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DISSERTATION ABSTRACT
Kim Pineda
Doctor of Philosophy
School of Music and Dance
June 2014
Title: The New World Order: Ursulines, Music frofmetCourt of Louis X1V, and
Educational Outreach in Eighteenth-Century New &re

When a group of Ursuline nuns arrived in New Oriefitom Rouen in 1727 it
significantly changed the sacred musical landsaapige Louisiana Territory of New
France. The women brought with them their commitnterducation, a tradition of
using music in their worship, and music similathat performed in th€hapelle Royale
of Louis XIV. Before 1727 the practice of sacredsmun New Orleans was practical and
simple, established by Capuchin priests in 1728 #ié construction of a school and a
makeshift church. The construction of the Ursulimgen permanent building in 1734
allowed the nuns to further emphasize their commatito education through music.

After the Ursulines arrived in New Orleans, thatfifrench settlers were from
wealthy and noble families that had a need andwyegifor homeland familiarity and
culture. In 1730 the Ursulines solidified their edtional mission in New Orleans by
establishing a lay confraternity with a group oéfich women colonists that secured a
bridge of continuity between the nuns, the religiculture of France, and the members
of the colony. In 1754 the sisters were given aumsaript entitledNouvelles Poésies
spirituelles et moralescopied in Paris in 1736. Now known as the UrsulManuscript,

the collection contains music by composers actvbie reign of Louis XIV. It is not



known if the manuscript was prepared specificadlythe nuns, but by examining the
music in this manuscript—which contains well-knowstrumental works turned into
sacred vocal parodies—I will demonstrate that rélgas of the copyist’s intention, the
music in the manuscript filled a need for such euteent given the physical and cultural
landscape in which the collection found itself.ill\&lso discuss the importance of the
manuscript and its place in the study of musiconysin North America, including a
comparison between French and other European nhpsasices that were maintained

in the New World in the eighteenth and early nieath centuries.
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CHAPTER |

INTRODUCTION

During the reign of Louis XIV France was an envirant rich in internal
conflicts that stemmed from the King’'s own enigrogiersonality. His intimate
devotional life contrasted strongly with his obvsonomanizing and gluttony, his
political aggressions and the prevalence of wainduris reign served as a backdrop to
the establishment of thiscadémiesall under the shadow of his personal melee betwee
“the populist attitude he affected and the elitjsanny he exercised.During Louis’s
reign and soon after his death, New France, oL thisiana Territory, was also a French-
hued enigmatic landscape filled with confrontatibmthe eighteenth century, after the
French founded New Orleans, this blending of cefuwas not without conflict; from the
mercurial governing of the Company of the Indieshie tension between France and
Spain on the border of modern Louisiana and Texas of New Orleans—an ironic
struggle because part of France’s plan was to kstiabade with Spain in Texas-to the
concern of keeping the English from encroachinghensoil of New France to the edst.
And in the midst of the European settlements aloitlg the African slaves brought from
France or acquired en route, lived Native Americanse of whom were less than

friendly to the French colonisfsAs the settlement of New Orleans grew, the pojnniat

*Anthony Levi,Louis XIV(New York: Carroll & Graf, 2004), 2-5; 9.

2 Spain’s interest in the area lay dormant aftemiderDe Soto’s expedition in the mid-sixteenth cgntu
but with the onset of French colonies in the Misigigi Valley, interest in the territory was resutes.

3 H. F. Gregory et al., “Presidio Los Adaes: Spanisknch, and Caddoan Interaction on the Northern
Frontier,” Historical Archaeologyd8, no. 3 (January 1, 2004), 66.

* Shannon Lee Dawd{Building the Devil's Empire: French Colonial New|8ans(Chicago: University of
Chicago Press, 2008), 79, 95.
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included an increase in the number of slaves, atidnxa generation of the city’s
founding, free people of mixed race became patti@tulture. From the time its earliest
European settlements were established, New Orlgass confluence of different
languages and cultures attempting to sort themseluveand maintain a sense of order in
the absence of strong leadership from any partigrzup. One group of people who
helped to establish order and a sense of civibratnat existed in France were the
Ursuline nuns who travelled from France to New @mkein 1727. Their mission was
clear but, as I will discuss, did not have exatitly same agenda they agreed to in
exchange for transportation to New France. Theguiorce in the Louisiana Territory at
the time of the Ursuline’s arrival was the Compahyhe Indies. The Company wanted
the sisters to work as hospitalers for the garrisddew Orleans. The nuns eagerly
embraced this role as a means to extend their teasknew group of people, European
colonists and Native Americans. The Company ofitidées was naturally somewhat
dismayed to discover, after the fact, the true gb#éhe Ursulines; they were also

powerless to do anything but accept the situation.

It was into this eighteenth-century synchronicitst | found myself transcribing
music into a modern performing edition from a mamips copied in Paris in 1736 but
which resided in New Orleans since it was givetheoUrsuline nuns in 1754. The
compositions in the manuscript are primarily sagacbdies of well-known instrumental
or vocal originals arranged for solo voice and basstinuo, with figures provided by
Louis-Nicolas Clérambault (1676-1749). | acquiredierofilm of the collection known
as the Ursuline Manuscript from my wife, Marika &ila, who during a slight detour in

her genealogical research—subsequently publishdwiiournal of Mississippi



History—was introduced to the work by the staff at Thetétis New Orleans
Collection® The composers in the manuscript were among thal sadre of composers
found when researching music of the French Barosueh as Frangois Couperin (1668—
1733), Marin Marais (1656—1728), Louis-Nicolas @Rbault, André Campra (1660—
1744), and Marc-Antoine Charpentier (1643-1704addition to these well-known
composers, some of whom worked directly for Loul¥ ¥ Paris, Versalilles, or both,
the manuscript contains works by composers whas#iites remain a mystery. For
example, the composers Bouitilliers, Hardouin, aadCbomte, appear to be known only
by their last names, while another person, givdg as Dubuisson in the manuscript,
could be either Jean Lacquemant (1622/23—168048R) du Buisson or a composer
known only as Du Buisson (d. 1710The composers with unknown or multiple
identities are just some of the mysteries surraumttie manuscrigtThe composers

represented in the manuscript, however, are natrthemysteries.

® Marika Pineda, "Preserving Good Order: John GiraliNatchez, Mississippi, 1783-1813gurnal of
Mississippi History68, no.4 (Winter 2006): 307—345.

® It seems that the mysterious Dubuisson is eitheBDisson (d. 1710), a well-known vocal composer in
France who wrote sixteen booksAifs sérieux et a boirbetween 1686—-96, or R. du Buisson (fl. second
half of the seventeenth century), @inaire de la musique du revhose music is preserved in the Philidor
collection of manuscripts—one of his works, thetatal_e triomphe de la paixXor voices alone was
copied for the convent at Saint-Cyr—and not Jearguament “dit Dubuisson, Bourgeois de Paris” who
only composed music for the viola da gamba. SearS@heney’s liner notes in Jonathan Dunford,
Dubuisson—Suites Pour Viole Seule en Gammes Mast& D (France: Universal Music Group
International, 2008); David Tunley, “Du Buisson) (@u Buisson,'Grove Music Onlinged. Deane Root
<http://lwww.oxfordmusiconline.com> (Accessed 14 M1 4); and Donald B. Chae, “Du Buisson: (3) R.
du Buisson,'Grove Music Onlinged. Deane Root

<http://www.oxfordmusiconline.com> (Accessed 14 N2 4). TheTable du V5 Recueilof the Ursuline
Manuscript gives the incipit “Qui peut penétrertiecof the two pieces by Dubuisson in the manuscript
followed by “air nouveau” and then the composegsie Dubuisson. Other pieces in the collection also
give an indication of the provenance of the pigca similar fashion, e.g., “pieces de clavecings short
descriptions will be used in future research inittentification of the original settings.

" A full list of the composers found in the Ursuliktanuscript is found in Appendix A.
3



The intrepid sisters from the Ursuline order iruRo, France, hold no mysteries
in their history as nuns and educators, and upshdkamination of their journey to New
Orleans in 1727, it does seem unusual that thisageous group would make such a
sojourn. On the other hand, other components sparticular situation in eighteenth-
century New Orleans appeared enigmatic, and redjagking and investigating several
guestions. Why did the nuns have the manuscripddtplay a role in their regular
sacred music practices? Did they use it in theicheng? Why was it given to them and
how did such a document manage to arrive in Newddd eighteen years after its
creation? These questions, and others similareim tfelped me define my research to
focus on the musical practices of the nuns in Nelgads (and the manuscript that bears
their name), similar practices in other Ursulin@iges in France and New France
(Canada), as well as in Italy during the seventeantl eighteenth centuries. In addition
to the traditions of music in Ursuline conventss tissertation includes an examination
of the history of the order and in particular hdwe tNew Orleans group managed to
survive and subsequently thrive in the harsh enwirent in which it found itself. As |
began my research for this study | soon realizatldh the Ursulines found themselves in
an unusual place with few landmarks or ties torthative France, and | also noticed a
scarcity of musicological markers; a few scholasgenacknowledged the existence of the
manuscript, while others have examined its contiendgslimited capacity. My work here
marks the first time someone has studied the npractices of the Ursuline nuns in New
Orleans, their relationship to the Ursuline Manygceand its preservation in a
geographical location known for centuries as aiBggnt impediment to the archiving of

paper documents, and the manuscript’s place andrtanre in the study of music



history in North America. Included in the uniqueearch is a comparison of the
performance practices and repertoires of Ursuloesis in France and New France. The
research puts me in a situation similar to thg@lis women in Louisiana; our respective
environments acting as a foundation for future w@&ikice their arrival in Louisiana, the
Ursulines have done more than just thrive: theyt luiradition of education and
spreading the Gospel through a system of nurtdhag young pupils that has left a

strong legacy in modern New Orleans.

| discuss the taxonomy of the manuscript in déta@hapter IV but | also provide
an overview of its history, contents, and why stisdy is relevant. The Ursuline
Manuscript was copied in Paris in 1736 by an irdirail identified only as “C. D.” This
vague information about the copyist is the firgelain the fabric of mystery that
surrounds the document. The music contained im@m@uscript, in contrast to the
physical book, has been widely disseminated duringh of the eighteenth century. In
addition to the original versions of the music, gdinom as early as the mid-seventeenth
century, with their own respective publication brgt the parody versions found in the
manuscript were subsequently published in 17301/B23Recueill-1V), and 1737
(RecueilvV=VIIl) by Philippe Nicolas Lottin, under the &Nouvelles Poésies spirituelles
et morales sur les plus beaux airs de la musicaechise et italienne avec le basThe

manuscript, containing 294 individual pieces, ualike printed versions, is unique; it

8 For example: 173®remier RecuejlParis: Guillaume Desprez et Jean Desessartinakig Chicago,
Newberry Library, call. no. case VM 2110 0452 V.32, Troisieme Recueil, Paris: Ph. N. Lottin, RISM
Recueil vol. 2, p. 268; 1733, Paris: Ph. N. LotRiSM B Il, S. 268/269; 1736, the Ursuline Manuptri
Historic New Orleans Collection; 1737, Paris: PhLNttin, original in Paris, Bibliothéque de I'Arsa,

call no. M.868 (formerly 390); 1752, RISM, B II, p69. There are several printed sources of thisanus
with the titteNouvelles Poésieslthough not all of them contain all eidgkécueils Details about these and
the primary sources used in the dissertation arengn Chapter IV.
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represents the only surviving hand-written musidofype from French colonial
Louisiana in the eighteenth century. A single sting manuscript copy of a regularly
printed collection of music is another mystery also worth studying; adding to the
importance of the physical manuscript and the rieed study is the observation that
only a handful of scholars have acknowledged itstemce, and have briefly discussed its
contents, but until recently no one has studiedribauscript in detail, or compared the
texts of the parodies with the title or charactethe originals’ In the possession of the
Ursuline nuns in New Orleans from 1754 until 199&, manuscript is significant
because it represents the continuation of a writtasical tradition from the court of
Louis X1V into the New World, and its likely use llye Ursulines in New Orleans is
relevant to the establishment of a particular Eaampmusical practice in eighteenth-
century North America. The pieces of music contaimethe manuscript are devotional
but non-liturgical compositions, either settingd. et Louanges de Dieaor contrafacta of

instrumental pieces transformed into music for s@lice and basso continuo.

My research begins with the founding of New Orleant718 by Jean-Baptiste

Lemoyne, sieur de Bienville (1680-1768), and endlseayear 1803, when the United

® John H. Baron, “Music in New Orleans, 1718-179%yierican Musid, no. 3 (October 1, 1987): 282—
290; John Koegel, “Spanish and French Mission Mirsicolonial North America,Journal of the Royal
Musical Associatio126, no. 1 (2001): 1-53; Alfred Lemmon, “Ursulinell@ction Yields Rare
Manuscript,”The Historic New Orleans Collection Quarted$, no. 4 (Fall 2000), 10; Jennifer C. Chu,
“Le plus beaux airs: Songs of Devotion for the Nevleans Ursulines,” Master’s thesis, University of
Texas, Austin, 2008; John Mefghefables of La Fontaine: a critical edition of theghteenth-century
vocalsettings New York: Pendragon Press, 1986; Mark McKnighéspnted an overview of the
manuscript and a brief history of the Ursuline®ew Orleans at the American Musicological Society’s
conference in New Orleans, 2012; Baron and Koeggition the manuscript being in the possessionef th
New Orleans Ursulines and identify it as uniquéh®time and place; Lemmon briefly discusses the
content of the manuscript and its relationshiph®trinted collection dllouvelles Poésieand when the
manuscript was acquired by the Historic New Orle@aBection; Chu devotes only three pages to a
discussion of the contents of the manuscript. Mé&ta gives an overview and brief history of thenfail
collection as well as a short discussion on pasyditcKnight is currently involved in the facsimibelition
being prepared for publication by the Centre deiljlues Baroque de Versailles.

6



States acquired the Louisiana Territory from Fraheenoyne’s entourage included
chaplains who no doubt would have performed maas, ltherefore, using 1718 as the
establishment of an organized sacred music traddafd-rench provenance. The end date
is not random: Louisiana was ceded to Spain in 1®@&&h might seem a logical place
to stop, but because the Ursulines in New Orleahsarquired the manuscript in 1754,
concluding my investigation at that point wouldyeanly nine years for a possible
impact of the pieces contained in the manuscripietéelt before the territory changed
hands. Extending the period of time into the eamheteenth century helps define the
duration of active use of the manuscript by thespamd be the basis for charting the
reception history of the music. Thus, because Sgdinned Louisiana to France in 1800,
and 1803 is the year France sold the Louisianatdgrtto the United States, using 1803
as the official cutoff date allows the opporturtibybriefly discuss the possible impact the
changing governments might have had on eitherdheational mission of the Ursulines
or the manuscript. In addition, after the territoegme under Spanish rule, the population
of New Orleans remained, for the most part, logahe French traditions established in
the early part of the eighteenth centlfhlthough the intensive focus of my study is on
the period up to 1803, the manuscript was in thesession of the Ursuline nuns until

1998, when The Historic New Orleans Collection aagqlit.

My tasks for this study include determining whatsisyother than the
manuscript, was used by the nuns in their in-héeaehing and educational outreach,

including both traditional sacred music (chantjwitten compositions similar to those

1 Kimberly S. Hanger, “Avenues to Freedom Open tevNlgleans’ Black Population, 1769-1779,”
Louisiana History: The Journal of the Louisiana téiscal Associatior31, no. 3 (July 1, 1990), 238.

7



found at other Ursuline convents, how and if trecps from the Ursuline Manuscript
functioned in this educational process, and whatations were made to the parodies, if
any. In the course of the dissertation | will exaenthe manuscript, three print versions
of the same music, as well as similar repertowenfother convents in both primary
sources and modern editions, in part to deterniiadinction of the manuscript in the
hands of the New Orleans Ursulines, but also tcodwsr its place in the physical and
cultural landscape of eighteenth-century North Aogen general, and in New Orleans

in particular, and explore its significance asacheng tool in the relationship between
the nuns, their lay confraternity, and the reghefNew Orleans settlement. The research
compares the New Orleans Ursulines musical reperémid educational practices with
other Ursuline establishments, such as the Ursalineent in Québec, because they
established a strong music program in conjunctidh their educational mission, and
they were the first Ursuline group in New Franag] ¢he Royal Convent School at Saint-
Cyr, which demonstrates similar educational, sagjigal, and musical practices with
both the Québec and New Orleans convent hodddsiefly examine an Italian Ursuline
house with a strong music tradition, the Collegi&ant'Orsola in Novara, Italy, where
Isabella Leonarda (1620—-1704) developed an exaggitimausic program and produced
her many compositions. In addition | compare th@adogical experiences and the

subversion of the patriarchal authorities of thevN@rleans nuns and the Ursuline

" Deborah Kauffman, edPetits Motets from the Royal Convent School attSaym, Recent Researches in
the Music of the Baroque Era 112, Middleton, WIRAEditions, 2001, ix. The Maison Royale de Saint-
Louis was founded by an Ursuline nun and subsetjuaoguired royal patronage through Madame de
Maintenon. These two events make this institutigoad one to compare because of the Ursuline ibadit
and financial independence, something it has inmomwith the New Orleans convent. In addition, the
composer Louis-Nicolas Clérambault (1676-1749) pled repertoire for Saint-Cyr and is identifiedtlire
Ursuline Manuscript as the composer who providedfitured bass for that music.
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convent in Toulouse in the early seventeenth cgtfiueach of Ursuline chapters
examined in the dissertation provides evidencafsirong musical presence and
demonstrates a marked propensity for exercisirgytaio level of independence,
sometimes to the point of subverting the patriareb¢hority’® Isabella Leonarda spent
her entire musical career at the Collegio di Sarga in Novara, Italy, an Ursuline
convent that was not under the control of a cemtuéthority, thus having a more liberal
set of rules. The less rigid structure combinett \weonarda’s presence allowed the
convent to provide a training school for young féemausicians as its main activity.
Further study is necessary to determine just hberdl the convent was in terms of what
sort of contact its nuns had with the outside wéaldd is outside the scope of this
dissertation), but the Novara chapter represergthanstrong example of the Ursulines’s
ability to accomplish their goals and include mussca significant part of their
educational mission. This convent is included instudy to demonstrate that the
independence of Ursulines in general is wide-reaghind not confined to France and

New France.

12| aurence Lux-Sterritt, “Between the Cloister ahd World: The Successful Compromise of the
Ursulines of Toulouse, 1604—-1616&;fench Historyl6, no. 3 (2002): 247-268.

