La Vraie Musique Frangaise: Folk Song Sources in Joseph Canteloube’s Rustiques
Jeffrey Lyman

In 1947 ,at theend of the conaert tha induded the premier of Rustiques®, atrio
for oboe claring and bassoon by Joseph Canteloube the composer was stoppel and
congratulated by a number of audience members who felt hehad composed Gatruly
French music.3 The sentiments expressed by these audience members are shared as
much today as then, butjugt how deeply French awork thisis may bedifficult for anyone
but a native of France to realize. If you compare a Frenchman(@ experience of hearing
thiswork with tha of an American hearing themusic of Charles Ives, or of aRussian
hearing thebdlet Petrushka, you begin to get a sense of why the audience members came
to congratulate the composer in those paticular terms.

Joxeph Canteloubeused French folk mugc in his compostionsas freely and as
interchangeably with his origind music as did BAa Bart—kwvith Hungaian sources or
Aaron Copland with American cowboy tunes, butas Canteloubeis known today almost
exclugvely for onework, the exquisite collection known as the Chants d’Auvergne, his
career as afolk song collector and even more hiswork as a composr of great talent and
rangehave been eclipsed by thefame of thissingle opus If theaveragelistene had a
sen<e of jug how many folk songsand dances Canteloubecollected, assembled and
published during his lifetime, they@ have to wonder how he had time to compose
anything of hisown at all.

Thewindtrio Rustiqgues, arguably his second mog popubr work, was
commissioned by the French state in 19462 It is hisonly chamber work for winds which
issurprising consdering the obviousfacility in writing for woodwindshe demondrated
in his orchestral works. In Canteloub&$ own words, chambe music is Ghemos elevated
of genres, that which shows therarest of qudities. Here the executionis smple and there
mug be a complete accord between thoughtand form, as both are deprived of the
trandormative aspect of the stage and the sedudion P so often false! Bof thetimbres and
colors of theorchestra. It istherefore imperative, in order for it to beatrue masterpiece,
tha theauthor realy has something to say and tha heknows how to say it in the most
appropriate way.3

Many French compogrs had plenty to say in 1946 They had jus passed through
thetria of World War 11, which saw France divided by the German Occupaion and the
Vichy govenment. They had withessed musc bang varioudy used as arallying force for
naiond pride apropagandatod of the Nazis, and even as part of an escape plan to keep
French music students safe fromthe Service du Travail Obligatoire.”> After thewar,
thingswere conequently very differentin themuscal establishment, and anew
generation of composers putaside conservatism in favor of the avant-garde. Persondities
ranging from Olivier Messiaen and Pierre Boulez throughPierre Schaeffer and Henri
Dutilleux more frequently took center stagethan did ther elder colleagues. Yet jud as
Aaron Copland managed in the age of modanism to touch the heartstringsof the
American public with his bdlets and orchestral music that mixed age-old folk materials
and contemporary forms, so Joseph Canteloubewas able to speak directly to hisfatigued
countymen by continuing to base his musc on what they could commonly call thar
own: thefolk songsthey had known, sang and loved togeher as a people.



Rustiques isacuriouswork in that onfirst hearingonemight have adifficult time
separating the old fromthe new, especialy if youare not French and have notknown
thesetunes al your life. Canteloubepublished many volumes of French folk musc and
dances, somein formal collectionsfor mudcologists and some as sheet musc to be
enjoyed at home by amateurs. Y et herarely specified any relationships between wha he
collected and wha he composed outright, unless of course those correlationswere
appaent fromthetitle of the piece. The Chants d’Auvergne openly declare thar ancestry
at thetop of each score page butin Rustiques there is no obviouspedigree to trace from
folk songto windtrio, as the movement titles are non-specific: Pastorale, Réverie and
Rondeau a la francaise.

A careful review of amog 1500songscollected in thefive-volume Anthologie
des Chants Populaires Francais groupés et présentés par Pays ou Provinces® uncovered
many of thesongstha hdped to ingire and gudethe composer in thisingance. The odd
thing aboutidentifying these sources was that once found,they seemed glaringly obvious
anditisonly intheclever and expert hamonization, combinaion and adaptation of these
tunes tha we see the craft of the composer mod clearly.

