mentioned in the body of 

the document, and in doing so, to further elucidate influences upon Pierre de Ronsard and La 
Pleiade.

Chapter Two

A great scholar of his time, Petrarch made enormous contributions to the abundance of Italian 

lyric poetry which was written during the Renaissance. Particularly well-known are those 

poems venerating his beloved Laura. >

Dante Alighieri, b. 1265, d. 1321. Best known for his La divina commedia, Dante has been 

called the greatest of Italian poets. Much of his poetry was inspired by Beatrice Portinari, a 

woman he met in his youth and whom he idealized in his works. Dante authored De bulgar 
eloquentia (Concerning Vernacular Eloquence), “the first theoretical discussion and definition 

of the Italian literary language.”?

Horace (Quintus Horadus Flaccus), b. 65 BC, d. 8 BC. “Outstanding Latin lyric poet and 

satirist. The most frequent themes of his Odes and verse Epistles are love, friendship, 

philosophy, and the art of poetry.” His works include the Satires, which stated his pursuit of 

serenity and rejection of public life; Epodes which address “social abuses;” Odes, claiming to 

be the successor of the Greek poets who wrote in this form. Later in his writing career, he 

professed to give up “’frivolous’ lyric poetry” and began to write a more moralistic type of 

verse which is known for its gentle irony.3

Aristotle, b. 384 BC, d. 322 BC. Credited with stimulating thought and development in 

literature throughout the ages, Aristotle, in his work Poetics, discusses many elements of 

literature, including imitation, which was a primary issue with La Pldiade. He is known as 

one of the great Greek philosophers.*

Orpheus. In Greek mythology, Orpheus is said to have been given a lyre by Apollo, and by 

its playing, was able to overpower and tame opposing forces.3
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Pindar, b. 518/522 BC, d. after 446 BC. Pindar, the Greek poet who wrote seventeen books 

(of which four are extant) of epinicia, or choral odes celebrating victors of official games and 

the gods for which they were named, is sometimes referred to as the greatest of Greek lyric 

poets.6

Pindaric ode. Pindar’s odes celebrating the Greek games are in the form established by 

Stesichorus (7 and 6 BC) and are in the three part structure of strophe, antistrophe, and epode, 

corresponding to the various stage movements of the Greek chorus. The strophe and 

antistrophe are identical or very similar in poetic meter, and the epode presents a contrasting 

meter. Pindar’s epinicion odes are “elaborately complex, rich in metaphor and intensely 

emotive language.” Pierre de Ronsard was the first to imitate the Pindaric ode in the 

vernacular {Odes, 1550).?

Horatian ode. “Short lyric poem written in stanzas of two or four lines in the manner of the 

lst-century-BC Latin poet Horace. In contrast to the lofty, heroic epinicion odes of the Greek 

poet Pindar, most of Horace’s odes are intimate and reflective.” Horace wrote romanticized 

versions (in Latin) of Greek poetry, adapted the meters to the Latin language, and as 

mentioned above, included irony, touches of humor and tinges of sadness in his personal and 

placid versions.^

Anacreon, b. 582 BC, d. c. 485 BC. Another poet who influenced Pierre de Ronsard and his 

contemporaries, Anacreon, Asian Greek lyric poet, lived under royal patronage and produced 

poetry praising wine and love. His style was refined and not excessive; although he may have 

written serious poetry, this style was most influential on later generations.?

Alexandrine. A twelve-syllable line of poetry, with a pause after six syllables, strong accents 

on the sixth and last syllable, and a variable, single secondary stress in each half-line. Pierre 

de Ronsard and other members of La Pldiade revived this meter and it became, in the 

seventeenth century, the primary meter for dramatic and narrative poetry, to 

Chapter Three

Callimachus, b. 305 BC, d. c. 240 BC. A Greek poet who represents the Alexandrine school, 

Callimachus’s greatest work, Aitia (Causes) discusses obscure Greek myth and history in an 

attempt to explain the roots of various festivals and customs.11
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Theocritus, b. 310 BC, d. 250 BC. “Greek poet, the creator of pastoral poetry.” The greatest 

influence Theocritus had on later generations of poets, including John Milton and Percy 

Bysshe Shelly, was through his tales of shepherds and shepherdesses. >2 

Juvenal, b. AD 55-60?, d. 127 or after. Know for his satires, the subject of Juvenal’s sixteen 

satires was life in Rome under various emperors, o

Homer, fl. 9th or 8th century BC. Homer is attributed with the authorship of two great epics, 

the Uiad. and Odyssey. The reader will recall that Ronsard worked on an epic history of 