13 A discussion of the music holdings in the Touloasevent is outside the scope of this study. Vedsth
noting, however, that the music of composers sschralré Campra (1660-1744) and Marc-Antoine
Charpentier (1643-1702) are found in the musicihgklin Saint-Cyr, Québec, and New Orleans, and in
the Toulouse-Phildor collection of the Bibliothéciie Roi. Campra was employed at the Cathedral of St
Etienne, Toulouse. Based on the performing fonsdicated in some of the motets—one or two voices
without bass—found in Toulouse, Saint-Cyr, and @aeél feel secure in speculating that the holdings
the Ursuline Toulouse convent contained similaeragre. See Catherine Massip, “La Collection Makic
Toulouse-Philidor a La Bibliothéque National€gntes Artis Musica&0, no. 4 (October 1, 1983), 189;
and Erich Schwandt, edlhe Motet in New France: 20 Motets, Antiphons, @adticles from the Archives
of the Ursulines and the Archives of the Hotel-Daé@uébecMusic. Series 3, Music from New France
(Victoria [B.C.]: Editions Jeu, 1981), 195-96.

30hn Walter HillBaroque Musid¢W. W. Norton & Company, 2005), 21
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The convent in Toulouse represents the establishafem Ursuline house that
broke with the Italian Ursuline traditions, thusbming the first French Ursulines. | use
this particular convent as an example of the inddpet nature of the French Ursuline
culture, actively confronting secular and sacretth@wties to determine their own
agendd® The nuns of the Ursuline house in Toulouse, éisted in 1604, became the
leading force of the educational drive of FrenckWines in the seventeenth century.
They were also the first to establish a decidedgnEh incarnation of the Ursulines,
distinctly different from the original Italian UrbnesZ® In Toulouse the nuns began their
existence as a group that went out into the logalraunity to teach the lay population.
They also took in boarders who could afford to freyrequired pension, and the group
was known primarily for its wide-reaching educatibdoctrine. The combination of nuns
working on the outside and lay women living insidened the convent house into an
establishment that did not fit any recognized catgdor women. But at the request of
the convent leaders, the house sent a representatRome in 1609 to request a change
in status. In essence they had become a lay coatgyagand were asking Rome to
upgrade their status to an enclosed convent, éxamgh this seemed contradictory to
their educational outreach since they had beentalikach a diverse population base as
a lay congregation. However, the request was gilaantd included a papal brief that
allowed them to continue to teach people from tiside world within the convent
walls, and the nuns also created a parallel lagrozgition that worked outside the

convent, thus allowing the Ursulines to have thegbe devotional life, continue their

15 |ux-Sterritt, “Between the Cloister and the World, 247.

18 1hid., 250.
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educational outreach with day pupils, and havingxension into the outside world, all
without having to break any convent or church rallesut convent lifé” Establishing a
lay organization was also an important elemenhé&development of the New Orleans
chapter in the eighteenth century. The Toulouseluhass demonstrated initiative,
independence, and determination in accomplishiag goals; this attitude seems to

permeate the Ursuline chapters in North Americaels

The records of the Ursuline chapter in Québec, elbas those of the Jesuits,
provide many examples of the significance of masipart of their educational outreach
and conversion of the native populatf§iThe arrival of the first organ brought to
Québec from Paris in 1663 provided the possibdftpdapting the existing collection of
music to a different type or number of performingeces. If, as will be discussed below,
the number of performers was limited or with linditekill at singing, then the ability to
cover missing voices with an instrument or suppaak singers with an instrumental
accompaniment becomes part of the performanceigealihe subsequent and continued
collecting of printed music in colonial Canada ¢astintil the middle of the eighteenth
century. The music, found in, among other plades Ursuline convent archives in
Québec, includes polyphonic masses and motetsgheloliby the Ballard publishing

house in the 1640s, eighteenth-century manusarjes of plain-chant masses, there

17 Lux-Sterritt, “Between the Cloister and the Wata67—68.

'8 John Koegel, “Spanish and French Mission Musi€atonial North America.,Journal of the Royall
Musical Associatiori26, no. 1 (2001), 44—45.
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d’orgue de Montréa(1724)°, and a collection of pieces by composers suchraséd

Campra, Marc-Antoine Charpentier, and SébastieBrdssard’

The starting point for my research on the Ursulimesighteenth-century New
Orleans is the work of Emily J. Clark. Woices from an Early American Convent:
Marie Madeleine Hachard and the New Orleans Urseginl727-1760 by Marie-
Madeleine HachardClark focuses on the letters of Hachard and biplgies of the nuns,
in the form of obituaries, written in New Orleansthose who survived thefh.
Hachard’s letters give a first-person account efjtturney from France to New Orleans,
and communicate the physical and emotional expeggnf crossing the Atlantic,
settling into a new life in a new and often stratagel, and the joy of being part of a
unique missionary adventure. From the obituarieg@tea glimpse into the family
background of all the nuns, their religious carggsosne traces of their individual lives
before they joined the order, and some details taiheir unique qualities that helped
them shape the convent in New Orleans. Moreovesgtlobituaries include references to

singing and playing specific pieces of music.

Details about the aggressive campaign of engaagidgleputizing women of all
racial and social backgrounds in order to teachatasm to the young and unconverted

in the new colony of New Orleans are discussedank® PhD dissertation, “A New

1? Elisabeth Morin and Kenneth Gilbert, edsyre d’orgue de MontréalEdition critique (Québec:
Editions Jacques Ostiguy, 1985).

2 pid., 4
2L Emily Clark, Voices from an Early American Convent: Marie MaitedeHachard and the New Orleans

Ursulines, 1727-1760 by Marie-Madeleine HachéB@ton Rouge: Louisiana State University Press,
2007).
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World Community: The New Orleans Ursulines and @albsociety, 1727—-18032

This work also provides significant background mfi@ation on the nuns in New Orleans
that is absent or general and vague in the eartit @oJane Frances Heaney’s PhD
dissertation, “A Century of Pioneering: A Historithe Ursuline Nuns in New Orleans,

1727-1827.%

Heaney’s work was only brought to print in 1993puly after the death of the
author; it is based on primary sources in CanaddaCthe United States, and in French
and Spanish archives. It gives a detailed accouhiedfirst one-hundred years of the
Ursulines in New Orleans, their spiritual and ediocel goals, and how they
experienced their daily life in these pursuits.tRermore, the book examines the
obstacles faced by the nuns in achieving theirgysaich as the effect of disease on their
own and the colony’s general population, the impd@dche Native American population
on the colony, poor financial support from Franod the colony, and their struggle to
maintain their mission when the needs of the mjlind commercial entities were given
governmental priority. Providing a brief historytbe Order of St. Ursula, Heaney's
book concludes in 1827 because by that time otlgious orders were at work in the
colony, in particular the religious order of thecBal Heart, causing the work of the

Ursulines to be no longer unique.

Clark’s more recent monogragfiasterless Mistresses: The New Orleans

Ursulines and the Development of a New World Spciét27-1834lescribes New

2 Emily J. Clark, “A New World Community: The New I@ans Ursulines and Colonial Society, 1727—
1803" (PhD Dissertation, Tulane University, 1998).

2 Jane Frances HeandyCentury of Pioneering: A History of the UrsuliNens in New Orleans, 1727—
1827(New Orleans: Ursuline Sisters of New Orleans,itiama, 1993).
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Orleans in the eighteenth and early nineteenthuciestfrom the viewpoint of the nuf$.
“Masterless” refers to the way the nuns were abl®aintain their autonomy in the face
of patriarchal authority, because these authontiee weak and not particularly
effective at enforcing their respective rule, irsaitia or otherwise. Removing
themselves from a cloistered community and moving place where they were active in
the community is but one example of their autonotiystresses” refers to the
Ursulines’ status as owners of land and slavedather of which they were also sellers
and traders. These are just a couple of examplégedirsulines’s business savvy that
enabled them to be minimally involved with theint@cted work as hospital staff to the
New Orleans garrison and instead focus on theic&thnal mission, which was bringing

literacy and teaching the Gospel.

Specific to Canada, but invaluable in my researcthe exhaustive study of
musical life in New France from 1608-1763 (the faingy of Québec to the Treaty of
Paris) inLa vie musicale en Nouvelle-Franbg Elisabeth Gallat-Morin and Jean-Pierre
Pinson® Their comprehensive work, confined to “the eceasstal, civil, and military
center of New Franceé® circumscribes the musicological, historical, stagcal,
ideological, and institutional areas of Canadiarsimior the period in a way no other

work has. The book includes a section on the firsulines in New France, and a brief

24 Emily J. ClarkMasterless Mistresses: The New Orleans Ursulinestha Development of a New World
Society, 1727-183@illiamsburg, VA: Omohundro Institute of Early Aarican History and Culture,
2007).

% Elisabeth Gallat-Morin and Jean-Pierre Pindanyie musicale en Nouvelle-Frand@ahiers des
Amériques; Collection Musique 1 (Sillery, Québeep&ntrion, 2003).

% Héléne Paul, “La vie musicale en Nouvelle-Fran&eView ofLa vie musicale en Nouvelle-Franbg

Elisabeth Gallat-Morin and Jean-Pierre Pinson. §leiad by David GilberfNotes62, no. Second Series
(December 1, 2005): 374-378.
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discussion on the activities of Ursulines in Newe@ns. Hélene Paul notes that this work
now serves as a reference for the subject andtegcremoves earlier claims that

significant musical activities were absent in Nenarice at this time.

Myldred Masson Costa provides the first transtatido English of the five letters
of Marie-Madeleine Hachard. Clark, in héoices from an Early American Convent
acknowledges the significance of Costa’s work, esslg in building her own researéh.
The letters were written from 1727-1728 on and jpi®wa picture of the young nun’s
personality, intelligence, and breadth of knowledaso providing a first-person account
of the voyage the nuns took from France to the Méwld, and the establishing of the
community in New Orleans, the interactions with sleédiers in garrison, and many other
details of life in eighteenth-century New Orleanke first letter was written while still in
France, shortly before departure, and the remaiiougletters were written from New

Orleans.

A detailed narrative and analysis of the relatigm&ietween the French
government and its impact on the colonies of NeanEe, particularly in Canada but also
in what is now the United States is presentetia French in North America 1500—
1783 by William J. Eccle$® This wide-reaching book covers the establishmént o

French industries and commerce, what succeeded,dichaot, why or why not, for

2" Myldred Masson Costa, trans. And éthg Letters of Marie-Madeleine Hachard Ursuline\efw
Orleans 1727 - 1728: An Account of the Voyage tifRas Ladies Ursulines of Rouen to New Orleans
Who Left France the 22nd of February 1727 & Arrivied_ouisiana the 23rd of July of Same Ydalew
Orleans, LA. Laborde Printing Co, 1974).

2 Wwilliam John EcclesThe French in North America, 1500—-17@ast Lansing: Michigan State
University Press, 1998).
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whom, and by whose authority, as well as detaikhefreligious orders at work in the

colonies.

John Metz’s critical edition of a group of piece®lkn asThe Fables of La
Fontaine (Fables sur de petits airs et sur des exills choisis avec la basskr30,
1732, 1737) is of great interest here: in his Refand Chapter |, Metz discusses the
publication history oNouvelles Poésieshe parody principle, and the major composers
from the time of Louis XIV that are found in thelpigations?® The Fables are part of a
larger collection, th&louvelles Poésies Spirituelles et Morales sur las peaux Airs de
la Musique Francoise et Italienne, avec une Basseiitue The various publications of
the eightRecueilsof Nouvelles Poésieserve as concordances to the Ursuline
Manuscript, (1734/1737), which consists of thetfinge Recueilsof Nouvelles Poésies

and was given to the Ursuline nuns in New Orleark7i54%°

Henry Kmen’s ground-breaking workjusic in New Orleans: The Formative
Years, 1791-184Mas little relevance to the dissertation bec&imen discusses music

practices in New Orleans beginning in the late taghth century (1791), and focuses

2 John MetzThe Fables of La Fontaine: A Critical Edition oktEighteenth-Century Vocal Settings,
Juilliard Performance Guides no. New York: PendreBoess, 1986.

% The fables are not part of the Ursuline Manusaipt outside the scope of the dissertation. They ar
however, worth noting regardless of their absenoen the manuscript. The fables are directed primati
teaching children with songs based on moral dilemymeany taken from Aesop. The entire collection of
the Nouvelles Poésies spirituelles et moraesl theFables sur de petits airs et sur des vaudevillessis
avec la bassamay thus be seen as one large teaching tool thiéd bave been useful in the larger scope of
the colony if a copy had exisisted in eighteenthtaey New Orleans. Ibid., xiii.
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primarily on opera’ The first two chapters discuss the New Orleanistizalition and

describe a multicultural aspect of New Orleansetgci

Of the many books and journal articles used irresgarch, not to mention the
following works would render my review of the litgure delinquent. The first four items
discussed below contain information pertaining tgsio practices, the subsequent
writings present information about the Louisianaritery and New Orleans that helps
put the work of the Ursulines in a historical persijove; that is, where they found
themselves and what type of social environment theyid be working in. Jack Belsom
and Winston De Ville in “The Sauciers in 1726: Ye&Decision for a Colonial
Louisiana Family.Louisiana History: The Journal of the Louisiana tdiscal
Associationdentifies a Canadian family recruited to helglsdhe Louisiana area in
Mobile and New Orlean¥.One of their sons, aged sixteen, is mentionedcami®r at a
church in New Orleans, where the family lived befand during the Ursulines’s arrival.
After settling in New Orleans the family furtheta&slished itself throughout the Gulf
Coast, and their descendants, which include mamyixd#d race, seemed to flourish

becoming part of the sociological mélange of thaiki@ana Territory.

Michael J. Morgan’s article, “Rock and Roll Unplwgl African-American
Music in Eighteenth-Century AmericeEighteenth-Century Studiasppacks the idea of

African immigrants (slaves) maintaining particlésAdrican culture and their

3 Henry A. KmenMusic in New Orleans: The Formative Years, 179141@aton Rouge: Louisiana
State University Press, 1966).

32 Jack Belsom and Winston De Ville, “The Saucierd726: Year of Decision for a Colonial Louisiana

Family,” Louisiana History: The Journal of the Louisiana tdiscal Associatior?9, no. 2 (April 1, 1988):
183-89.
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manifestation of vernacular music in America, usinghteenth-century accounts of
African and African-Americans performing musicHe uses these as connections to the
remaining cultural threads of both vernacular aidgel music from the eighteenth

through twentieth centuries.

Erin Greenwald’s translation darc-Antoine Caillot, A Company Man: The
Remarkable French-Atlantic Voyage of a Clerk fa& @ompany of the Indies: A Memoir
contains a few pages on early eighteenth-centusiciams (specifically an oboe player
and a violinist) and the connections they makeeaming during Mardi Gra¥.The
narrator, Marc-Antoine Caillot, and musicians ermteutwo young women living as
boarders at the Ursuline school who managed tgpedt& convent walls for the
evening. The specific instruments and the accoltiteomusicians playing in a particular
context are important observations because the madader and researcher is
transported to the same time and place because @fdalth of surviving instruments
from the period, as well as the music, dance raiatind the clothing. The brief
discussion of the young ladies escaping from tmvent and then returning is a good
source for the sense of self-preservation and métetion that the nuns bestowed on
their students and boarders. To negotiate an ¢vewhll escape from the convent would
have been a formidable task. In my own observaiibnise old Ursuline Convent on
Chartres Street in New Orleans, the walls areaat leight feet high and the entire

courtyard is easily viewed from any room on theosekcfloor of the convent. Caillot does

% Michael J. Morgan, “Rock and Roll Unplugged: Afric American Music in Eighteenth-Century
America,” Eighteenth-Century Studi®¥, no. 4 (July 1, 1994): 649-6

% Marc-Antoine CaillotA Company Man: The Remarkable French-Atlantic Veyaiga Clerk for the

Company of the Indies: A Mempéd. Erin Greenwald, trans. Teri F. Chalmers (N@neans, LA: The
Historic New Orleans Collection, 2013).
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not mention if or how the young ladies returnedhigir rooms after the Mardi Gras
festivities but | can only imagine that it was ggigally grueling ordeal, especially in the
clothes worn by women in eighteenth-century Newe@tk who moved freely among the

party-going elite.

Another memoir from the time period, Gordon Sayteasslation of Dumont de
Montigny, The Memoir of Lieutenant Dumont, 1715-1747: A Sojewuin the French
Atlantic, also describes eighteenth-century music pracbioes this case it is of the
Native Americans in the area. Dumont de Montigngcsiically notes that the Native
Americans do use particular European instrumems Yiolins, basses, flutes, nor oboes
among them . . . the Indians have only the drurt).*® The first-person perspective in
this book helps transport the reader into the eigih century with its vivid descriptions

of daily life including battles with Native Amerina.

While not as detailed as the history of New Framg&ccles, Ned Sublettehe
World That Made New Orleans: From Spanish SilveCemgo Squareas a useful

overall history of the are®.

Caryn Cossé Bell’s article, “French Religious Crétin Afro-Creole New Orleans,
1718-1877.” inJ.S. Catholic Historiandiscusses the influence of the Catholic

Reformation in New Orleans by the Capuchins ananisact on the people of mixed

3% Dumont de MontignyThe Memoir of Lieutenant Dumont, 1715-1747: A Sojeuin the French
Atlantic, ed. Gordon Sayre and Carla Zecher, trans. Gavtidgayre (Chapel Hill: Williamsburg, VA:
University of North Carolina Press; Omohundro fgé of Early American History and Culture, 2012),
361.

% Ned SubletteThe World That Made New Orleans: From Spanish Bitv€ongo SquaréChicago:
Lawrence Hill Books: Distributed by Independent Bahers Group, 2008).
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race®’ She also provides details about @ede Noir and notes that the Catholic
assimilation had an effect not only on the Afro-@eepopulation, but everyone else in
the area because the religious authorities sawritugpequality of all Catholics. The
article also examines cultural changes into thel @ar years and beyond, but my study

does not extend that far into the nineteenth cgntur

Another invaluable resource is Richard CampaneB&sville’s Dilemma: A
Historical Geography of New Orleari$In addition to the opening timeline and the maps
from the eighteenth through the twentieth centutieis book demonstrates how humans

have transformed the landscape and how the lanescipenced human activity.

“The Feminine Face of Afro-Catholicism in New Omeal727-1852,” ifhe
William and Mary Quarterlyby Emily J. Clark and Virginia Meacham Gould,alisses
the history of Afro-Catholicism in New Orleans;agbnships between free women of
color, slaves, and the European descendants oftshefirst inhabitants® Particularly
noteworthy is the way the article traces the os@h“the process of religious
creolization that resulted in both the feminizateord the Africanization of New
Orleans’s Catholic churcH® This dissertation does not deal with the influeotthe

Ursulines into the mid-nineteenth century but thele by Clark and Gould does present

a clear path for future work in this area.