Anyonewho has had the pleasure of playing this work knows tha many of its
themes are shared amongthe movements, and so as a point of organization, the author
has decided to list the sourcesin this article in the order they appear in Canteloube3
anthology, not necessarily in the order they are heard in thetrio. Thetunes are then
identified relative to thar first appearancesin thework, or in ther mog literal quottion
from theanthology, and may appear at numerousother ungecified timesin the piece.

Before theidentification beging however, it is necessary to note tha afew themes
in thework remain unidentified by this author, and are of course either the originad work
of Canteloubeor are yet to belocated in other sources. Perhapsit@ better that some of the
sources remain a mystery, as the seamless integration of origind and borrowed material
iswha makes this and any nunber of similar works so successful and so satisfying. Take
for example the opening of thefirst movement, aflorid and wandeingoboelineover a
bagpipedronein the clarineg and the bassoon. While a direct source for this melody was
notfoundin theresearch for this article, thelineis so typical of pastoral woodwind musc
tha findingits originis lessimportant than oberving how well it fits with the material
tha follows, both old and new. Contrast this opening with theoboemelody between 15
and 16 in the second movement, accompanied by thelongest passages of chromatic
harmonic motionin theentire piece. This section mug surely bean origind lineby
Canteloubeand nota quotation. Look also at the spare bassoonmelody tha beginsthe
second movement. Thereis nothingterribly complex aboutit, so it mightbean old folk
melody, butat thesame time it has awider rangeand an entirely different shgpefromthe
other tunesidentified bdow, so how can anyonebe sure unlessits source shows upin
some other collection?Besides these three examples there are several other moments
when it isnotso clear wha is new andwha is old, and tha is exactly wha makes this
work so engaging.

The Sources
Joseph Canteloube Anthologie des Chants Populaires Francais groupés et présentés
par Pays ou Provinces



Volume 1: Provence — Languedoc Roussillon — Comté de Foix — Béarn Gascogne —
Corse
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Region of origin: Haut-Languedoc (Touousain)
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Thisfirst tuneis a pafect example of theway Canteloubesometimestook only a
fragment or asingle phrase fromafolk tuneif tha isall herequired. Therefrain of this
tunecorrespondsto the Plus vite in thefirst movement, six bars beforefigure 7 in the
oboepat, and later in the same movement at eightbars before 13, again intheoboe The
first six bars of thetuneas printed in theanthology are notused at all. Indead hetook
only wha heneeded to add an upbeat, magor-modeending to therather melancholy
melody (Qui Marierons-nous?, see bdow) quotked jus afew basearlier in the piece.

Volume 2: Savoie — Dauphiné — Lyonnais — Auvernge — Guyenne — Aunis —
Saintonge — Angoumois
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Region of origin: Bas-Quercy

LOU TRUQUET, LOU LURET (Letruqud, leluret) (Ronde de neuf)



LOUTRUQUET, LOULURET BAS-QUERCY

Le tmguet, le Iupet Ouernc v Blane
@ (Ronde de neuy) Montanban { Tarn-et-Caronne
f1 U & P K .
- 11 | | I |1 I
H—R—ﬂ——r—&ﬁz B i B e e
1 I :bﬁ-l_ 11} — 1
[ 2] F F F I F FFF F F F
Low wuw - gquet, lbu o - per, Low wowm  sounm de b bar - - que -to, Louw mu -
5 -
fL i 3 . k k Fin
L B | - I '= I a1 | '= I | '= | I ]
il I 1 | | - I 1l 11 | P2 1 T = 1
3] ¥ ' F | 2 —
LR o h. ret Low, 0L UL del Dbar - H ol - bt
a D,
n " e e e 1 e e 1
r .| | 1 | 1 1 Y 1 | a1 a1 | 1 Y 11 |
i Ll Ll L1 11 | 1 Ll | L1 L1 Ll 11 | 1 1l |
b b h | | = = r~ 1l Ll | |
Tyt - s -
U - - - -
Dians - en fil hoz,  dams EL né! Danz - en fil - hos, Dimt [ !

Thistuneisthebasis for themain theme of thelast movement, the Rondeau a la
francaise, and Canteloubehas not only quoted the pitches but also has incorporated
interesting aspects of thelyricsin his setting. Thetuneis aroundthat isrepested with the
refrain “Dansons filles, dansons neuf! Dansons, filles, vingt et neuf!”” With each
repdition, thenumbersin the songge smaller (nine and twenty-ninein thefirst stanza,
eightand twenty-eightin thenext, et cetera, untl they reach the number one)
Canteloubestates that thetuneisusudly sungby agroupof girlswhoform achan by
holding hands and as the stanzas repeat and the numbers reduce, thegirls each detach
themselves from thelineuntl there is only oneleft singing. The songtherefore gets
softer and softer asit finishes, jug asin the diminuendo a end of the piece, specificaly at
the Encore plus vite after 37.