France entitled La Franciade.i4

Virgil, b. 70 BC, d. 19 BC. A Roman poet best known for his epic, the Aeneid.is

End Notes

1. Encyclopedia of Literature, s.v. “Petrarch."

2. Ibid, s.v. “Dante.”

3. Ibid, s.v. “Horace.”

4. Ibid, s.v. “Aristode.”

5. Ibid, s.v. “Orpheus.”

6. Ibid, s.v. “Pindar.”

7. Ibid.

8. Ibid, s.v. “Horatian ode.”

9. Ibid, s.v. “Anacreon.”

10. Ibid, s.v. “Alexandrine.”

11. Ibid, s.v. “Callimachus.”

12. Ibid, s.v. “Theocritus.”

13. Ibid, s.v. “Juvenal.”

14. Ibid, s.v. “Homer.”

15. Ibid,s.v.“Virgil”
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APPENDIX C

CATALOGUE OF SONGS OF JACQUES LEGUERNEY

Published Songs

Fodmes de la Pldiade, l«Recueil, 1943 (S)
JeVous (Ronsard)
Geniivres h6riss6s (Ronsard)
Je me lamente (Ronsard)
Bel aubdpin (Ronsard)
Au sommeil (Desportes)
Si mille oeillets (Ronsard)

Podmes de la Pldiade, 2^* Recueil (S)
Ah! Bel Accueil (Ronsard), 1944 
A sa maitresse (Ronsard), 1944 
A son page (Ronsard), 1944 
Ma douce jouvence est passde (Ronsard), 1943 
Epipalinodie (Ronsard), 1947

Pbdmes de la Pldiade, Recuiel (E)
Je fuis les pas fray6s (Ronsard), 1944 
Ode anacrdontique (Ronsard), 1947 
A Cupidon (Ronsard), 1944 
La Fontaine d’Hdline (Ronsard), 1944

Fodmes de la Pldiade, 4*»e Recuiel, 1944 (E)
Un voile obscur (Ronsard)
Invocation: Ciel, air et vents (Ronsard) 
Comme un qui s’est perdu (Jodelle)

Poimes de la Pldiade, 5*“* Recuiel, 1945 (E)
A la Fontaine Bellerie (Ronsard)
Chanson triste (Bertaut)
ViUanelle (Desportes)

Podmes de la Pldiade, 6*°* Recuiel, 1947 (E) 
Sdrdnade d’un Barbon (Ronsard)
Le Paresseux (Saint-Amant)
L’lnsouciant (Ronsard)
Sonnet pour Hdltee (Ronsard)

Fodmes de la Pldiade, Recuiel (E)
La Caveme d’Echo (Saint-Amant), 1954 
Nous ne tenons (Ronsard), 1942 
Le Vallon (de Viau), 1947
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Pbtmes de la Plliade, 8*®* Recuiel, 1928 (H)
D’une Fontaine (Desportes)
Sur le mort de Diane (Desportes)
Avril (Belleau)
Le Tombeau de Ronsard (Ronsard)

Deux potmes d’Apollinaire, 1946 (D)
L’Adieu
Gotilde

Quatre Mdodies (E)
Come away, come away... (Shakespeare), 1964 
Nuit d’£t£ (Samain), 1930 
Le present (Lalanne), 1947 
Le Vent Nocturne (Apollinaire), 1945

Sept Poimes de Francis Maynard, 1949 (S)
Plaintes d’Orphde
Epigramme k un mauvais payeur
AChloris
D’une maigre dame 
Dans la for6t 
Secret amour
Compliments k une Du&gne

La Solitude (de Viau), 1950 (S)
Un froid et tdndbreux silence 
Corine 
La Source 
A la foret

La Nuit (Saint-Amant), 1951 (S)
Paisible et solitaire nuit...
Lubugre courier du destin...
Tous ces vents

Le Carnaval (Saint-Amant), 1953 (S)
Le Grotesque 
La Belle Brune 
Le Carnaval

Le Paysage oil La Description de Port-Royal des Champs (E) 
(Racine), 1952 

Le Bois
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Musique champetre dans les jardins, le soir 
L’Etang

Unpublished Songs

Podmes de Toulet (Jean-Jacques Toulet), 1943,2 volumes 
Toutainsi 
Douce plage
Toi qu’empourprait l’Stre...
Reveil
Le temps d’Adonis 
Le tremble est blanc 
Nocturne 
Ces roses
En mdmoire d’un ami 
Iris
Puisquetes jours...

Tableaux (Jomier), 1926 
Paysages...de Mer

...de petite ville 
...de Campagne 

La petite fille au jardin 
Nature morte...

Signes (Fombeure), 1944. Duet (soprano and baritone)
De l’abime profond (La Ceppide), 1950. Duet (soprano and baritone) 
Psaume 62 (for orchestra and dramatic mezzo, baritone or bass-baritone) 
Pastorale (Rend Chalupt), 1948.