37 Caryn Cossé Bell, “French Religious Culture indA&reole New Orleans, 1718-1871.S. Catholic
Historian 17, no. 2 (April 1, 1999): 1-16.

¥ Richard Campanell&ienville’s Dilemma: A Historical Geography of N@vleans(Lafayette: Center
for Louisiana Studies, University of Louisiana atfayette, 2008).

39 Emily Clark and Virginia Meacham Gould, “The Feinia Face of Afro-Catholicism in New Orleans,
1727-1852,"The William and Mary Quarter)yThird Series, 59, no. 2 (April 1, 2002): 409-48.

40 bid., 412.
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An article by Shannon Lee Dawdy, “La Nouvelle-Oriéau XVIIF Siécle: Courants
d’échange dans le monde Caraibe Aimales. Histoire, Sciences Socigbesvides
insight on the relationship between New OrleanstaedCaribbean, particularly in the
area of commerce, including slaves, and the imihectree people of mixed race
migrating to New Orleans had on the local socia economic situation®. This article
is relevant because the Ursuline sisters were dorniol the North American slave
economy and relied on them to maintain their ptatgatace in New France and because
slaves were also an important part of the Ursuiterger mission of catechesis that
included expanding the kingdom of Louis XIV by #tenversion of slaves, Native

Americans, and any other non-Christians they enteved?

Thomas N. Ingersoll's, “Free Blacks in a Slave $tciNew Orleans, 1718-1812,”
in The William and Mary Quarter)yprovides an overview of the unique situation ewN
Orleans under different governments, and offerseodrse on the large number of
slaves owned by the Ursulines, Capuchins, andt3é3uis with Dawdy’s commentary,
Ingersoll’s article helps define the position oé tleligious women in the fledgling

community and through the city’s growth.

Jerah Johnson’s essay, “New Orleans’s Congo SgAargrban Setting for Early
Afro-American Culture Formation,” ihouisiana History: The Journal of the Louisiana

Historical Associatiorgives an additional view of the history of the idém and African-

*IShannon Lee Dawdy, “La Nouvelle-Orléans au X¥sicle: Courants d’échange dans le monde
Caraibe,’Annales. Histoire, Sciences Socia&s no. 3 (May 1, 2007): 663—85.

“2 Clark, “A New World Community,” 120-126.

*3Thomas N. Ingersoll, “Free Blacks in a Slave Siycidew Orleans, 1718-1812The William and Mary
Quarterly, Third Series, 48, no. 2 (April 1, 1991): 173-200.
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American population in New Orleaff$Of special note are Johnson’s details of the Code
Noir in Louisiana (1724) and how all the early et in New Orleans had to spend some
of their time living with the Native American pogatilon in order to survive before the
arrival of the Ursulines. This last component igtipalarly important for establishing the
independence and determination of the nuns. A laymtoof their work after establishing
themselves was the creation of a self-sufficieanelpopulation to ease their burden as

slaveholders.

“Black Nuns as Educators,” by Theresa A. Rectoil,he Journal of Negro
Education provides a history of black nuns in Amerfés&he identifies orders of black
nuns, comments on the history of Ursulines edugaiinican-American women, and
reports that Ursulines helped teach at the scHoalsded by black nuns in early
nineteenth century. This final component of theckertprovides insight on part of the

foundation that helped the New Orleans Ursulinadggeach into the present day.

Finally, as important as Emily J. Clark’s work d¢retUrsulines in New Orleans is
Laurence Lux-Sterritt’'s monograpRedefining Female Religious Life: French Ursulines
and English Ladies in Seventeenth-century Cattesti¢? This monograph presents a
parallel analysis of the two groups and their respe work in trying to form an

ecclesiastical mission that functioned outsideasfvent walls. For the Ursuline part of

4 Jerah Johnson, “New Orleans’s Congo Square: AmtBetting for Early Afro-American Culture
Formation,”Louisiana History: The Journal of the Louisiana tdiscal Associatior82, no. 2 (April 1,
1991): 117-57.

> Theresa A. Rector, “Black Nuns as Educatof$ie Journal of Negro Educatidi, no. 3 (July 1, 1982):
238-53.

“ Laurence Lux-SterritiRedefining Female Religious Life: French Ursuliaesl English Ladies in
Seventeenth-Century Catholici¢&dershot, England; Burlington, VT: Ashgate Pshing, Ltd., 2005).
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the monograph the author is particularly interestethe convent house in Toulouse,
whom she identifies as essentially the first Fredcsulines—and not the earlier
establishments in Avignon and Paris—because thegtad a model that was slightly
different from the order’s original Italian praa& Lux-Sterritt’s study provides a
narrative, through primary source documents, orotlggns of the Ursulines’s ability to
work with the patriarchal authority through compiee; while not abandoning their
mission of working with the community at large. $hirsuline tradition of maintaining
their focus in the face of physical and administeatifficulties was doubtless a
significant part of the order’s success and subsatjongevity during their first decades

in New Orleans.

The review of this collection of secondary litera and two primary sources in
translation (Marc-Antoine Caillot, Dumont de Montig is essential in order to help
place the reader into the same musical and cukkimalonment that the Ursuline nuns
and the Ursuline Manuscript found themselves ihteignth-century New Orleans.
Chapter Il briefly discusses the history of thelergtion and settlement of the Louisiana
Territory, the Mississippi Valley, and New Orleaasd then describes the physical,
cultural, and political environment of the Louistaherritory prior to and immediately
after the arrival of the Ursuline nuns in New OrisaAfter settling into their temporary
guarters, the religious women began to negotiaedttitical and sociological terrain
before they could fully begin their mission; thigréaucratic topography proved to be
more treacherous and potentially disruptive thanfemma and fauna they encountered in
New France. | discuss Ursuline musical activityiia seventeenth and eighteenth

centuries in Chapter Il and include a discours¢hentradition of parodies and
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contrafacta that one finds during the study of mbsstory, and in particular the sacred
music found in the Ursuline ManuscritChapter IV, in addition to the morphology of
the manuscript and the primary sources used idigsertation gives me the opportunity
to draw parallels between the music practices ahée and New France. A description
of a processional by one of the nuns in 1733, ircvh fife and drum corps accompanies
the singing of the nuns as they processed thrdugltteets of New Orleans on the way
to their new convent house is essentially the Newvltequivalent of.a Grande Ecurie

of Louis XIV. The indications for instrumental perfnance of the music given in the
preface allows for the manuscript to function a®arce for the first collection of
chamber music in New France. It becomes, in essancextension of th€hambre du

Roy; with a vast collection of different genres in usé&rance in the seventeenth and
eighteenth centuries: solo keyboard music, cantatessde cour, dance music, and music

for solo instruments with basso continuo.

Chapter V offers my conclusions on the Ursulinesmeighteenth-century New
Orleans and the Ursuline Manuscript, as well aseodrse on the legacy of the
Ursulines in New France and their nascent stepsdserving the music traditions of
France in eighteenth- and early nineteenth-cerlangh America. This musical heritage
is compared to other European traditions that wesaght to North American in the

eighteenth and survived well into the nineteentitwsy.

" Robert Falck, “Parody and Contrafactum: A Termingi¢al Clarification,”The Musical Quarterl5,

no. 1 (January 1, 1979): 1-2. This brief articlecdisses the shift in the use of the term “conttatac
“contrafacta” to “parody” and “parodies” betweer thixteenth and eighteenth centuries. When refgtan
the pieces in the Ursuline Manuscript | will use terms “parody” or “parodies.”
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CHAPTER Il
EARLY EXPLORATION AND SETTLEMENT OF NORTH AMERICA, THE

MISSISSIPPI VALLEY, LOUISIANA, AND NEW ORLEANS

The geographical, political, and cultural scenatitg existed in Louisiana and
New Orleans prior to the arrival of the Ursulinenaun New Orleans in 1727 provide a
backdrop for my discourse on the long-lasting iniplaese religious women had on the
sacred, social, and musical activities of New Qrged he Ursuline influence lasted from
the time of their arrival through the time the itemy was turned over to Spain and
subsequently to the United States. To a lessenektall also discuss similar
delineations in Canada after the settlement of @u@b 1608 until the first Ursulines
arrived in 1639. After a synopsis of the Europegpl@ations in the parts of North
America that would become New France, | explore bwevearly French settlers in
Louisiana interacted with the Native American alays populations, as well as the
soldiers in the New Orleans garrison, the laten&necolonists, other European
explorers, and the free people of mixed race. $adion also includes how different
groups of people followed particular rules whileéears lived on the fringe of the
prevailing European authorities. Although music angsical activities are not my central
focus yet, | include some mention of music makimgs context. The historical, cultural,
and sociological observations help connect the kneernacular musics in the greater
Louisiana Territory to the vernacular songs parddmo devotional songs in the
Ursuline Manuscript, and demonstrate the contirsialility of the Ursulines in a

culturally and politically fluctuating environment.
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In 1608, after two attempts to establish a colanthe mid-sixteenth century had
failed, France created a successful settlement#&b€c. During the first decades of the
seventeenth century the colony experienced somergmental and administrative
shortcomings but still managed to institute a gt&gonomic base on which the royal
administration could builé® By 1662, however, just one year after Louis XI\gko
control of his empire and appointed Jean-Baptistb&t to the position of Minister of
Finance, the Jesuits in Canada made a desperaal apphe king for financial and
governmental help. The request was granted anf68 Colbert began formulating ideas
for the best use of the colonies in New Fratidénder Colbert’s guidance from afar, the
fledgling city of Québec and the surrounding aleaked forward to years of significant
growth in all things administrative, cultural, areligious. From this point until the end
of the century, Canadian New France began ful§ltime promise of prosperity initially
dreamed of when the colony of Québec was first dedln

Between 1519 and1683 exploration and settlemethisolower Mississippi
Valley and Louisiana was defined by fits and staiith little success and lots of failure.
The first Spanish incursions into the area by AtbAivarez de Pineda, Panfilo de
Narvéaez, and Hernando de Soto all met with faibanesed by disease, famine, and
weather-related setbacks. Spain was, therefordleit@make any real claims to the

area, though it did improve the European knowlexfgle ared’

“8Eccles,The French in North America, 1500783, 63—6

91 will be using English terms to identify geograplocations, government offices, and titles. Exusgs
include titles that are part of a person’s namehsas sieur de Bienville, or sieur de La Salle.

0 Richard Campanell&ienville’s Dilemma: A Historical Geography of N@vleans(Lafayette: Center
for Louisiana Studies, University of Louisiana aifayette, 2008), 19.
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After the Spanish incursions, there was little Ep@an activity in the area until
Louis Joliet and the Jesuit Jacques Marguette begaloring the Great Lakes region and
the upper Mississippi river in the 1670s, thus lpeiog the first Europeans to journey
down the Mississippi river in 1673 as far soutlthesmouth of the Arkansas River at the
border of Arkansas and Mississippi. France finallgrcame the harsh failures that
characterized the early investigations of the arean René-Robert Cavalier, sieur de La
Salle, successfully negotiated the length of thedidsippi, arriving in the deltaic plain
near New Orleans in the spring of 1683 and claintimgterritory for Franc®. After La
Salle’s death at the hands of his mutinous creevielritory was ignored for over a
decade primarily because Louis XIV was occupiedhwiher military matters in France.
In 1697 a decision was made to secure the ardeeafulf coast and mouth of the
Mississippi for the sole purpose of preventing 8@aid England from encroaching. The
task of securing Louisiana became the responsilofithe French Canadian Pierre Le
Moyne, sieur de Bienville, his younger brothernlBaptiste Le Moyne, sieur
d’Iberville, and their men. Leaving present-daytHan New Year's Eve 1698, they
arrived at the gulf coast of Mississippi in Febsu2699, bringing an end to the French
exploration of the Mississippi river valley. Theech settlement of Louisiana could now
begin>?

Established in 1718, New Orleans was one of thmeeessful settlements in

Lower Louisiana along the Mississippi RivV&iSettling the area was a formidable task;

51 bid., 102-03.
52 bid., 104-05.

3 The other two settlements were Natchez, Missis$ipfl6), and Baton Rouge, Louisiana (1720). These
establishments were part of the larger picturerah€e’s military, economic, cultural, and religious
permeation of New France.
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the same difficulties experienced by the Spaniardise sixteenth century and by the
French in Canada in the seventeenth century—naligaster, disease, famine,
disgruntled Native Americans—were still a signifit@art of the colonial landscape. The
French did have some positive experiences in Langseven when things were going
badly. In 1717, Antoine Crozat, a private finangrecharge of the territory, supervised
the development of several military posts in theaaiThe garrisons secured the area from
invasion by the English and Spanish and allow #t#ess to work the land near with

little worry of having their agricultural experiemdisturbed?

As Crozat’s plans for Louisiana waned, anotheregmaneur named John Law, a
Scottish financier, settled in Paris in the 17184 allied himself with the French
royalty>® Law waited patiently for an opportunity and whem£t ceded his monopoly
on France’s trade rights back to the Crown, theopoty was awarded to Law’s newly
founded Company of the WeStWith control of Louisiana in hand, Law worked his
venture capital skills on Philippe, Duc d’Orléamsl&Regent of Louis XV, and proceeded
to market the commercial potential of Louisianaiftwestors. And as an extra benefit to
his main patron, the city in which all of this fim@al activity found itself would be
named_La Nouvelle Orléans

Explorers, French soldiers, and a few brave fasitnade up the first members of

Louisiana society. The former were there becauskityf, the latter were present because

** CampanellaBienville’s Dilemma108.
%5 bid., 109, and Eccle3he French in North America, 1500-1783

*5 Dumont de MontignyThe Memoir of Lieutenant Dumont, 1715-1747: A Sojeuin the French
Atlantic, ed. Gordon Sayre and Carla Zecher, trans. Gavtidgayre (Chapel Hill; Williamsburg, VA:
University of North Carolina Press; Omohundro fsgé of Early American History and Culture, 2012),
The Company of the West subsequently merged wélCitmpany of the Indies in 1719 which held a
monopoly on all French colonial trade.
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they had been persuaded first by Crozat’'s and sulesdly Law’s grand ideas of getting
rich in New France. The reality was that for oweenty years after landing in Louisiana
in 1699, the French colonists struggled in thew m@®me and were forced to live for
weeks and sometimes months at a time with the Bl&iwericans in order to survivé.
Life in New France was anything but idyllic, andsen was the prevailing affect in
early New Orleans. The slaves who accompaniedrinech colonists to Louisiana added
to the heat of the growing social jambalaya. Ndy aiid the French need to live with and
adapt to the lifestyle of the Native Americans jisstfood>® they needed to find a way to
insure the survival of their slaves. Indeed, swalvof their investments was important
because much of the urbanization of the naturaldeaype of early New Orleans was
carried out by newly enslaved African-born nénTo ease the burden of slave owners
and to maintain the health of their property, thlonists had to create a means for the
slave population to be self-sufficietft. This tactic, discussed in more detail below, was
used to great success by the Ursuline nuns af@rdbnvent was established in New
Orleans.

After New Orleans was established in 1718, the Gomgf the Indies chose the
Franciscan Capuchins to see to the spiritual netthe French settlers and the soldiers

in the garrison. Capuchins were chosen over thatddsecause the latter were seen as

%" Johnson, “New Orleans’s Congo Square,” 121.

%8 Living with the Native Americans also helped tlonists build alliances with them, as well as iredp
to keep the Spanish from encroaching on the neetljesl colonies.

%9 CampanellaBienville’s Dilemma124—-25.

% Johnson, “New Orleans’s Congo Square,” 122.
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too independent and aggressive to be good membts oolonial administratioft:
Several years after its founding New Orleans stiffered from the plague of chaos and
disruption that hindered the attempts at buildirtgraving colony. When the Capuchins
set up their services the New Orleans governmestalvaady a culture of conflict with a
blurring of class lines among the settlers.

Since the early seventeenth century the Frenchlidesustand at the front among
those orders where nuns act as teachers. The hi¥suiave taught literacy through the
Gospel, used music in their worship and teaching,sance the early seventeenth
century, acquired a reputation of being indepenttent the royal, local and papal
authorities wherever they had a convent. The pymassion, albeit unspoken to the
Company of the Indies, was to spread the Christzaron of the French Catholic
Reformation movement of the early seventeenth cgniine recipients of this
dissemination of doctrine were the daughters obgean, African, and Native American
parents in New France. These pupils also came fnotad-race relationships. The
teaching agenda included musical instruction aleitly reading, writing, arithmetic and
catechism.

Why were the Ursulines in New Orleans? The Compmdrilge Indies, the
governing entity of the fledgling French settlememgeded a group of people to
administer to the health and physical well-beinghef community, whose population
included French colonists and soldi&dhe Company had hoped to engage an order

known as the Daughters of Charity, known througltance as hospitalers and nurses.

®% Clark, Voices from an Early American Conveliindle Edition, location 202, 11%.

52 Eccles,The French in North America 1500—17889-90.
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But the Daughters of Charity were stretched torthgiits and were not availabfé The
order of Ursulines was recommended to the Compéthedndies by the Jesuits who
were already in the Louisiana Territory.

It is not every day that a group of twelve religgasomen makes an effort to
leave the convent in order to help others. To trdy®0 miles from Rouen, France, to
New Orleans, Louisiana, to do this work demonssrateedication to their mission and
the adventure of saving souls in North Americatl&iabout Louisiana was known to the
nuns, and rumors of New Orleans as a gathering ftache less-than upstanding
citizens of France were common. The innuendo afzalty population, however, was not
enough to deter these sisters from making thisy@uand begin their tasks. The purpose
of having the nuns come to New Orleans was to vasrkospitalers. The main mission of
the Ursulines has always been educ&fican objective known to everyone in the
eighteenth century exceptt seems, the Company of the Indies. This was rifgignt
oversight, foolishly expecting these nuns to cotrega all of their energies on healing.
The healing duties were barely considered by thiers after the Company of the Indies
breached the contract by not providing adequatsinguor the nuns in a timely manner
after their arrival. While making a token show ofsing activities, the Ursulines then
focused their education work on the women and gmeng the French settlers, orphans
of all ethnic groups from various conflicts betwédatives and Europeans, slaves, and
free people of mixed race.