Volume 3: POITU - VENDEE - BERRY - MARCHE — LIMOUSIN - NIVERNAIS
— BOURBONNAIS - BOURGOGNE - FRANCHE-COMTE — LORRAINE —
ALSACE
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Region of origin: Poitu

MON PéRE A FAIT BATIR MAISON



MON PERE A FAIT BATIR MAISON

{Rande) POITOU
if
g O —— R S — b
™ o o — h—dﬁﬁﬁi:hﬁ:ﬁji
1r | | | ¥ by 1
3] F T F rF
Mon pére & Fait bi-tF mai-son, Bon, bom, bon, wigme -rom! Far qua-re  wingts jo-liz ma-
&
o N — [ N N K U S N N K U S N N
i .| a1 %Y %1 ) ') o) I': | '%Y b W' o) W' I': | '%Y | '%Y | o) W'
-ﬁ'h—.l"—.H—.H—l“_—&l“_—ﬁ:V > r ma— :bb“:&ﬁ::bﬁ“:&&ﬁ:
3 5 r 5

pons, Des con-combr’ et der me - bns, Des chi-aign et des mar - roms, Des sauw-ciss’ et des bow-

£l k Y Y [ Be I k A B 3 A & ]
o A 11 | X | ] 1% 17 17 I 11 1% |1 | I'I I'\i I IH'I I'\i | I
-ﬁv—bitig:ﬁﬁ"—ﬁ—!—ﬁ—ﬁ—i_d_%
(X F ¥ ¥ ¥
dimz, Des  an-guill et des mar - guwins, De  gen - GlT' quer -moi-zell'  wt du bon vin
I
£l b & A ] 1
* .| — * | |1 10 . 1% | | | | Il |
I T |1 T | ! -y | | n |
| dn] | 1T | | i | | n |
i 1 =] =S 11 1 - 1 1 - 1
(Y ’ ' ¥ B I
iTAn - o, Dz bow - dims ik de bon vin 1Téan - jou!

Thistuneacts asthefirst allegro theme of the Pastorale, and has probably the
oddest lyricsin theentire collection. It beginswith thewords My father has had ahouse
builtOfollowed by therefrain GGood, goodwinemaker! OWhatever the nonense of the
lyrics, thethree woodwindshave funtossing this boungy little tunearoundin imitative
counterpoint. Youcan hear it first in the oboeat the Animé after figure 2, but Canteloube
uses only thefirst six bars of thetune immediately connecting and overlapping the
variousentries with his own musc.
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Region of origin: Vend£&
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Oneof the darker tunesin the piece, Qui Marierons-nous? (QNho will marry
us) first appears in the Pastorale in the oboemelody at figure 6 over arhythmic, almost
energeic accompaniment, and agan later in theclaring at 12, accompanied this time by
teary sighsin the oboeand doleful chromatics in the bassoon. Its melody resembles and
complements the brighter, major-key melody of Lou Truquet, Lou Luret, cited aboveas



thetheme of the Rondeau a la francaise. Thisis one of theonly complete qudationsof
any tunecollected in theanthology, and oddly enough, despite its complete state
Canteloubeaddsthe QagOof another tune(LA FENNO DN PAUROOME, above to
bring theminor-key melody back to the mgor.
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Hereis an example of Canteloubeudng afolk tune notonly as atheme butaso
asapaticularly ingeniousaccompaniment figure. This tunefirst appears as the whirling
interlocking figures in theclarinet and bassoonin the second movement, beginning just
before figure 17. The same pitches then turn up in augmentation over this
accompaniment, sounding now as a theme played by the oboe [t@ yet another tuneabout
getting married, and in this case the subject Codic™teceives afairly large measure of
cheese and salt in exchangefor marrying off his daugher.

Page 305
Re~gion of origin: Bourgogne(Br&gse et Bugey) N
VAIA LA SAINT-MARTIN QUAPPROUCE (VU la Saint-Martin qui approche)



V'TIALA SAINT-MARTIN QU'APPROUCE
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Ashedid with LA FENNO DAWN PAUROOME above Canteloubeuses only a
portion of thistune in this case thefirst phrase. It correspondsto thelast segment of the
main allegro tuneof thefirst movement, and appearsfirst at nine measures before figure
4 intheoboe Thefragment also leadsthe mad dash to thefinish of thefirst movement, in
theoboejud before figure 14.