Publisher codes (in parentheses after each song group title):
S : Salabeit 
E:Eschig 
D : Durand

End Notes

1. Carol Kimball, “The Mdlodies of Jacques Leguemey” (written program 
accompanying the lecture at the NATS National Convention in Toronto, July 4,1996), 
1- 2 .
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APPENDIX D 

DISCOGRAPHY1

Compact Disc

1. Oaves Records CD 50-9618,1996 
“Jacques Leguemey: 28 Mdodies”
Danielle Borst, soprano; Brigitte Baileys, mezzo-soprano;
Philippe Huttenlocher, baritone; Mary Dibbem, piano

2. Dante-Lys Recordings LYS 053-54,19S4,19S5,1957
“G6rard Souzay and Genevifcve Touraine: Frtre et Soeur en musique”
G6rard Souzay, baritone; Geneviive Touraine, soprano;
Germaine Lubin, Jacqueline (Bonneau) Robin, Irtne Aitoff, pianists 
Contains mdodies by Leguemey, Roussel, Debussy, Faurf, Chabrier, Canteloube, 
Gounod, Poulenc

3. Dante-Lys Recordings LYS 149-150
Inna Kolassi, mezzo-soprano; Jacqueline Bonneau, pianist 
Contains mdodies by Leguemey, Fauri, Duparc

4. Maguelone MAG 519.232,1996 
“Jacques Leguemey: Mdodies”
Didier Henry, baritone; Angdine Pondepeyre, piano

LE

1. Harmonia Mundi France HMC 1171-2,1965,1966 
“Jacques Leguemey: Mdodies”
Volume 1: Lisa Bonenfant, soprano; Kurt Ollmann, baritone; Mary Dibbem, pianist 
Volume 2: Deborah Massed, soprano; Kurt Ollmann, baritone; Mary Dibbem, pianist

2. Philips 835 201 AY
“A Century of French Song”
G&ard Souzay, baritone; Dalton Baldwin, pianist
Contains mdodies by Gounod, Chabrier, Bizet Franck, Roussel, Poulenc, Faurf, Ravel, 
Leguemey, Hahn

95

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



APPENDIX E

PERMISSION FOR USE OF COPYRIGHTED MATERIALS

Letters of permission follow.
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November 10.2001

Judy Savoie. Ph.D. 
Department o f Languages
McNeese State University 
Lake Charles. Louisiana 70609

Dear Judy.

Below is the translation of the Pierre de Ronsard poem you provided for my doctoral dissertation 
entitled. "An Introduction to Jacques Leguerney’s Settings of the Poetry o f Pierre de Ronsard." With 
this letter. I ask permission to print the translation in my doctoral dissertation.

If I embrace a thousand carnations, a thousand lilies.
Winding my arms all the way around.
More tightly than a vine shoot which, with a loving encircling.
Gasps the beloved branch into a thousand folds:
If wony no longer turns my face pale.
If pleasure takes up its abode in me.
If I prefer shadows to daylight.
Heavenly vision, it is because of your favor.
To follow you I would fly to the heavens.
But this image which floats within my eyes.
Always robs me of my momentary joy.
And you flee from me in the midst of my good fortune 
Like a flash of lightening which disappears into nothing.
Or like the cloud which vanishes into the wind.

The requested permission extends to any future revisions and editions of my dissertation, including non­
exclusive world rights in all languages, and to the prospective publication of my dissertation by UMI. 
These rights will in no way restrict republication of the material in any other form by you or by others 
authorized by you.

If these arrangements meet with your approval, please sign (his letter where indicated below and I will 
call for it later today.

Sincerely.

Carol Lines

P E R M IS S IO N  G R A N T E D  F O R  T H E  U S E  R E Q U E S T E D  A B O V E :

Judy Savoie. Ph.D. 
Department o f Language: 
McNeese State University J
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>From heaver, e l l  tn e  p e r f e c t  3 1  i t 3

She had w ere h o t  to  d w e ll long  lr t h i s  w o rid .

W hether you l i v e  n e a r  God

Or in  t h e  ELycian F i e l d s ,  F a re w e l l .

F a re w e ll , one hundred  tim e s . M an e .
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The k n o t w here your b e a u ty  t i e s  me.
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VITA

Carol Lines is an Assistant Professor of Voice at McNeese State University in Lake Charles, 

Louisiana. A native of New Iberia, Louisiana, she attended the University of Louisiana at 

Lafayette for her undergraduate work, finishing with a Bachelor of Music degree and the 

honor of being named the Outstanding Graduate of the College of Arts and Humanities. 

Graduate work followed at the University of Cincinnati College-Conservatory of Music, 

leading to the Master of Music and an Artist Diploma in Opera. The Doctor of Musical Arts 

with a minor in Voice Science was completed at Louisiana State University in Baton Rouge, 

Louisiana. Both during her undergraduate and graduate studies. Dr. Lines performed several 

operatic roles and appeared in concerts and recitals in Louisiana and in several states in the 

Midwest. Highlights of her concert performances include the Vicr Letzte Ueder by Richard 

Strauss, the Mozart Requiem and the Brahms Fin Deutches Requiem. Operatic performances 

have included the roles of Susanna (The Marriage of Figarot. Despina (Cosi fan tutte), Marie 

(Bartered Bride), Concepcion (Spanish Hour) and First Lady (Magic Flute). She spent a 

summer as apprentice with the Des Moines Metro Opera Company and was selected as one of 

ten singer-pianist teams to participate in the Cleveland Art Song Festival in 1996. Also in 

1996, Dr. Lines was selected to attend the Intern Program sponsored by the National 

Association of Teachers of Singing. She currently divides her time between teaching and 

concert performances.
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