The new settlement found itself in the midst ofahand confusion. The

nebulousness of the government further enhancestrtbes under which the settlers were

83 Clark, “Voices from an Early American Convenkindle Edition, locatior.95, 9%.

64 Clark, Masterless MistresseKindle edition, location 131, 6%.
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already living. The Crown was the first entity inacge, then Crozat, then finally, at least
ostensibly, Law’s Company of the Indies took thirhdn brief, the colonists and their
government were in desperate need of a stabilinithgence. The distance between the
Crown and Louisiana, as well as France’s lack wrest in developing the area, had a
strong influence on the instability of the govermmd he Louisiana territory was not a
high priority for Louis XIV?° thus he paid little attention to New Orleans dbiindered
in near anarchy. The Company of the Indies wasasted in profit and basically did not
care how the government was run as long as the @oyngnd its investors (many of them
in France) reaped a financial harvest. The capitalgoal of John Law’s minions
frustrated the local residents of the neophytealitfdew Orleans because many of them
felt exploited, feeling that their hard work wagtmg some of their money in someone
else’s pockets. Another ingredient to the socelvadf discontinuity was the church-
precept-toting Capuchins reminding the residentded Orleans that regardless of the
secular authorities, they still had to answer talGo

Continuity in government is crucial to success, aag absent in early New
Orleans. The culture of colonial Louisiana at timse was one of quarreling and
factionalizing between government officials. Thasistant state of bickering was fueled
by several factors, including, but not limited tepeated violations to Section VI of Jean-

Baptiste Colbert'sCode Noirof 1685%° First put in place in the French Caribbean

% Bertrand Van Ruymbeke, “A Dominion of True Belies&lot a Republic for Heretics,” in Bradley G.
Bond, ed.French Colonial Louisiana and the Atlantic WofBaton Rouge: Louisiana State University
Press, 2005), 87.

% TheCode Noir ou le calvaire de Canaaras a mandate defining slavery and the treatnfesiaves in
the French colonies. The Black Code was the lasewéral ordinances developed by Colbert. The Code
contains sixty articles regulating virtually allpgets of the lives of slaves and a code of conftudhe
slave owners, including details of punishmentsv/fotations. For Louisiana’s Code Noir (1724) itaigicle
VI that prevented whites or manumitted free bldtkdive in a state of concubinage with blacks.’r fem
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colonies, the Code Noir was introduced to New Omdeia 1724. Within a generation,
these violations added a group of mixed-race petoytlee colony’s workforce. The free
mulattoes were resented by the French labor ftvaewtas first established during the
nascent stages of the colony. This resentment wsiaised by the people supposedly in
charge of bringing order to New Orleans, the CapwsciThe friars publicly admonished
slaveholders for their treatment of slaves thatawerdirect violation of the Code Noir.
The Code Noir essentially made everyone, inclugiages, subservient to Catholic
precept$’ According to the Capuchins, everyone in New Ordeans Catholic and was
expected to live by Catholic mandaf&#s we will see, the Ursuline nuns took
advantage of this semi-chaotic situation; they @dwhe entire population of New
Orleans as more souls for them to s&vén addition, the political disarray in the
territory meant that little attention was giverthe nuns, leaving them free to pursue their
work.

“I have never understood that the Company [of titeels] had it in mind that our

conduct would be subject to its orders . . . | widbhve had to be mad to accept such a

English translation ofe Code Noirsee Quintard Taylor, “Louisiana’s Code Noir (1724)he Black Past:
Remembered and Reclaimédtp://www.blackpast.org/?g=primary/louisianasieenoir—1724, accessed
May 29, 2013 for a detailed history of the document see Niclgill, “Slavery in the French Colonies:
Le Code Noir (the Black Code) of 1685,” Gustodia Legis: Law Librarians of Congresecessed May
29, 2013, http://blogs.loc.gov/law/2011/01/slavarthe-french-colonies/.

87 Caryn Cossé Bell, “French Religious Culture indA&reole New Orleans, 1718-1871.S. Catholic
Historian 17, no. 2 (April 1, 1999), 6.

% Bambra Pitman, “Culture, Caste, and Conflict imN@rleans Catholicism: Archbishop Francis Janssens
and the Color Line,Louisiana History: The Journal of the Louisiana tdiscal Associatiom9, no. 4
(October 1, 2008), 452.

% Eccles,The French in North Ameri¢a 70.
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condition.”’® This statement by Marie Tranchepain de St. Augusliother Superior of
the Ursuline convent in New Orleans, makes theintahtions of the Ursulines clear.
Regardless of their initial agreement to work fog Royal Hospital in New Orleans, the
sisters had other plans. The Mother Superior’'tuaiti also shows that the nuns were
anything but docile and compliant when dealing waithle authority figures, especially
when it involved their own agenda. The determinauaire of the sisters in the context of
forwarding their own agenda over time became thwem formidable fortress of
negotiating. For example, the commander of thaggarrover time became hesitant if not
fearful of working with or negotiating with the iglous women because he could neither
help nor manipulate them. Other than protectiomffwstile people, the nuns needed
nothing that the Company of the Indies had to offlaey became financially
independent from the church, the Crown, and the eigmthrough the acquisition of land
and slaves, to the point where they were ablettihér slaves cultivate and sell their
own crops and other agricultural products, theymade to offer the Company that it did
to the Ursulines.

But if priests were already in Louisiana, why watms needed? When a new
settlement is located in a place described by ganiard Alvar NGfiez Cabeza de Vaca in
the sixteenth century as “a land so strange,” aidur world view is that anyone who
does not speak French, Spanish, or English isagsaand these so-called savages
embrace a spiritual and philosophical world viegngicantly different from your own,
you are bound to have some altercations with thigenpopulation. These run-ins with

the local inhabitants, such as the Natchez Massddé29, produced casualties and the

"9 Emily J. Clark, “Patrimony without Pater: The N@&xeans Ursuline Community and the Creation of a
Material Culture,” in Bradley G. Bond, edrrench Colonial Louisiana and the Atlantic Wo(Baton
Rouge: Louisiana State University Press, 2005), 96.
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victims of these mishaps needed someone to hetp tieal’* The religious women,
ostensibly in the area to work in the military hitgpand to start a school took the job of
healers as a secondary interest, according to M&ingerior Tranchepain’s above
statement. Working as hospitalers was merely a saget to a new place and do their
real work, that of saving souls through conversiad teaching literacy and the
Catechism with the Gospel. The sisters of New @degere just part of what was at this
time a global network of French Ursulines. By the ef the seventeenth century there
were approximately 10,000 Ursulines in over 300 ieamities in France and New
France’? As the colonial outpost of New Orleans grew inititg, there were more
people to manage, and more need for authority.Ursalines historically have had little
need for a governing authority in order to do thenrk, and by the mid-eighteenth
century were quite good at operating arourfd it.

What the French Ursulines did have a need for wasation, in particular the
education of women. They took the view that motlpeovide the primary education for
children, and if these mothers-to-be (the girlslgitng with the religious women) are
inculcated with Catholic doctrine, they will be reable to pass it on to their children—

as a grassroots catechism— and live in the seaddd as exemplary Christiaf$ This

need for teaching students was not indigenousadNgw Orleans group; education has

" Gordon Sayre, “Plotting the Natchez Massacre: ageRlu Pratz, Dumont de Montigny, Chateaubriand,”
Early American Literature7, no. 3 (January 1, 2002), 38The Natchez Masga@i29) is an important
confrontation between Native Americans and Frermtbrgsts in the eighteenth century. The orphans
created from this battle were among the first mupilthe Ursuline school in New Orleans. The massic
also discussed in Marika Pineda, “Preserving Gomtef John Girault of Natchez, Mississippi, 1783—
1813,” Journal of Mississippi Histor$8 (2007), 319.

2 Clark, “A New World Community,” 217.
3 Lux-Sterritt, “Between the Cloister and the World,” 2288.

" Clark, “Patrimony without Pater,” 98.
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always been a part of the Ursuline culture. Thet fdrder of St. Ursula in Brescia (1532)
began their work by building a bastion of orthod@atholicism to thwart the
encroachment of Lutheranism under the supervisigxrahbishop Carlo Borromeo in
Milan. This barrier against Protestantism was aoiesed by their commitment to
teaching Catholic doctrine. In late sixteenth-centtrance women of piety experienced
the same social unrest and religious ebullitiothag counterparts in Italy had a few
decades earlier. As the French women createdaoaBgitommunities they found that the
Order of St. Ursula best suited their ne€dBhe principal goal of the Order of St. Ursula
is to teach girls and young women in order to pte\safeguards against heresy.
Lawrence looks Steritt discusses the feminizatioi® church in the seventeenth
century. Prior to that there were few institutieagater to the educational needs of
women; Catholic outreach was already well in plaegticularly by the Society of Jesus,
but in general most male Orders excluded the tegabi girls and women. In addition to
the basic founding principles of the Order of Stsla, in France at the beginning of the
seventeenth century the official decrees of thenCbwf Trent and yet to make their way
to France and the Ursuline houses. These religiaumsen were, therefore, able to build
their Order, establish their new traditions in Fegnand do their work relatively free of
restrictions and scrutiny before the Tridentineddimally arrived. These new canons
from Trent, as we will see, had little effect oe firench Ursulines and their commitment
to education and Catholic outreach. The reputdboimdependence given to the
Ursulines in New France may be seen as a slighddsit against the decrees of the

Council of Trent. In just a short period of timetreligious women became used to

> Clark, “A New World Community,” 32-3
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following their own agenda and likely resented eéhesw restrictions on their work. New
communities of catechizers were a welcome addtbahe country whose spiritual
health was sorely in need of reviValThe earliest order of French Ursulines, under the
encouragement of Borromeo’s French contacts, wasdo before the turn of the
seventeenth century. As noted earlier, the Ordparded rapidly numerically and
geographically by the end of the seventeenth centur

The presence of the nuns in New Orleans is sigmifibecause it marks the
second time that a group from this particular otd#rtheir cloistered existence in France
and sailed to New France. The first instance oh&mdJrsulines sailing across the
Atlantic occurred in the seventeenth century wheed nuns accompanied an expedition
to Québec in 1639. Those sisters subsequentlyect¢lacir own community and began a
long history of educational outreach whose impachNew Orleans and the greater
Louisiana population continues to the present dag. twelve Ursulines who came to
New Orleans in the eighteenth century were justhargart of the Ursuline explosion
that began in France in the seventeenth centucysied earliet. Upon their arrival in
New France the Ursuline expansion became a glataiank.

A functioning group not long after landing in Newl€ans, it took a few years for
the sisters to fully establish themselves and tiegiching agenda. They bolstered their
educational outreach mission significantly jusethyears after arriving by establishing a

lay confraternity with a group of French women cuéts. Called the Ladies

78 Lux-Sterritt,Redefining Female Religious Lif&9.

" Marion Ware, “An Adventurous Voyage to French Québ Louisiana; The Narrative of Mother
Tranchepain, 1727 Louisiana History: The Journal of the Louisiaistorical Associatiorl, no. 3 (July
1, 1960), 213; ClarkMasterless Mistresse$8. Ware discusses conflicting sources for thaber of nuns.
Clark’s more recent research, puts the number 0$ a1 12.
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Congregation of the Children of Mary, this partanugroup of women came primarily
from the wealthier families in the colony and helggve the nuns a direct path to the
outside world’® The Ursulines'’s relationship with this and subsstconfraternities and
their collective impact on secular society in Newe@ns remain vibrant. The lay
confraternities connected to the Ursulines wererdsaly female missionary campaigns
and helped the sisters establish a black Cathbiicch that eventually led to an
alternative American Catholicism that functionedhahallenge to the existing European
Catholic narrativé? This long-term and panoramic view of the succésheeducation
mission of Ursulines and their influence on Loumsiagociety from the eighteenth century
to the present day may be seen in the story ofieemDelille (1812—-1862%° Among

their first group of Catholic converts to the Lagliéongregation of the Children of Mary
was Delille’s great-great-grandmother, Nanette. dtt@nwas a Senegambian woman
enslaved as a domestic to one of the founding mendéehe Children of Mary
collective. One of the traditions of this confratiéy was setting up the converts to
become godmothers as young women and to servgotisrhal sponsors for the rest of
their lives. Nanette’'s daughters followed in thiegdition, thus forming their own family

tradition, aided in part by Delille’s maternal ast®s living as free women of color since

8 Emily J. Clark, “By All the Conduct of Their Liv&: A Laywomen’s Confraternity in New Orleans,
1730-1744,The William and Mary Quarterl$4, no. 4, Third Series (October 1, 1997), 769.

9 Emily J. Clark, “Hail Mary Down by the RiversidBlack and White Catholic Women in Early
America,” inThe Religious History of American Women: Reimagjitive Pasted. Catherine A Brekus
(Chapel Hill: University of North Carolina Pres§®), 98-100.

8 Henriette Delille’s story is discussed in detail Emily Clark and Virginia Meacham Gould, “The
Feminine Face of Afro-Catholicism in New Orleang271-1852," The William and Mary Quarterl$9, no.
2, Third Series (April 1, 2002): 409-413; and C|dtkail Mary Down by the Riverside,” 100-03.
Additional details on the background on the Ladiesigregation of the Children of Mary are discussed
Emily Clark, “By All the Conduct of Their Lives’A Laywomen’s Confraternity in New Orleans, 1730—
1744," The William and Mary Quarterl$4, no. 4, Third Series (October 1, 1997): 769-79
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the 17708! Keeping with the family tradition of spreading tGespel, Delille formed
her own canonical order known as the Sisters oHiblg Family in the 1830s. The
presence of Delille, her work, and the work of $hsters of the Holy Family are still felt
in modern New Orleans and the roots of this leggrcgll the way back to the nuns from
Rouen. The Catholic Church declared Delille “vebbain 2010%? and her cause for
canonization was opened in the late twentieth egnAt first glance it seems that Delille
has little relevance to the eighteenth-century limes, but she, as well as many other
women—too numerous to list here—in the history efiNOrleans achieved success
largely because of the educational work of the limstnuns®

As a prelude to discussing the Ursulines as tead® using music as part of
their agenda, | present here the backstory of magiee New World. This will
contextualize the impact of the religious womerttwlocal soundscape in the early
eighteenth century. A likely point of entry for Eypean music in the area is Hernan de
Soto’s exploration of the Mississippi Valley for@p in the mid-sixteenth centu?§yThe
Spanish practice of devotional singing, encourayetienforced through a bishopric
directive but also embraced and expanded by cl@ngylaity, continued in New Spain by

the vanguard of post-Cortesian Spanish explords asiSoto and later Francisco

8 Clark, “Hail Mary Down by the Riverside,” 98.

82 Bruce Eggles, “St. Claude Street in Treme Renaafied Sainthood Candidate Henriette Delill€lie
Times-Picayune - NOLA.coraccessed September 19, 2013,
http://www.nola.com/politics/index.ssf/2011/06/nemieans_council_opts_to_re.html.

8 The first group of sisters as well as the modersuline Academy have had such a strong influence on
education and in producing outstanding memberB@tbmmunity that when someone does something
newsworthy in New Orleans, either charitable omanial, one of the first things mentioned in theabc
media is that the person involved studied at theulinie Academy.

84 Alfred E. Lemmon, liner notes tdanuscrit des Ursulines de la Nouvelle-Orléabs Concert Lorrain
and Anne-Catherine Bucher (K617 Records France?)200
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Pizarro®® European music in Louisiana fell stagnant afte finst contact until, almost
by accident, Robert Cavalier, Sieur de la Salkgaliered the mouth of the Mississippi
river in 1682 and claimed it for Louis XIV. Part thfe ceremony involved in this
declaration included erecting a cross and sindied € DeumandExaudiat®® The
European government in the Louisiana area had eubingt the essence of the Latin
sacred music remained the same. Still, the presafriEeropean sacred music in the
southern part of New France was hardly a conskwttuntil 1721 was a location for a
church in New Orleans established at the Placem&st by the Capuchifféand a
temporary building existed there until the permarpeniding was officially opened in
172728 This church, now the St. Louis Cathedral, emplogethitre de chapellayho
also taught at the Capuchin school for boys wharsierwas an important part of the
curriculum. The construction of the Ursulines’s opgrmanent building in 1734 allowed
the nuns a place to better accomplish one aspalsemfmission, education through
music. Between 1721 and the arrival of the Ursglitleere are a few documented
instances of non-military musicians employed in N@xeans, and the creation of the
Capuchin school for boys. The curriculum at thisosd included equal emphasis on
reading, mathematics, and muSiavith a sacred musical presence in place in New

Orleans before the intrepid sisters from Rouen ekdabon their conversion quest, what

8 Robert Murrell StevensoBpanish Music in the Age of Columlflite Hague: M. Nijhoff, 1960), 181.

8 Lawrence N. PowellThe Accidental City: Improvising New Orleag@ambridge: Harvard University
Press, 2012), 8-9.

87 Baron, “Music in New Orleans, 1718-1792,” 283.

8 |eonard Victor Huber,.andmarks of New Orlear{slew Orleans: Louisiana Landmarks Society
Orleans Parish Landmarks Commission, 1984), 5-7.

8 Alfred E. Lemmon, “Music in Colonial Louisiana,hpublished paper, 2012.
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makes these nuns so special? Shortly after thidiam New Orleans the prevailing
patriarchs in New France recognized the sistersa Rmuen as a group of people who
were going to do their own work on their own teffhand by this time, the early
eighteenth century, the Ursulines had more thagnéucy of an established musical
tradition, as well as a similarly long practicet@achers of many subjects, including

music.

% powell, The Accidental Cityl2
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CHAPTER IlI
URSULINE MUSICAL ACTIVITY IN THE SEVENTEENTH AND

EIGHTEENTH CENTURIES

The Ursulines of New Orleans brought with them aieal tradition from France
that has been part of their existence at leasegime seventeenth century. In this chapter
| will discuss this musical tradition, its origirthie prevalence of musical activities in
other Ursuline houses in Europe, and in the musicklings used or obtained by the
sisters in New France. Convents have included magleeir daily routine since the first
houses for religious women were established. Sghiiargical music of the Divine
office, daily Mass, sacred non-liturgical music,siufor special occasions and feast
days, and in private devotional contexts are sohtleeoways in which music is
intertwined with the lives of religious women. Hayth men and women music has been
a powerful devotional tool, and singing is a mukioam of prayer’* Music so permeated
convent life that almost any event in or outside\wralls of the cloister could be used as
an opportunity for making music. This music makaftgn included a procession and, in
some places and contexts, performing music foséoellar community. The transition
from novice to nun, including the clothing and @sdion ceremonies, funerals, and even
political ceremonies, to name just a few of the ynactivities, were all reasons to engage
in music. In some houses musical skill was valgettivated, sought after, and, within
the confines of the religious modesty as part kihtavows, celebrated to some degree

outside the immediate religious community. Findangeed for a public procession in

% Silvia EvangelistiNuns: A History of Convent Life, 1450—17@xford; New York: Oxford University
Press, 2007), 11.
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which singing was involved was a fairly common pices and the sisters in New Orleans
were complicit in these musical adventures.