Volume 4: FLANDRE - ARTOIS - PICARDIE — CHAMPAGNE - ILE-DE-
FRANCE - ORLEANAIS - TOURAINE — ANJOU — MAINE - NORMANDIE —
BRETAGNE

Page 261

Region of origin: Anjou (Tierc)
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Theexubeaant 6/8 section tha beginsnear the end of the third movement is based
uponthistuneaboutagirl and he favorite dresses. You hear it first in the oboepat at
34,andthetuneis quotd inits entirety, indudingthe crescendo figure tha endsthe oboe
line Thistuneisaso cited on page 51 of Canteloubd3 Les Chants des Provinces
Frangaises®, butislabded not as aquadrille chanté butabranle. In this source
Canteloubeddines the branle as an ingrumental dance melody withoutwords often



played by afiddle, penny whistle or cornemuse, butingead of an unaccompanied linehe
quotesthis very tune wordsand all.

Universal vs. Regional

In find consderation of how the abovequottionscan act as a kind of Gnusical
travel guideOfor those who hear a paformance of Rustigues, think agan of thetwo
comparative examples proposd at the beginning of this article. Imaginethe differences
between the experiences of an American hearing Charles IvesOThree Places in New
England as oppogd to a European hearing the same work. No matter how carefully the
hymn tunes are identified in context, or how accurately the clashing marching bandsare
described, thework will resonae more with someonewho has sungthe hymns who has
whistled thetunes, or who has heard an out-of-tune band in atown squae onaholiday in
Vermont or Massachusetts compared with someonewho has not Likewise, no matter
how vivid adescription onereads of the Shrovetide Fair in St. Petersburg, the depiction
of tha eventin Stravinsky@® Petrushka will always mean more to a Russian than to
anyoneelse. So in much thesame way, this attempt at identification will surely fall short
for mog nonFrench readers unless those readers knew these tunes aready or can recall
them thanksto thehints provided above Of courseit is nat theintent of this article to
judgeeithe experience, butsmply to try and hdp all listenersto come abit closer to
undestanding this Qove letterOof sorts that Canteloubecomposed for his countymen.

Lastly, look back over theroder of folk songsquoted in thiswork and note the
care Canteloubetook in recording the geographic origin of each tune They come not
fromasingle region, as those collected from his home province and used in the Chants
d’Auvergne, butfromall over France, seemingly crisscrossing the county asthe
movements play out It could beargued tha in sympahy for his bdeagueed nation,
Canteloubeintentiondly used tunes from aroundthe county in thanksgiving orin
celebration of al that had been saved from thetragedy of thewar, awar in which they
faced thereal possibility of theoutrightloss of ther culture. Could it betha, in a
therapeutic sort of way, it was hisintentional along to write some Qruly French musc,0
and lucky for everyone hedid jug tha?

! Monaco: f ditionsdel@iseau-Lyre 1984

2 Jean-Bernard Cahours d@.spry: Joseph Canteloube (1879-1957) Chantre d’Auvergne et
d’Ailleurs (Biarritz: SZguier 2000) 104-105

¢ Cahours d@.spry, ibid.

* Joseph Canteloube Vincent d’Indy (Paris: Laurens 1951) 74. "Ici lamiseen| uvre est
smple et il faut doncun accord complet entre la pensZe et laforme, car I'uneet I'autre
sont privZes de I'optiquedZormante dela sceneet delasZdudion N s souvent
trompeuse! N destimbres et des couleurs del'orchestre. 11 est doncindispensable, pour
qu'il y ait vraiment chef-d'T uvre, quel'auteur ait qudquechose ™ dire et quil sachele
dire delafason qui convient le mieux."

® For an in-depth discussion of French musical life during World War 11, see Myriam
Chimenes: La Vie musicale su Vichy (Brussels. f ditionsComplexe 2001)

® Paris: Durand 1951.



" Some of the songsreprinted here, as with hundreds in the anthology, are printed both in
theorigind diaect andin moden French trandations hence the difference between the
lines quoied here and thelyricsin themuscal example.

® Paris. Marcel Didier 1947