For the Ursulines of the seventeenth and eightesatituries cultivating a
musical practice and using it in conjunction witleit teaching mission is a logical
assumption. The music making in the religious hewsas not confined to singing; it also
included vocal music with instruments and particWlesulines, discussed below, are
known not only to have played specific instrumdnisto have achieved a certain degree
of proficiency. There are a few examples of refeesnto nuns as composers from this
time, and their existence, because of the enorramaint of musical activity in
convents, should come as no surprise. The Ursulioeehow managed to maintain,
cultivate, and expand their musical activitiespites of the Tridentine restrictions that
discouraged or forbade learning music in generaledsas playing instruments and
singing outside the convetftThis continuation of their musical practice in #aly
years of French Ursulines is just one of many astihat demonstrate the determination
of these religious women to adhere to their agemmdbbuild their reputation of
independence, as we will subsequently see.

In addition to the convent of the Ursulines of Neweans, | will discuss three
other convents as case studies to demonstrategihdelrel of musical activities
associated with the Order, and a fourth housdustihte the history of how the French
Ursulines forged their own agenda. Two of theseveats, the Collegio di Sant’ Orsola
in Novara, Italy (approximately 1640—1700), and threuline convent in Québec,

Canada (mid-seventeenth century to approximatedp)l provided very clear paper

92 EvangelistiNuns 114; and Lux-SterritRedefining Female Religious Life12—121.
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trails of their sacred and musical activities, utthg documentation of their
independence and ability to work around the sygtlat is, the authority of the church),
as well as providing an inventory of their musigjsical instruments, and composers of
the music. The third case study, the convent sctaltdd the Maison Royale de Saint-
Louis at Saint-Cyr (south-east of Paris), was aally under the auspices of the
Ursulines but the school eventually came undejuhsdiction of the Crown and was
staffed by Augustinian nuns; it was still, in essgran Ursuline institution. The
educational regime put in place by the foundinguling sister remained in place until
the convent school closed in 1793 after the Fré&eVplution. Because many Ursuline
houses could also be used as case studies beddhe# targe numbers that grew as a
consequence of the so-called French Catholic reqphosion—also known as the
“feminization of the Churct?®—I will take the opportunity of this abundance titlaone
more convent to my the case studies: the Ursulmeent in Toulouse, founded in the
early seventeenth century. This convent is notdwdrsecause it is regarded as the first
French group of Ursulines of the reform period. Toellouse house is remarkable not
for the musical capabilities of its nuns, but foeit actions in establishing their own
agenda, going against what on the surface seamggcdl— turning their open
community into a cloistered one—and getting theabapthority to support their work.
Before divulging the inner workings of the musitralditions of the Italian and
Canadian convents | will briefly state that | haetected these houses because they have
well-known musical traditions demonstrating the artpance of music as part of the nuns’
daily life in general. This is supported by a wealt primary source documents as well

as secondary literature on their sacred and musataiities, the music performed, the

% bid., 9.
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composers, and the printed sources of music. Eamveat in the case studies presents
different examples of the Ursulines’ reputationiftdependence; either by the
circumstance of their relationship to the goverranghority in their respective areas, the
sheer distance involved from the church authoatthe convent house, or the innovative
method of ensuring that their mission would notllsturbed by a religious or secular
jurisdiction.

My discussion of the convent house case studipesented in chronological
order, beginning with the sisters of Toulouse (:8®16), followed by the Abbey in
Novara (c.1640-1700), the cloister in Québec (%66 ¢.1725), and finally the Maison
Royale at Saint-Cyr (1680-1733). | will comparesin@ouses with the New Orleans
group to help illustrate the continuity of the Uisa mission over time and in different
geographic locations. The nuns of Toulouse araided for two reasons; first, while the
Order originated in Italy, it was the house in Taude, not Paris that became the center of
Ursuline activities in France. The Ursulines of Tomse became the first group to break
from the Italian traditions and establish themsglas decidedly French and not Italian in
their missiort” In addition to establishing the identity of Freridtsulines, | will present
a particular incident in which they put forth andtseeded in establishing their teaching
mission—a mild form of rebelliousness and subversithrough a process of direct
confrontation with the Catholic authority. This ¢amtation took the form of a well-
argued brief to Pope Paul V in 1609, in which thembers of the Ursuline lay
community asked to become a closed convent. Atdlesce this seems contradictory to

their purpose of being able to reach the greatpulation of Toulouse, but it served to

9 Lux-Sterritt, “Between the Cloister and the World,” 250
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protect their way of life and teaching philosopfifie Toulouse Ursulines demonstrated
initiative, independence, and determination in agglishing their goals and this behavior
seems to have permeated the Ursuline chaptersrih Mmerica as well.

For young women with a musical aptitude and a ddsipursue music beyond
their home life, and to develop their skills torafpssional level, joining an Ursuline
convent was probably one of their best optidriEhe Ursuline convent in the Collegio di
Sant’ Orsola in Novara is an example of such attut®n. An additional benefit of the
Novara house is that the music used in my studyesdnom one of its residents, the
well-known composer, Isabella Leonarda (1620-170ddnarda composed both sacred
vocal and secular instrumental music, and her walkgublished during her lifetime,
benefits the modern researcher because the mysiessrved in primary source
documents, and allows scholars to easily examiaeniisic and place it in its historic
context. Leonarda’s presence also helped to provide was essentially a training
school for young female musicians as its primativig. °® The Ursuline convent of the
Collegio di Sant’ Orsola in Novara was controlleat hy a religious authority but by the
wealthy members of Leonarda’s family. This situatput this group of Ursulines in the
position of not having to answer directly to agelus authority; it likely enabled them to
live under a more liberal set of rules than thistes Ursulines in other locations. Further
study is necessary to determine just how libemlctbnvent was regarding the level of
contact its nuns had with the outside world, butstdering that the convent guardian

was Leonarda’s uncle, and that Isabella came fnoenod the wealthier families in the

% EvangelistiNuns 116—-17, and Craig MonsoNuns Behaving Badly: Tales of Music, Magic, Artjan
Arson in the Convents of Ita{Chicago; London: University of Chicago Press,@015.

%John Walter Hill Baroque Musi¢W. W. Norton & Company, 2005), 21
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region, it is not unreasonable to assume that aasnelaexchanging musical material
existed between the Novara abbey and the outside withe convent was still,
technically, under the control of a patriarchalhawity but within these boundaries, and
because of the controlling family’s financial s&tan outside religious authority wanting
to scrutinize the musical activities of the Colkedi Sant’Orsola would have to run a
formidable gauntlet. The protected agenda of tiwvent no doubt benefited further
when Leonarda attained the rank of Mother Supémid676>’

On the other hand, musical tradition in Italian wemts did not appear magically
in the seventeenth century. As in other non-Iltabanvent traditions music seems to have
always been a part of daily life. In Italy, as irafce, convents where the occupants came
from wealthier families often had more material ggssions than convents where the
opposite was true. Material and class distincti@enereven found within individual
convents. Everything from a young woman’s dowryoksj furniture, as well as any
collection of music or musical instruments, oftenrid its way into the so-called
cloistered and “common life,” a life, that is, irhigh personal belongings were meant to
be shared (to say nothing of the proverbial voywaferty). The collection of instruments
that novices brought with them to their converd lricluded harpsichords, lutes, harps,
violas da gamba, violins, bass viols, and, in scases a trombone was part of the
instrumentariun?® While this inventory of instruments appears to/bey clear it
actually provides confusing information: violasgiamba come in different sizes; why,

then, does the term “bass viols” appear in additioviolas da gamba? From an

9" Stewart Carter, "Isabella Leonarda [Leonardi, Atsadbella]"Grove Music Onlinged. Deane Root.
<http://www.oxfordmusiconline.com> (Accessed 20 MaP012).
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organological perspective this list of instrumdiksly includes a set of instruments
different from the viola da gamba family, thus adgimore variety to the number and
types of instruments used in convent md$iégain, regarding the importance of music
in Italy, as well as in France, we see the disitimcbetween the choir nuns and the
converse nuns. In accordance with the terminoltggy/choir nuns included singing as
part of their duties and were not expected to perfas many domestic tasks around the
convent as the converse nuns.

Unlike the Ursulines of New Orleans, the sourcea oliant repertoire used by
women in New France in the seventeenth centuryatepreserved® The religious
culture that established itself in Canada by Jsskitanciscans, and Ursulines, and the
subsequent physical institutions such as missiatesiag to the Native American
population, parish churches, and convents hadagimpact on the religious
community in New France, although he prevailingcpcg was more Roman than
French'®

The nuns in Québec also enjoyed their isolatedreay®y, benefiting from the
great distance between France and New France aioduise, the time required to

communicate across the Atlantic Ocean. They mawayr not have intentionally

subverted religious authority or commands from@newn and were likely just taking

% For a detailed explanation of the various typesmfed bass instruments, naming conventions in the
seventeenth and eighteenth centuries, what musyclittely played and in what contexts, see Marc
Vanscheeuwijck, “Recent Re-Evaluations of the BaeoGello and What They Might Mean for
Performing the Music of J. S. Baclgarly Music38, no. 2 (May 1, 2010): 181-92; and Marc
Vanscheeuwijck, “In Search of the Eighteenth-Centuioloncello’: Antonio Vandini and the Concertos
for Viola by Tartini,” Performance Practice Revieli, no. 1, Art. 7 (2008): 1-20.

19 jean-Pierre Pinson, “Le Plain-Chant en NouvellnEe aux XVIf et XVII1° siécles: vers une premiére
synthése,” irPlain-chant et liturgie en France au XVHiécle edited by Jean Duron, Paris and Versailles:
Centre de Musique Baroque de Versailles, 1997,252-

% bid., 251-2.
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advantage of the situation in order to execute tigenda. An examination of shipping
manifestoes between France and Québec is outgdetipe of this dissertation; it is,
however, known that not every ship that left Frawaé its cargo, which included
personal mail, government proclamations, commuigicatfrom the Paris archdiocese,
and other news from the homeland, reached its @iesfination. What did reach New
France, as we will see later, was printed musioanily from the Ballard publishing
house in Paris. Thus the sisters in the Three Riareya of Canada were essentially on
their own to formulate and implement their mission.

What we have for the Canadian Ursulines is a ctiiie@f music consisting of
manuscripts for the office and mass, with some reampts intended for use by the
Native American population. This particular grodpr@anuscripts contains music with
texts in the native languages as well as in Latohia French. In addition, some of the
liturgical music intended for the Amerindians igated in hieroglyphs, likely used to
speed up the learning procé8sThis abundance of music also includes prints of
Graduals, Antiphonals, and instructions for leagrrainchant, as well as what appears
to be a parody of Jean-Philippe Rameau’s (1683)1Fi&tes de clavecifl724). Found
within the ampleness of this important collectidrclourch music are books devoted to
the methods and instructions for learning and etvegwehant. These pedagogical books
included instructions for learning solmization anddal theory, important tools for the
teaching and singing of chant and polyphony. Tlaeeeenough books of a didactic
nature to make up a separate category, and ea&oboaanuscript in this teaching or

instruction category reflects the local practiceeath institution in New France where

192 pinson, “Le Plain-Chant en Nouvelle-France,” 254-7
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the materials were found. Jean-Pierre Pinson’duiadde essay on sacred music in New
France focuses only on the seventeenth centurpmmide Trois-Riviéres area, including
what is now Québec City and Montré&i.

Prior to the Ursulines’ arrival in 1639 traces afaype of music in Canada are
rare; the colonists, after establishing settlemalutsg the St. Lawrence River, had first to
deal with survival, then begin other work suchwsinhg the settlement into long-lasting
colony as well as engage in the work of convertivgpeople of the First Nations. In
these circumstances music, other than sacred,ikedg hot a high priority. But after the
nuns established themselves, we find seventeentigeaccounts of devotional singing
and viol playing, and references to Jesuits andliess teaching music in the 1630s; and
by 1661 the first use and appearance of an orgQuébec is documented. One hundred
years later the number of organs expanded to’fifrighe devotional singing consisted of
music necessary for the religious men and womendintain their daily devotional lives
properly—psalms for the Office—as well as musictfoe lay population to experience in
their own practice of Catholicism—noéls for Chrisgnhymns, magnificats, and the
Mass—were all performed as both plainchant andgbay, the latter with and without
instrumental accompanimelff. In addition to staying connected through the churc
New France at this time appears to have insistadantaining a strong cultural bond

with old France as well. This musical nexus spiiesmthe secular world during the

193 pinson’s research, to paraphrase his own accdune avork, observes that the project is dreaded bu
indispensable for a deeper understanding of thecnafis-rench baroque.

14 Gallat-Morin and Pinson,a vie musicale en Nouvelle-Frandst
195 bid., 4. John Koegel, “Spanish and French Misdiursic in Colonial North America,Journal of the

Royal Musical Associatioh26, no. 1 (2001), 4, gives a date of 1663 forahival of the first organ in the
region, and that it was brought to Canada by tis¢ iishop of Québec, Francois Xavier de Laval.

50



eighteenth century, as Canadian residents embthegumbpular composers of the French
homeland; in 1728, to give just one example, orese géter the arrival of the Ursulines in
New Orleans an inventory of a city administratoQuébec reveals that his collection of
music contained most operas of Jean-Baptiste (LB®2—-1687), as well as music by
André Campra and Nicolas Clérambault (1676—17%9Jhis is not an unusual event as
colonial administrators, once they knew their assignt, often brought music and
instruments for personal use with them, mimickipgrbiaps unknowingly) a practice
often observed by young women headed for life @omavent, who were known to bring
into the cloister, among other things, music andigal instruments.

The sources of information we have about the mupieatices of the Ursulines
outside specific pieces used in Novara—those wriited published by Isabella
Leonarda—and in Canada—the musical holdings thahaiin Québec in places such as
the Petit Séminaire de Québec, the Hbtel-DieulMtseiline convent, and the archives at
Laval University—consist of sacred polyphonic mysimted in Paris by the Ballard
publishing house beginning in the 1640s and seattly to New France. Additional
acquisitions of music from the late seventeenthuwgrand up to about 1740 by
composers such as Marc-Antoine Charpentier (16434)1 5ébastien de Brossard
(1655-1730), and André Campra (1660-1744) alsoddleir way to the Ursuline
convent and the Hotel-Dieu. It is of particulareirgst for my study that some of this last
collection of music has been adapted for unaccompasolo voice because the New

Orleans Ursuline manuscript collection of musicsists of parodies that have been

196 Carl Morey, “Canada,Grove Music Onlineed. Deane Roohttp://www.oxfordmusiconline.com
(Accessed 15 June 2011).
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arranged for solo voice with basso continiorhere appears to have been an awareness
by the people in charge of music acquisitions efdincumstances into which the music

in the Canadian Ursuline convent found itselfhé imusic that made its way to Canada
from France was not a gift or donation on behathefchurch, then perhaps the nuns
were able to order this music for themselves. Sirtyl) in New Orleans the gift of the
Ursuline Manuscript seems to have been made by@oerecquainted with the situation

of the Ursuline school in Louisiana.

In contrast to the wealth of surviving resourced miormation about the musical
traditions of the nuns in Novara and Québec, uinfortunate that there is only one
surviving collection of music in the Louisiana tary from the French colonial period.
Based on the amount of printed music that went@uébec beginning in the 1640s until
the early eighteenth century, it would be easwiog to the conclusion that a similar
practice of acquiring and using printed music edsh New Orleans. This speculation
brings up some things to consider regarding sumgiyihysical evidence of a music
practice. Because of the geographic location of lele@ans with its inherent dramatic
climate changes and the city’s marked propensityp&ing victimized by different
conflagrations, hurricanes, and other natural tdsashroughout its histot$f, any
collection of printed music sent there from thel&al family publishing company could
easily have been destroy®¥d Was the survival of the Ursuline manuscript seigitalis?

Or was it the only music of its type to make itspta New Orleans in the first half of the

197 Koegel, “Spanish and French Mission Music in C@bhorth America,”4.

198 CampanellaBienville’s Dilemma24; and http://www.loc.gov/item/2001620435#about-this-item
(Accessed 20 March 2014), this URL from the LibrafyCongress shows a map of the 1788 fire and the
location of the Ursuline convent.
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eighteenth century? Answers to these questiondeidddressed in a subsequent
discussion on music holdings in convents but thexee other ways for the sisters in New
Orleans to acquire or become familiar with musierfrFrance, Canadian New France,
and outside New Orleans. At the very least, | §&elure in stating here, and will
elaborate further below, that the Ursulines of N@ance (Canada and Louisiana)
brought with them a tradition of singing chant gradyphony and that it was a significant
part of their daily lives®

The Ursuline sisters of Toulouse likely had a mysaxctice similar to other
convents, built around chant and the daily praaticeinging the Divine Office, as well
as the Mass Ordinary and Proper. That these nurigiaed a tradition of a musical
practice is important* to be sure, but for my investigation it is morgnsiicant to
explore the way this particular Order is a vanguardhange in attitude and general
practice for the Ursulines regarding the enclosiditdeir convent and how that affected
their teaching outreach. In both Italy and Frameedonvents functioned primarily as
cloistered buildings, and ran their respective @nt\schools by obtaining permission
from Rome. Some of the French convents were closaununities but allowed female
students in from outside. Others, such as thedagmegation in Toulouse began as an
open organization founded specifically to teach eatechize the female population of
the city. However, the sisters subsequently felt their outreach could be better served

as a closed community because their mission inolmd was to appeal to and reach a

10hid., 45-46.

1 Robert L. Kendrick, “Devotion, piety and commentaa: sacred songs and oratorios, Tine
Cambridge History of Seventeenth-Century Musim Carter and John Butt, eds., (Cambridge, UKwN
York: Cambridge University Press, 2005), 347-49.
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variety of pupils from every part of the local setgi*'? This change at first seems
enigmatic; why close the doors if you want to teawre people? The logic behind this
decision came from a need for the nuns to proteshselves from the influences of the
outside world, and remove any potential distractmtheir goals. An enclosed life
provided more than one type of protection: not aftyit prevent the outside world from
interfering with the Ursuline teaching agendajsbaserved as a physical barrier of
protection**? It also reminded everyone in the area that it thasuns in the convent
who were in charge of the teaching, the materaaid, the time and place for conducting
it. Even in situations where the enclosure was gepoon the nuns, they were still able to
make their own decisions concerning their livedwmithe convent walls. This is a
tradition that extends back to at least Bleotio modernanovement of the late
fourteenth century, in which we find ways that nlimsig in enclosed spaces were able
to maintain contact with the outside world and egrchange ideas and physical
materials:**

At the beginning of the sixteenth century the musaking practices in convents,
particularly in Italy, changed significantly; thebange in performance practices
manifested itself in the form of polyphony. Thebdarges in performance practice placed
the singing of chant in a subordinate positionawoir of, for example, the polyphonic
music of the Burgundian composers as well as thgposers in the larger musical

centers such as Bologna, Rome, and Milan, to nastejfew. Now that the nuns were

112) ux-Sterritt, “Between the Cloister and the World,” 24768.
"3 yvangelistiNuns 7.

4 \Wybren Scheepsmaledieval Religious Women in the Low Countries Thodern Devotion," the
Canonesses of Windesheim, and Their Writ{vgeodbridge, Suffolk, UK: Boydell Press, 2004) 42—
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singing part music in addition to plainchant theses a need to have different voice types
to match the polyphonic designations. Soprano #&ondsaices, of course, were easily
found in even small groups of women, and tenore®igere not uncommon. How then,
did the nuns manage to sing polyphony in four @nefive parts with just these three
voice types? A convent in Ferrara took pride inihgwa “singular and stupendous bass,”
but that was certainly a rare event. More likelg ttuns performed the lowest voice of
the texture with the above-mentioned bass viotmnbone (in those circumstances when
the trombone was not considered an instrument&w)t™ Thus a group of nuns
producing polyphony in four parts was not as ujiles it sounds. In New France
religious women used another technique for perfognine bass or lowest voice of the
music that would enable a group of women to singglmny without compromising the
intention of the composer. Using the performamaetce of octave transposition in the
lowest part allowed the performers to make adjustmehere needed, still maintaining
the integrity of the counterpoint. In her discussid the Ursulines of Québec and their
performance practices, Hélene Paul observes thitsioy André Campra (1660-1744),
Henry Du Mont (1610-84), Michel-Richard de Lalar{dé57-1726), and Nicolas
Bernier (1664—-1734), among others, were adaptétttee available performing
forces:™®

When conducting research on the history of the lursununs, one finds that there

is no shortage of material on their general religiactivities, and their work as

15 Monson,Nuns Behaving BadlyL4.
116 Hélene Paul, translated by David Gilbert , “La miasicale en Nouvelle-France,” reviewlaf vie

musicale en Nouvelle-Francky Elisabeth Gallat-Morin and Jean-Pierre Pindntes62, no. 2, Second
Series (December 1, 2005): 374-378.
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educators—discussed by many—was part of the Orélerdamental missioh’ But a
close examination of the European Ursuline conaecttives reveals that while they have
an abundance of materials documenting their adiratiige lives and religious practices,
there is, in harsh contrast, remarkably few recordgheir teaching methods, materials
used, or daily schedules. Certain assumptions reagdirle about when a daily teaching
began and how long it lasted, based on the knowled@ow many nuns were in a
particular convent, the ratio of choir to convens@s, the location of the house and the
parish population density, and how many of the Isupere boarders and how many were
day students. But the seventeenth-century equivafemclassroom lesson plan does not
exist. There are, however, general guidelinesdaching but even these writings do not
convey a sense of what was expected of the studadtthe length of time estimated to
fulfill the full education program. There was ardenstanding that the Ursuline students
would learn to read in both Latin and their locainacular language, the reading lessons
would include the Gospel, and part of the day wediahted to teaching the catechism.
The convent houses in New France (Canada and boaisalso have documents
surviving on administrative duties, procedures, emebnicles of particular non-church
related activities, as well as documentation feirthaily religious life, although we do
have a first-person account that day pupils, inalgidNative Americans and children of
African descent, came for religious instructionmnaay for two hours!® And just as

their trans-Atlantic sisters, the nuns of New Frehave left behind little evidence of

their teaching curriculum.

7 For example, Evangelistyuns Lux-Sterritt,Redefining Female Religious Lifend Clark, “A New
World Community.”

18 Clark, “A New World Community,” 7.
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There is, unfortunately, no extant archive of sdereisic from eighteenth-century
New Orleans similar to that found in seventeentitugy Canada. The history of musical
practices of the New Orleans group are found iitiaffconvent documents, obituaries of
the nuns—a brief biography is usually part of théwary—and, like the convent
records, they are in the past teffS8Ve have a first-person account of some of the enusi
practices in New Orleans and they come as letters & novice, Marie-Madeleine
Hachard (who made the voyage in 1727) to her fdihek in France. One example of
the music making by the sisters of New Orleansdestription by Hachard of a Holy
Week retreat, which included the nuns, their neartlers, and several ladies from the
city, and seems to have occasionally reached 2@@ipants during the week. The
novice writes, “We had the lessons of the Tenabrausic, and a Miserere, accompanied
by instruments, every day® Regrettably, Mademoiselle Hachard does not proaide
more details about who played the instruments, Wit were, or who wrote the music
they worked on every day. What is noteworthy ig thighin the first several months of
their arrival in Louisiana the nuns were performuagal music with instruments and the
music was also being used in the context of tegcliins likely that this was a
preexisting practice or tradition that accomparfezsisters to New Orleans. Hachard’s
letters provide several more first-person accoahtausic making in the nascent stages
of the Ursuline establishment in Louisiana, andatter-the-fact recounting of particular
nuns and their musical acumen are found in obisasf the sisters in the convent
archives. Taken with the examples from ltaly and&ia, these instances provide

enough evidence to support the idea that musiaditions in convents in the sixteenth,

119 Clark, Masterless Mistressgg6—78.

120 Clark, Voices from an Early American Convelindle Edition, 47%, location 971.
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seventeenth, and eighteenth centuries were monguktchant, and that the physical and
spiritual space of the convents were filled withsiaun a variety of sacred and secular
genres:?!

The inventory of these Canadian music holdingsa& ®nd detailing them is
beyond the scope of this study (other researclears tione this work); the material,
however, and its significance in the study of FreBaroque music, particularly in New
France, was brought to light in English and Freaicthe end of the twentieth centdfy.
The scholars who have worked with these primarycgsuhave demonstrated the need
for this research and for further investigationtio@ topic. Of particular importance to my
research in tracing the Ursuline music traditianirFrance to New France are the works
of Guillaume-Gabriel Nivers (1632-1714), and LoNisolas Clérambault (1676-1749).
Nivers, organist to the King and at Saint-Sulpic®aris, was also the organist and
maitre de chanat the Maison Royale de Saint-Louis at Saint-Cyérambault was
successor to Nivers at Saint-Cyr and his workss &und in the Ursuline Manuscript, as
a composer and as the creator of the figured Ipeelé of the manuscript’s pieces. The
Maison Royale de Saint-Louis at Saint-Cyr is impottfor studying French convent
music because it gives clear examples of compoeg@iag specific repertoire for
particular voices while at the same time adaptimgxsting repertoire originally

intended for men to be sung by women. The MaisoyaRdirst came into existence in

121 EvangelistiNuns 99-100. Nuns often created their own music t@ then secular and sacred plays
and poems, as a group and individually, as paatednvent recreation and as part of a public (dhjurc
performances. The public performances functioneahasducational outreach by conveying, among other
things, spiritual messages.

22 pyron, ed.Plain-chant et liturgie en France au XViécle. The essay contained therein by Jean-Pierre
Pinson, “Le Plain-Chant en Nouvelle-France aux X¥tIXVIII® siécles: vers une premiére synthése,” is
particularly useful. Another invaluable resourcattfocuses specifically on Canada is Gallat-Morid a
Pinson,La Vie Musicale En Nouvelle-France
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1680 in Montmorency and was founded by Madame d®Br an Ursuline nun, as a
school for girls from poor familie¥? Shortly after its founding, Madame de Brinon
became acquainted with Francgoise d’Aubigné, latemin as Madame de Maintenon,
second wife to Louis XIV and self-appointed sawbthe King’s soul. Madame de
Maintenon was impressed with the work of the Ursdiand began providing financial
assistance, ultimately moving the school two tilere settling at Saint-Cyr in 1686,
about three miles west of Versailles, reorganizivgginstitution to fall under the direct
patronage of the King, and limiting enrollment idggfrom impoverished noble families.
Even with private patronage Saint-Cyr was stillsidered a convent school and the girls
were given a religious education as well as lesgoasithmetic, natural sciences,
geography, history, and literatufé.Music and the learning of music was a regular part
of the curriculum as well. Unlike Ursuline houstt®e school at Saint-Cyr left us a daily
agenda for music study depending on the age angigrg of the students. This
instruction in music included a daily 30-minute da the principles of music, younger
students engaged in daily singing of psalms antides, and all the students were
taught to sing the liturgical chants from mem&iThe best description we have of the
daily teaching in New Orleans was that the day Isuggime for two hours each morning
for catechism lessons, while the boarders recespetours of instruction beginning
approximately at 8:30 in the morning and endingiadb5:00 in the afternoon. The first

detail comes from a first-person account in thé&gnth century, and the details on the

123 Deborah Ann Kauffman, ed?etits Motets from the Royal Convent School attSaym, Recent
Researches in the Music of the Baroque Era 112dMidn, WI: A-R Editions, 2001), ix.

1241bid., xi.

125 1hid., ix—x.
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boarders are extrapolated from other eighteenthucgnonvent documents; a specific,
written agenda for teaching boarders and day pwgisapparently not necessafy.

Back in Saint-Cyr, by the time the young ladieschesl the age of twenty (the maximum
age for the convent school), they were well pregp&me marriage and the Ursuline idea
of becoming good mothéf€ who would instill in their children the same stgoBatholic
foundation they received at Saint-Cyr. The othdrompavailable to the graduates of the
convent school was to enter a convent. For bothiatg and sisterhood the girls were
given a dowry. Clearly the regime at the convehbstwas similar to other (true)
Ursuline houses with boarders and the strong engpbaseducation that included music
as part of the daily agenda.

The Catholic reform that took place in seventeamthtury France included music
used in the daily worship. This music was comprigkthe long-used repertoire of
Gregorian chant. With the significant growth of gent houses in France, aided by the
inclusion of girls and young ladies from every sdgroup and economic level, some
church authorities, at least on the local levednsed to think that the existing repertoire
of sacred music (chant) might be better servetdwere simplified in order to make it
more accessible and more easily learned by theralgyious women who did not have
the benefit of a strong background in the libertd hefore they entered the cloistered

life. Nivers was a prominent figure in the revivause, and re-composition of Gregorian

126 Clark, Masterless Mistressg56-57. Just three months after their arrival, tbfithe 12 nuns left New
Orleans, and between1728-1731 the number of nuhe inouse dwindled to six. With so few ladies doin
all of the convent work, the daily agenda coulccbmmunicated more easily through speech. Clark cite
theRéglemens des religieuses Ursulines de la Congdfrgde Paris(Paris 1705) as the source used by the
New Orleans sisters in establishing the flow ottéag and learning.

127 Emily Clark and Virginia Meacham Gould, “The Feimia Face of Afro-Catholicism in New Orleans,

1727-1852,"The William and Mary Quarterl$9, no. 2, Third Series (April 1, 2002): 409-448d Clark,
“Hail Mary Down by the Riverside,” 100-01.
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chant; hisDissertation sur le chant grégoridRaris, 1683) demonstrates two types of
plain-chant musicalthe reworking of existing melodies and the coniipms of new
melodies:?® The processes involved in altering an existingg@rian chant repertoire,
while important to the larger study of French musithe seventeenth and eighteenth
centuries, are significant here because they arasito those seen in sacred, non-
liturgical, non-chant pieces in found in Ursulir@gents in Canada and Louisiana. In
other words, to reiterate the performance practetion to overcoming limited
performing forces, an existing repertoire can ba\aas successfully adapted by the
religious women for their purposes. The revisiopndNvers, essentially new
compositions, represent not only a change to thealled ancient Gregorian chant to
reflect the seventeenth-century performance pmdhiat includes ornamentation and the
use of leading tones (although there are examplegdieval chants that also exhibit a
florid treatment of the traditional chant melodylit this new practice occurs in
repertoires for both men and women as well. Theseelchants by Nivers are written in
the style of Gregorian chant (rhythmically freeplain-chant musicaihich includes
ornaments and leading tones (similar to Henry Dunt4gplain-chant masses with clear
rhythms), and motets for one or two voices that alslude ornamentation and rhythms
reminiscent of recitative. For the men, Nivers mealasions of existing Gregorian
melodies, thereby turning them into parodies ohthi@r the women, in addition to

recomposing the existing melodies, he also provttech with newly-composed

128 By altering the existing chant or by introducirgwnmusic based on existing chant, Nivers is essgnti
no longer using Gregorian chant in the original nieg of the term (as a specific repertoire of the
Gregorian reform), but insists on calling his nexwgmposed chant repertoire “Gregorian” to give it
sufficient authority.
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chantst? These newly-composed chants are fundamentallydbasé&livers’ own chant
parodies and went through a process similar tg#nedies in the Ursuline Manuscript
demonstrated in the case studies in Chapter IMhbeNivers’s dissertation on Gregorian
chant reflects the association he had with the Bietires, and the nuns in charge of the
convent school once it moved to Saint-Cyr were Astigian’*° but a significant amount
of his work as a theorist and composer happenddglbrs time at Saint-Cyr,
particularly hisOffices divins a 'usage des Dames et Demoisetidsiés par sa Majesté
a Saint Cyr(Paris, 1686, three years after his dissertaiidater manuscripChants
d’église de la Maison de St.-Lous709, contains the same plainchant liturgy)The
importance of the revised Gregorian chant in thaext of the Catholic reform of the
seventeenth century and Nivers’s contribution eorépertoire along with his
compositions specifically for the convent schodbaint-Cyr help make the connection to
the parodied repertoire used by the Ursulines ima@a and Louisiana.

Louis-Nicolas Clérambault (1676-1748)succeeded Nivers at Saint-Cyr and, in
addition to having a place as one of the compdsersd in the Ursuline Manuscript and
as the creator of the figured bass in all the @@e¢he manuscript, is complicit in the

vocal traditions at Saint-Cyr as well. Clérambalgio composed a plainchant liturgy on

129 Richard Sherr, “Guillaume-Gabrielle Nivers and Biitions (and Recompositions) of Chant ‘pour les
dames religieuses,” iRlain-chant et liturgie en France au XVHiécle edited by Jean Duron, Paris and
Versailles: Centre de Musique Baroque de Versaill887, 237-45.

130 Deborah Kauffman, “Performance Traditions and Nl@emposition at the Convent School at Saint-
Cyr,” Early MusicXXIX, no. 2 (May 1, 2001), 234.

131 Kaufmann Petits motetsdiscusses Niverslotets & voix seul@Paris, 1689) as having peripheral
importance to the Saint-Cyr repertoire. These @ieeere not specifically for use in Saint-Cyr and no
found in their archives, but they were intendeduse by nuns and are more ornate and soloistalylilor
someone with a lot more performing experience tharyoung ladies at Saint-Cyr. These motets are
significant as a concordance for motets that apipe@vised (simpler) form in later Saint-Cyr soesc

132 Kauffman, “Performance Traditions and Motet Conitims,” 240.
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the saméDffices divinandChants d’égliseas Nivers, as well as a number of motets
specifically written for the young ladies in theneent school. The majority of the motets
composed for the convent school does not hahasae continupart in the collections
found in the convent archives (prints or manussj)ipA few of these motets have bass
parts in concordant sources, but that does notaxtile dearth of music to be played by
the organ, in accordance with Clérambault’s instoms. To paraphrase numerous
prefaces to publications by composers from theteggith century, in the absence of the
exact performing forces, available alternativesaa@eptable. The absence of a part for
the organ could be a problem in performance exceflérambault’s indication that the
organ may be omitted because the true bass is akire lowest voices” However, it
seems that the music master at Saint-Cyr hadifatte technical abilities of the young
singers. In addition to thee capellapossibility for the motets, after 1733 the unison
chorus found in many pieces is dropped from thentepe at Saint-Cyr. | interpret this
information as a sign that after fifty years of yichng strong musical training those
responsible for the instruction at Saint-Cyr ndydrad a high expectation for
performance (no individuals hiding in the choruguee), but also the technical means to
make it happen.

The importance of music for Ursulines in Italy, ica, and Canadian New France
is well documented, as is the large body of reperia the houses examined here. What
is missing from the convent in New Orleans is agidgf collection of music other than
the 294 pieces found in the Ursuline Manuscript thay only acquired 27 years after

settling in Louisiana. The Ursulines in New Orleamsy have a void where a convent's

133 Kauffman,Petits motetsxiii.
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collection of music should be, but the historyltége sisters is not without music. Before
they arrived, the sacred music practice in Lousiamas in theory under the influence of
the Canadian authorities and in practice by theuClaips. Some of the area’s earliest
residents in the eighteenth century migrated tfrera Canada as well as some of the
earliest known musicians. One prominent exampleasSaucier family who were
recruited by the Company of the Indies from Cartadzelp settle the Louisiana area in
Mobile, Alabama, and New Orleans in 17860ne of the Saucier sons, Francois, age
16, is mentioned as a cantor at a church in Newadd:* The Sauciers are but one
instance of many confirming the regularity of trblve citizens of New France between
Canada and New Orleans. During and after the iisigtiling of the area, trade and travel
was made with such frequency between Québec ar@dutief Mexico (New Orleans)

by Canadians who thought nothing about undertattirsgjourney that it astonished new
visitors to the area from Frant€.This knowledge of regular travel makes it seeraljik
that many types of non-essential materials sudtoaks and music were exchanged
between the two colonies. Before the Sauciers #mel enterprising families travelled
down the Mississippi Valley, the Capuchin’s estsiiidid the first church in the area in
1721, and employedraaitre de chapellePierre Fleutel, the first known professional
musician in the area. In addition to his work asc¢hoir master, his duties at the

Capuchin school for boys (in the parish churchjuded lessons in singing; the voice

134 Belsom and De Ville, “The Sauciers in 1726: YefiDecision for a Colonial Louisiana Family,” 183—
189.

135 Kate Van Winkle Keller, with John Koegel, “Secutausic to 1800,” in David Nicholls, edThe
Cambridge History of American Musithe Cambridge History of Music (Cambridge; Newk.o
Cambridge University Press, 1998), 57.

13¢ Eccles,The French in North America, 1500-17883.
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training complemented the boys’ additional instiacin Latin, mathematics, and
drawing. Founded in New Orleans before the arwvahe Ursuline nuns, the Capuchin
school for boys survived for only six years in tiky, largely because of lack of support
from the community®’ The Ursulines, meanwhile, in contrast to the blealcome of
the Capuchin school, thrived and gained enormoasraanity support and in turn gave
support back to the community.

Before the Ursuline Manuscript arrived in 1754, wmaisic were the religious
women in New Orleans using? A group of religiousmen living in any Ursuline
convent would have had a daily routine of singimg Divine Office from the first hours
through Vespers and Compline, as well as the Madsay additional music for special
occasions and major feast days. This custom ofrgingas a part of the lives of the
sisters that would naturally accompany them wherthey lived. We see evidence of
this practice in Mademoiselle Hachard’s first-p@ersacounts of the religious life and
corresponding musical activities in the first fewmths of her living in New Orleans. In
the letters to her father back in France, in additdo discussing daily activities, new and
unusual foods consumed in New Orleans, the deguipf the city and the surrounding
landscape, the novice conveys details of her datesresponsibilities in the context of
religious ceremonies. Following the account of Teaebrae lessons with music, during
Easter week, Hachard boasts that the sisters sategsin four voices as well as the
entire Mass with music, and that the more famouwents in France did not perform as
much music. It is not clear if she is referringyotd the feast days of Easter or in general,

but clearly the nuns in the New Orleans house wasBcient musicians.

137 Samuel WilsonThe Capuchin School in New Orleans, 1725: The Brdtool of LouisianaNew
Orleans: Archdiocesan School Board, 1961).
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Another nun in the New Orleans convent, Jeanne tiéglwho left her Ursuline
house in France in 1732 to join the sisters in Kbreans, gives us a first-person account
of the Eucharistic Procession on Saturday, 17 T84, the day the Ursulines moved to
their new and first permanent location (the sisteosed to their current location on State
Street in 1912). In this procession, which includédalasses and races of women and
girls in the city, Melotte includes descriptionstbé musical activities. She observes that
the Jesuit and Capuchin fathers, “accompanied big gunumber of choirboys and
chanters,” performed some verses ofRlamge linguaWithout mentioning specific
pieces, Melotte also tells us that the processioluded the singing of songs
accompanied by the fifes and drums, presumablyepldy the troops from the garrison,
and that they made agreeable harmony. A fife antchdiorps used as an accompanying
force for a group of religious men and women isuaising image, and that they were
able to provide a harmonic backdrop for the voisessen more remarkable. The
procession made its way to the parish church afatéentering there was singing by the
children (again no details of what there were siggand once inside more music was
performed: “Then two soldiers wearing surplices aapes sang to music a motet to
Ursula.” After taking up residence in the new camwven Saturday, the following day
required the usual Sunday duties, including thgismof the Mass, th&e Deunsung in
thanksgiving for the Blessed Sacrament, and, fmallthe last reference to music in the
Eucharistic Procession, during the BenedictiorhefBlessed Sacrament, “the Religious

sang a beautiful motet with musit®

138 Clark, Voices Kindle Edition, 71-73%, location 1460-1491.
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The enthusiastic descriptions by Hachard, Melaiel the obituaries of the
colonial-era nuns provide an impressionistic exqrere of sacred music in eighteenth-
century New Orleans as well as putting the use wdionby the sisters and the community
in context. These first-person reports of music imgkalas, do not provide enough detail
to determine (other than the chants) exactly whatiowas performed. Besides the
names of specific chants noted above, we haveagawiho composed the motets sung by
the nuns in four parts or the two-part motet supghle soldiers, or if the composers of
these unknown pieces were at least the contempsrafithose found in the Ursuline
Manuscript.

The existence of this repertoire in France, togethth the vast amount of music
found in the Ursuline holdings in New France, amdonjunction with first-hand
accounts of Ursulines in New Orleans singing paldicpieces that were part of the
standard Gregorian chant repertory support my cthaha strong musical tradition in
Ursuline houses existed before the Ursuline sisteinsured to New Orleans. The brief
examination of musical activities in Italian Urswiconvents confirms that this tradition
pervaded these houses throughout Europe and thecereason it would not continue in
any new location chosen and occupied by the sist@es evidence seems sufficient to
suggest that the religious establishments in Neamée, particularly those under the
direction of the Ursulines, were clearly maintagithe performance practices in the
homeland. What better testimony to the commitmembasic than the Mother Superior
in New Orleans, on the death of sister Frangoisggxite Bernard de Saint Martin?

Sister Saint Martin is described as “extremely aeslffor all the rules, observances, and
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ceremonies of the choir... She had a cultivatee tasinusic and a beautiful voic&®
The music practices of the convent in New Orleandcconly have benefitted from
Sister Saint Martin’s thirty years of service amgarently endless supply of energy.
From the first-person reports on the musical atiziin New France and the collections
of music in the convent archives in Canada, it appé¢hat the religious and
governmental authorities clearly viewed New Fraasenore than a far-off trading post,
and that regardless of their location, the Frencdulihes were going to carry out their
work, something that by 1727 they had been doin@¥er 100 years.

In comparing the New Orleans Ursulines with thean@dian counterparts, based
on the amount of printed music that went into Qedieginning in the 1640s until the
early eighteenth century, it would be easy to jumfhe conclusion that a similar practice
of acquiring and using printed music existed in N@weans, and that because of various
natural disasters over time any collection of @himusic or manuscripts were destroyed.
That, however, would be unwise. The two convenisted in different circumstances.
Québec was established in 1608, and that smalpgsbwhat | call Canadian Ursulines
arrived in 1639, after the settlement was wellldi&hed. The Louisiana contingent of
nuns arrived in 1727, only twelve years after Netke@ns was established. We cannot,
however, ignore the volume of music that flooded @anada from France from the
mid-seventeenth well into the eighteenth centuA@sl we cannot ignore that by the
early eighteenth century, there had been a histboyer a hundred years of Ursuline
convents with strong music programs in particutarnvents. And, finally, without
making premature conclusions about a possibledesdiestroyed Ursuline music

collection in New Orleans, | have to consider tbhegibility of an exchange of music or

139 Clark, Masterless Mistresseg3.
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at least an exchange of news about what typescoédanusical activities were going on
in the respective settlements because, as | medtiearlier, the regular journeys by
colonists within New France between Canada anddiaua through the Mississippi
Valley and the lllinois country were commonpladeghk novice Marie-Madeleine
Hachard boasted that the singing of her Ursulisess was better than what was heard in
France at that time, then we can say, with confidethat these New Orleans Ursulines
took their musical activities seriously and thaythvere aware of the activities of other
convents.

What were the sisters using for music before atet #fie acquisition of the
Ursuline Manuscript? It is possible that the sstarNew Orleans used the same new and
revised chants or chant parodies by Nivers thaewsed at Saint-Cyr but there is no
documentation to confirm this. Because there werew nuns in the first few years in
New Orleans (twelve arrived in August 1727, twa &fer just a few months), the
convent was inundated with thirty orphans fromNstchez Massacre in 1729 they
were not in their permanent quarters until 1734, deginning in 1730, the fledgling
laywomen'’s confraternity was using part of the tenapy convent as their meeting place,
how much time was available to devote to a musactore other than the essential
plainchants for the daily office hours, masses, @whsional special feast days? And if
they did have a collection of music for devotiooalnstructional purposes, how many

sisters were available to teach this additionalionaisd leave behind their other teaching

140 Gordon Sayre, “Plotting the Natchez Massacre: ageRdu Pratz, Dumont de Montigny,
Chateaubriand,Early American Literature7, no. 3 (January 1, 2002), 382.
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duties such as catechism or plainchant instruatiben the ratio of students to teachers
was so large'?

The music taught or performed in the convent orspachurch for special feast
days by the New Orleans sisters is part of a bigtary. The other convents in our case
studies had a strong tradition of music for witthie convent and for external ceremonies
in the community, as well as a large collectiomufsic that we know were performed
within the cloistered walls for both the closed ecoumity and the rest of the churchgoing
public. What, then, happened to all the music detsine pieces found in the Ursuline
Manuscript and the chant pieces that were patiefegular daily music where chant
would have been performed? Did the two soldiers sdmy the motet recorded by
Mademoiselle Melotte perform the piece from memdy?they have a manuscript or
print copy of this motet from which to learn it? Bis particular motet in two parts
composed in the seventeenth or eighteenth cen@ry®as it part of an earlier tradition
from the sixteenth century? Perhaps it came fraartrddition of adapting an existing
piece to fit a situation with limited performingrées. | can only speculate on these
guestions in the absence of physical evidencen,|lvawever, deduce from other,
circumstantial evidence, such as the Québec-NeeaBsl trade route, the first person
references to music—that may or may not have begmnedsuper librum*? such as
the motets in four voices—the seventeenth-centarfopming traditions at the Ursuline

Convent in Québec, by the Augustinian sistersattbtel-Dieu houses in Québec and

41 Based on Clark’s numbers of nuns and countingtissible number of pupils including the 30 orphans,
the boarders, and the regular day students, myhroalgulations produce a ratio of 10:1 or 11:1.

142 Jean-Paul Montagnier, “Le Chant sur le livre aullX¥siécle: les traités de Louis-Joseph Marchand et
Henry Madin,”Revue de MusicologiE. 81, no. 1 (1995): 59-60.
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Montréal, and the seventeenth- and eighteenth-gentatets and plainchant found in the
Saint-Cyr archives, that in addition to the sumg/manuscript in New Orleans and their
daily devotional music, the religious women in Lsiana were at the very least familiar
with other compositions. This knowledge supportsspgculation that the revised and
arranged chants by Nivers could have been paheoLbuisiana sacred music repertoire.
Before the sisters in New Orleans were given theicnmanuscript their musical
activities are essentially unknown outside of tegumptions that they continued the
singing of the divine office and the few first-pansaccounts we have from their first few
years in Louisiana. Between their arrival and 1#&number of nuns in the convent
fluctuated between ten and twelve sisters withwadbsix nuns in 1731.This could have
prevented any extracurricular musical activitieséhese of the many responsibilities the
nuns had to their boarders, day students, andctipgsation of the thirty orphans after the
Natchez massacre. However, as noted in Chapteedinning in 1730 a group of
laywomen approached the sisters asking to stasgtvadmen’s confraternity. This group,
consisting largely of women from the well-to-do fées in the colony, took on the task
of spreading the Gospel, teaching catechism, pirgpgirls to be good Catholic mothers,
and generally doing the Ursuline mission outsidéhefconvent walls. This must have
been a tremendous relief to the religious womehenconvent because they could then
focus their attention on internal activities. Aftéf50 the number of the nuns increased to
fifteen, reaching a high of seventeen members &3 1the year they acquired the
Ursuline manuscript*® | can also speculate that the gift of the manpsty the father of

one of the pupils in the school happened at theegamne as the number of nuns living in

143 Clark, “A New World Community,” Appendix One, 30D% This appendix is essentially a census of the
convent population between 1727-1803.
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the convent increased may be more than a coinadétdter the sisters acquired the
manuscript, did they actually use it in or for penhance? In my personal examination of
the manuscript and a high-quality photo reproductibthe Williams Research Center in
New Orleans (the research institution for the Histblew Orleans Collection) | observed
that the edges of many pages show signs of regsé&rthe printed versions | have
examined for this study show little signs of wead #ear and were likely purchased by
“people of piety to use at homé* who promptly left them on the shéff Based on its
layout, and content, this manuscript (and the pdntersion on which it is based) seems
ideally suited for their pedagogical purposes andliction of pieces that could easily
be integrated into their educational mission, whictludes music and music instruction.
In my earlier observation the Ursuline Manuscrgidiligently copied score made from
a printed original; it contains 294 pieces of mupitmarily spiritual songs of devaotion,
with many of the most well-known composers of s¢égenth- and eighteenth-century
France represented. Many of the pieces in theatmleare parodies; the original secular
text has been replaced with a religious text, winilether instances the original work was
an instrumental composition (with no text), andchered, non-liturgical text has been
added. The pieces in the manuscript, in a mannalasito the music found in the
collection in Québec and the pieces produced ®ctmvent school in Saint-Cyr, lend
themselves well to a group of people who had lichgerforming forces. To reiterate, the
pieces from Saint-Cyr and some of the pieces filmenQanadian collections were either

adapted for use by smaller performing forces (soloe or solo voice with basso

144 Mark McKnight, “An Eighteenth-Century Manuscripbf New Orleans,” (paper presented at the
annual meeting for the American Musicological Stciélew Orleans, Louisiana, November 1-4, 2012).

145 The printed versions are available online; deilsh as year of publication and library sigla giie
Chapter IV.
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continuo) from existing pieces designed with adargnsemble in mind, or composed
specifically for a group of performers that eithed no means of singing or playing a
bass voice or had a limited number of performesslable. Thus some of the pieces in
both collections were for two equal voices withauiasso continuo.

| return here back to the convent case studiesdonfirm the importance of
music in the daily activities of the Ursulines. Téwnvent house in Novara, Italy, was
deeply involved in music, and the young ladieslvin this convent received musical
training on the professional level. The music pcastin the convent house in Québec, as
well as its large collection of music in the araswhat it began collecting as early as the
1640s (not to mention the existing tradition ofgeng plainchant), and the music
practices of the Jesuits in Canada at the sameatsniiee Ursulines, demonstrate that
having music, regardless of where they were, wamanortant part of their daily lives, as
well as their mission. And, finally, the convenheol in Saint-Cyr provides us with yet
another example of Ursuline music practices anattution that clearly had high
expectations for the young ladies in residence.

The essence of the compositions contained in thrustaipt, the history of
similar compositions in two other French Ursulimaeents, the first-person accounts of
a group of women singing music in two to four pattte format, contents, and sequence
of the pieces in thRecueilan the Ursuline Manuscript (which includes altdiva
means of performances written in the margins ¢he@ends of several pieces in each
Recuei) all point to an excellent fit between the perforghforces of the nuns in New

Orleans during the French colonial period, andéxé of the pieces in the five-category
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sequence noted above, appear particularly condteiteaching the Catholic way of life
by the Ursulines.

Even if the manuscript was not created specifidaltythe Ursulines, there
appears to be an inherent pedagogical order tRéiseeilsthe ordering of the material
would make it attractive to the sisters and thagsmon. When we consider that the
contents of the manuscript is ordered to tell aystoat was designed for people of piety
to use at home to help guide them in their Chmnglilzes, and that the nuns received the
manuscript from a student’s father, the Ursulinenikcript seems a good teaching
resource for a school that considers music an &#akpart of the curriculum. The
language of the collection—French instead of Lgioetic but not complex—also
appears to have helped make the Ursuline Manusmiptucive to teaching literacy not
only to new converts to Christianity whose nati@eduage was not Frenchbut also to the
French citizens in the colorf§® Of these French natives, Mademoiselle Hachard
observes that many seem to have lost their way sintving in New Orleans. They
appeared somewhat less refined than she expeciayaae in dire need of the Ursuline
ministry to bring them back into accordance witkittFrench Catholic root$” The
French-born colonists, perhaps seeking a tetheldtérance, could hold onto the music
provided by the nuns as a reminder of their previoues. This musical connection to the
ancestral homeland takes the form of parodies fs@oes that were well-known in
France and disseminated either by the composerthaiidespective publishers or

illicitly, as we will see in the case studies inapker V.

146 The newly converted included Native Americanserely arrived African slaves, and any other non-
French speakers.

147 Clark, Voices Kindle Edition, locatior195, 9%.
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CHAPTER IV
THE URSULINE MANUSCRIPT AND ITS LIKELY USE IN EIGHT EENTH-

CENTURY NEW ORLEANS

In the first chapter | presented detailed inform@tbout the Ursuline
Manuscript, how and when the sisters of New Orledotained it, and the circumstances
surrounding its appearance in New Orleans. Indhapter | will briefly revisit the
physical layout and provenance of the Ursuline Manpt; compare the manuscript to
the three printed sources of the music used instindy, the collection calleldouvelles
Poésiesand then discuss the contents, format, and wiyJtisuline Manuscript was a
possible resource used by the religious women in @deans in the second half of the

eighteenth centurd® Finally, | support my argument that the UrsulinarMscript was

148 The three printed sources that | have examined are
F-Pa:Nouvelles Poésies Morales sur Les Plus Beaux Aila dlusique Francoise et Italienne avec la
Basse: Fables Choisies Dans le gout de M. De Ladtoe, Sur des Vaudevilles & petits Airs aisés a
chanter, avec leur Basse & une Basse en Mufiedeueild-VIll), Paris, P. N. Lottin, J. H. Butard, 1737.8
vols. in-8 obl. 72 p., 72 p., 44 p., 44 p., 44 p., 44 p.p56
http://gallica.bnf.fr/ark:/12148/btv1b525019272/fil3age.r=Nouvelles%20P0o%C3%A9sies¥%20morales%
20sur%20les%20plus.langEN

US-DN, 1737Nouvelles Poésies Morales sur Les Plus Beaux Aila dMusique Frangoise et
Italienne avec la Basse: Fables Choisies Dans lg de M. De La Fontaine, Sur des Vaudevilles &tpeti
Airs aisés a chanter, avec leur Basse & une Basddesette. Recueil I. 6 liv. broché.. Paris, Frano®T
Digital Library. http://digital.library.unt.edu/ark:/67531/metadc649

NL-DHk, 1752:Nouvelles Poésies Spirituelles et Morales sur Llas Beaux Airs de la Musique
Francoise et Italienne avec La Bas&n y a joint des fables dans le gout de m. de Lretdioe, sur des
vaudevilles et petits airs aisés a chanter avecl&sse et une basse en musette
http://books.google.com/books?id=EQtWAAAACAAI&PY=PIRIpg=PT74&dg=Nouvelles+Po%C3%A9
sies+Spirituelles+et+Morales&source=bl&ots=NCXd Q& sig=n1-9zvpZf-
X0iOK2rCSxDy1miXQ&hl=en&sa=X&ei=6X40U8KVE43noASbzaDw&ved=0CGQQBEAEWCA#v=0n
epage&qg=Nouvelles%20P0%C3%A9sies%20Spirituelles¥8aP@Morales&f=false

| have also examined the microfilm of the Londonitigh Museum print (GB-Lbl; 1737Recueild [
VIII] 8 vols. in-8° obl. 72 p., 72 p., 44 p., 44 p., 44 p., 44 p.p9pand have personally examined the
original Ursuline Manuscript in the Historic Newl€ans Collection, a microfilm of the manuscript, as
well as physical and digital photo reproductiong.of will sometimes refer to the Ursuline Manugtras
the manuscript, and the printed versions takerectillely as the Nouvelles Poésies; when referong t
specific print the respective RISM library sigladhiie added in parentheses, e.g., Nouvelles PofsiEg)
indicates théNouvelles Poésigwrint in the Bibliotheque de I'Arsenal, Paris, Z73he Ursuline
Manuscript collection of fouRecueilg1736) predates the Nouvelles Poésies collectbrightRecueils
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likely used by the Ursuline sisters in the musarad religious educational work through
eight case studies of specific pieces that wilvfte not only a good cross section of the
rest of the manuscript but will also demonstrate bize 294 pieces in the collection, all
for solo voice and basso continuo, are in accorelanth the religious and teaching
mission of the Ursulines. The last piece in theecgsdies is included because its unique
characteristics help illuminate the exclusivendgb® Ursuline Manuscript compared to
the Nouvelles Poésies; it contains information tea@digenous to the manuscript and is
not found in the prints. The chapter discourse aisludes the spiritual and rhetorical
alignment of the case studies to the manuscripi’Eational template, and, as part of my
conclusion to this chapter I will suggest reasohy the particular case studies were
appropriate for educating the pupils in the Ursailsichool.

In 1754, a little more than a generation afterrtheiival in Louisiana, the
Ursulines of New Orleans were given a manuscriptiga of music for solo voice and
basso continuo. This manuscript is significant s history and historical performance
practice because it is the only known surviving ima$ this type from the French
colonial period in the Louisiana Territol§? The Ursulines of New Orleans were in
possession of this manuscript until 1998, whenrei$ @cquired by The Historic New

Orleans Collectiori>® Today known simply as the “Ursuline Manuscriphistcollection

(1737). The pieces in the Ursuline Manuscript drab¢ pieces may come from the Nouvelles Poésies
prints of 1730 Recueill, F Pa; Pc; Pn), 1731-3R¢cueildl and Ill, F Pc; Pn), and 173Récueild-VI, F
Pc; Pn).

149 Alfred Lemmon, “Ursuline Collection Yields Rare Mascript,” The Historic New Orleans Collection
Quarterly 18, no. 4 (Fall 2000), 10; John Koegel, “Spanistt Brench Mission Music in Colonial North
America,” Journal of the Royal Musical Associati®86, no. 1 (2001): 1-53; and John H. Baron, “Music
New Orleans, 1718-1792&merican Musi®, no. 3 (October 1, 1987): 282-290, all dischss t
significance of the manuscript.

150 emmon, “Ursuline Collection Yields Rare Manustif0.
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of 294 compositions was copied by hand from a pdrdollection calledNouvelles
Poésies spirituelles et moral@aris 1737} It is not known whether the nuns in New
Orleans used this for teaching purposes or for then worship, but based on my
analysis of the content, layout, and specific indions contained in the Ursuline
Manuscript, | argue that it appears well-suiteth®educational mission of the nuns in
New Orleans, and was probably used by them in thasical activities. Although it is a
faithful copy and in many respects identical, thee a few deviations in the manuscript
to warrant a comparison of both the manuscript@nded versions oNouvelles
PoésiesFor example, the manuscript contains fBecueilsof music with a note in the
preface claiming that a fiftRecueilhad been planned. The various print®ofivelles
Poésieshowever, contain as many as eight volumés.

The Ursuline Manuscript (and the printed versiag)ears to be designed as a
teaching tool, and based on the indications ginehe preface, that the collection is
designed for people of piety to sing together anldet used at home. The book itself is
roughly 254mm x 305mm (10” x 12”) in an oblong @=scape) format, while other

printed versions exist in quarto and in octavo faisi® The pieces in eadRecueilare

*IThe Bibliothéque de I'Arsenal print is availabldioa:
http://gallica.bnf.fr/ark:/12148/btv1b525019272/fil3age.r=Nouvelles%20P0%C3%A9sies%20morales%
20sur%20les%20plus.langEN

152 Claire Picaut, “Les Nouvelles Poésies SpirituetieMorales (1730—1737): Contribution & I'histoite
la musique spirituelle en France au XV#iécle” (Paris, EPHE, 2012),
http://www.theses.fr/2012EPHE401Bicaut discusses in detail the eight books of\thevelles poésies
spirituelles et moralethat were published in Paris by Guillaume Despdean Desessartz, Philippe-
Nicolas Lottin and Guichard between 1730 and 1F8r.my study | am comparing the Ursuline
Manuscript with the two publications of 1737 anetdrom 175The 1752 print is not part of Picaut'sdis.

133 RISM 1730: (1eRecuei) in-4° obl. 72 p. (D B-MG, F Pa; Pc; Pn; VN; US Cn; NYAY31 [1732]: 2me
Recueil [3meRecuei] 2 vols. 74 p.; 45 p. [in4obl.?] (D LEm; F Pc; Pn); 1733: I-[\Recuei, 6 vols. in-
8°obl. 74 p., 44 p., 44 p., 44 p., 44 p. (D LEm;d Pn; Pa; VN; GB Lbm); 1737Recueild-VIII) 8 vols.
in-8° obl. 72 p., 72 p., 44 p., 44 p., 44 p., 44 p.p5@ Be; F Pc; NL At; DHk; US NYp); 1737Recueils
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grouped according to the following templat®uanges de Dieu, Misteres de Notre
Seigneur J[ésus] Cfhrist], Vertus, ViceandLes IV Fins de 'THommeéThese categories
of devotional songs do not exactly match the Caseclof the Catholic Church but they
do correspond approximately to the overall viewpiaise and profession of faith, the
mysteries of Christ’s life, the benefits of a vots life, what happens when life is not
lived virtuously, and how one’s life decisions amanifested at time of death. The
sequence of the manuscript categories functioméalig as a refreshrer course in
Christian doctrine for catholics in need of redttaent to their faith. The collection
contains pieces that are designated in the indéeiag either Moral (in red ink) or
Spiritual (black ink) pieces. Throughout the mamié¢he music is clearly notated in
black ink and the texts for all of the songs ar#tem in red ink. The printed versions of
Nouvelles-Poésidadicate thechansons morales the indices with an asterisk. Other
scholars making this observation have been lessdiear, giving the impression that the
texts to the moral songs are written in red inklevthie spiritual song texts are in black
ink.

Many of the compositions in the collection includstructions for performance
alternatives such as transposition, clef changeoime type. These alternatives to
performing forces when combined with the perforngasieggestions given in the preface,
which states that most of the pieces in the catlaagnay be rendered on the harpsichord,

bass viol, violin, and the German flute, these saoifer a cornucopia of performance

I-VII) 7 vols. in-8° obl. 72 p., 72 p., 44 p., 44 p., 44 p., 44 p.pgB Bc; E Mn; F LG; Pc; Pn; Po; GB
Lbm; US Bp; LA; NYp).
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options for anyone who possessed the music Bdkis abundance of possibilities
would have worked well for the group of nuns wheely had only soprano, alto, or high
tenor voices at their disposal and limited instratakopportunities. Regardless of the
intention of the original compiler, this sequenéenaterials forms a logical outline for
teaching Christian doctrine. As we examine spegigces in the manuscript we will see
that the adaptation of the original pieces intartparodies also seems to be made
consciously.

The songs in the collection are primarily spiritaahgs of devotion, and are, with
the exception of Desmarest’s settings ofltbaanges de Diewparodies of instrumental
and vocal original$®> These changes to the originals make the paroddéssuited for
use by the Ursulines in their mission of educa#ien will demonstrate in the case
studies. The two-part setting of the composittdhimcludes instructions for alternative
means of performances, primarily in the exchanganefvoice type for another, usually
substituting a higher voice for the one notatethatstart of the piece, and, as |
mentioned earlier, the instrumentation is not dpegti EachRecueilof the manuscript

adheres to this plan found in the Nouvelles Poésiith two exceptions that appear to be

%4 TheAvis translated in Appendix E, not only tells us ttret manuscript contains music by some of the
most esteemed composers, the subject headings tdrtiplate, but that the second Recueil is enriblyeal
French and an Italian cantata. It also containsrg&ns for alternative performing forces so thae
person could sing all the pieces, but it is intemdily arranged so that there are few page turosssary,
giving the performer the option of singing whilecampanying her- or himself on an instrument. This
information provides additional support that suatolection could be used more easily in a comnyunit
that had limited performing forces but with a ttamh of being highly competent in their music prees.

135 There are several studies and articles on saeedljes from secular songs in the seventeenth igentu
listed in the bibliography and cited in my narratity goal here is to demonstrate the similaritineen
the Ursuline Manuscript and the many anthologigsasbdies printed by Ballard and others. For ailgeta
discussion of the sacred parody repertoire | résfereader to those particular writings.

%6 There are exceptions here as well. Some of thegoositions have divided parts in either the treble o
bass voices.
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intentional deviations. These variations to théemion’s template, both composed by
Campra, are found in the secdRdcueil This section of the manuscript begins its first
page with a section callécharmes de la Musiqusubtitled La Sacrée, and its incipit
reads “Viens ma Lyre, par tes charm&¥.It returns to the original arrangement on the
next page. The other exception appears on pag€d s8Recueilll. BetweenVicesand
Les IV fins de I'hommihere is a short cantata, “Attentif, & ma voix, aiisection called
L'Avenir.®® Thus, even if the manuscript was not created fipaity for the Ursulines,
we have to view what appears to be an inherentguefiical set up of thRecueilsone
that would make it attractive to the sisters. Whwenconsider the following: the way the
materials are ordered to tell a story, and thattikection was “designed for people of
piety to use at homée?® the two deviations to its internal arrangemer, ahique
instructions found in the Ursuline Manuscript amd im theNouvelles Poésieand the
fact that the nuns were given the manuscript bydttesr of one of their students (at a
time when the convent’s population had increasewsl by a factor of three since their
arrival and when the first Lay Confraternity hacben existence for a generation), the
Ursuline Manuscript seems to be a good teachirmures. The language of the
collection—French instead of Latin, poetic but nomplex—also helps to make the
Ursuline Manuscript conducive to teaching literacy only to new converts to
Catholicism and the French language, but alsodd-tiench citizens in the colony and

any other group of people with whom the sisterseantontact, such as Native

157 Manuscrit des Ursulines de la Nouvelle-OrléaNsw Orleans: Historic New Orleans Collection,
Williams Research Center, 1736, 2éRecuei) 1.

158 Manuscrit des Ursuline2éme Recueil, 58—61.

139 Mark McKnight, “An Eighteenth-Century Manuscripbf New Orleans.” This information is also
found in theAvisof all of the primary sources used in this study.
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Americans, slaves, free people of mixed race, aycbther non-French speakéfSThe
latter group, perhaps seeking a tether to old Farmuld hold this music as a reminder
of their previous lives. The pieces used in thedadies are listed here by composer,
original title, and other identifying data, folloadidy information about the parody,
beginning with the incipit, and any additional iti&ars in the manuscript. The pieces in
the case studies were chosen because they areaefattve of the rest of the works and
composers found in the manuscript. Within this grofieight pieces are genres that were
widespread—solo keyboard music, instrumental chammoesic in the form of a dance
suite and arrangements of popular songs, the aiode solo motet, and cantatas in the
French and Italian styles—and by composers who e#her well-known during the

reign of Louis XIV or by those who toiled in nedyszurity. Not all the pieces in the case
studies were exceptionally popular in their daythetpieces by Couperin, for example,
were well known in France before they were publishieir inclusion in the manuscript
and subsequently in the prints, and thus, in tlse studies is because they represent
popular pieces by a popular composer that werecaisolated as parodies before being
printed in their original form. The works by BagiiHotteterre and De Bousset/Hotteterre
are representative of a type of music that was spdead in its original form (air de

cour), as a parody (devotional airs), and as angament into instrumental chamber
music (ornamented airs and brunettes) that denaiastthe flexibility of the air de cour
genre and how easily it could be repurposed foresbimg other than its original use; the

Avisat the beginning of the manuscript notes thabiitains “variations in the style Mr.

160 Eccles,The French in North Americd 84-89.
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Lambert,” of which the parodies by Hotteterre argt jwo of severd®* The musical
pandemic of Italian music or French music writterthe Italian style is further noted in
theAvisand supports my use of the Danielis/Cazzati no#atate italienne, as well as
the Campra solo cantata which, based on the styleeaecitatives, is clearly written in
the Italian style, and similar to his Latin solotets,Motets a voix seuld.ivre Troisieme
(1703)*2 The compositions in the manuscript have an adtitidesignation of either
spiritual or moral. The songs in the case studiesH in the spiritual category; the
chansons moralesiake up just 18% of the 294 pieces in the manpisand Recuell I
contains no songs with such a designatidre majority of music in the manuscript is
found in theVertussections and is represented in four of the eighéstudies, while the
Misteres de Notre Seigneur J[ésus] C[hristhke up 17% of the total number of
devotional songs and are thus not included hereagh case study is presented, part of
the discourse includes an additional suggestioftganclusion here.
Francois Couperin(1668—-1733)

Original: “Les Bergeries,Deuxiéme Livre de Pieces de clavecin, Sixieme Ordre

(1716-17), Rondeau, Naivem&tt

Parody: “Dans les cieux, et nos coeurs,” Premi@uRi, Vertus p. 40, voice of

L'Esperance.

181 Michel Lambert (1610-1696) was the most prolificnposer of airs de cour in the second half of the
seventeenth century. The manuscript’s refereneggimminent composer of a particular genre is aroth
reason for including two of these types of piecethe case studies. A facsimile and translatioth@fAvis
is given in Appendix E.

162 André CampralMotets & voix seuld.ivre Troisiéme (1703).
http://conquest.imslp.info/files/imglnks/usimg/9/8ASLP307162-PMLP204187-Campra_A -
Motets 3 1703 .pdhccessed 22 March 2014).

183 Francois CouperirRiéces de ClavecjiMonuments of Music and Music Literature in Fadkird (New
York: Broude Bros, 1973).
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Francois Couperin
Original: “Soeur Monique,Troisiéme Livre de Pieces de clavecin, Dix-huitiéme
Ordre (1722), Rondeau, Tendrement sans leftéur
Parody: “Consacrons nos airs, et nos concertsihiereRecueillL. ouanges de
Dieux p. 12, Rondeau, leger gratieux et louré
Bertrand de Bacilly*®® (1625-1690)acques-Martin Hotteterre (1674—1763)
Original: Rochers je ne veux point quéjts et Brunettes a Deux et Trois Dessus
pour les Flates Traversiéres . . . Ornez d’agremeasMr. Hotteterre(c. 1721)
Parody: “Echos, qui répondez,” Deuxieme RecueibQVertus Air, Lentement;
Double et couplet: “Valons rétentissez;” subhead8entiments de Penitence
Jean-Baptiste Drouart de Boussef1662—-1725)Jacques-Martin Hotteterre
Original: “Vous qui faites votre modelleAirs et Brunettes a Deux et Trois
Dessus pour les FlOtes Traversieres . . . Ornegréiamens Par Mr. Hotteterrg.
1721);Dixieme Recueil d’Airs Nouveau Serieux et a Boirecomposez par Mr.
De Boussef1711)°°
Parody: “Trop heureux est ’lhomme fidelle,” Prenfracueil, p. 49Yertus Air

gratieux-leger, subheading Fidelité a Dieu

%% |bid.

185 Bacilly’s first name of Bertrand instead of Bérégis confirmed in Frédéric Michel, Communication &
la journée d’'études “Bacilly et [d%emarques curieuses sur I'art de bien chafiterganisée par Jean-Noél
Laurenti (Tours, CESR, 28 novembre 2008); and ridcned by Laurent Guillo and Frédéric Michel,
“Nouveaux documents sur le maitre de chant BertdenBacilly (1621-1690),Revue de Musicologig?,
no. 2 (2011): 269-327.

1% De Bousset score taken frdtip://imslp.org(accessed 21 March 2014)
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Marin Marais (1656-1728)
Original: “La Musette,” Suite No. Rieces de viole, Troisieme Liv(g711)°’
Parody: “Agréable solitude,” Deuxieme Recueil, , Bertus Musette en
rondeau, Léger et gratieux, subheading La Solitude
Maurizio Cazzati (1616-1678)
Italian Original: “Sunt breves mundi rosae,” frdvtotteti a voce sola . . . libro
ottavo(Bologna: Giacomo Monti, 1678}
French Original: “Sunt breves mundi rosae,” frdfatets choisis de différents
auteurs italiens et francais, livre(Christophe Ballard, 17127
Daniel Danielis(1635-1696}"°
Parody: “Tout passé dans le monde,” Latin subti@antate italienne; Sunt
breves mundi rosae,” Deuxieme Recueil, p.L&A IV fins de I'homme
Outliers:
André Campra (1660-1744)
Cantate, L'Avenir; Recit: “Attentif a ma voix,” Ail.égerement: “Pécheur, cet

Oracle,” Recit: “Et vous, sages mortels,” Air ddago(t italien, Légerement:

7 Marin Marais, “Piéces de Viole (Marais, Marin)M$LP/Petrucci Music Library: Free Public Domain
Sheet Music, 'http://imslp.org/wiki/Pi%C3%A8ces_de_viole (Maraislarin) (accessed March 19, 2014).

188 Maurizio CazzatiBologna. I| ed. Anne Schnoebelen, vol. 7, Solo Motets froem3kventeenth Century
(New York: Garland Pub., 1988).

189 Rosalis bibliotéque numérique de Toulouse, “Suavés mundi rosae,”
http://numerique.bibliotheque.toulouse.fr/cgi-

bin/superlibrary?a=d&d=/ark:/74899/B315556101 CORIBD 10#.UzH7FoWjN8Kaccessed 19 March
2014).

170 catherine Cessak!oeuvre de Daniel Danielis (1635-1696): cataloghématiqueParis: CNRS
éditions, 2003), pp. 204-05, identifies this piasea parody of Maurizio Cazzati's (1616—-1678) “Sunt
breves mundi rosae.” Mark R. Elli&,Chord in Time: The Evolution of the AugmentedhShom
Monteverdi to Mahle(Aldershot, England; Burlington, VT: Ashgate Pshing, Ltd., 2010), 47, also cites
Cessac’s work in his discussion of the augmenteti shord in the music of Danielis.
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“Voyez la gloire;” Deuxiéme Recueil, pp. 58-61,WweenVicesandLes IV Fins

de 'lhomme
Toussaint Bertin de La Douég(1680-1743)

“Dieu tout puissant,” Deuxieme Recueil, p. ¥ertus Air, Lentement,

subheading Conversion parfait.

These particular pieces represent some of the walsknown composers and
genres during the reign of Louis XIV with the pdsisiy that some of the music would
have been recognized by the French colonists in @deans. They were also chosen
because of particular characteristics, such asgdsaim musical textures in the process of
mutating into the parody, (Couperin, “Les Bergetidsarais), a pre-existing parody put
into a collection of music that is largely compds# parodies, called a motet in its
original form and &antate italiennen the manuscript (Daniel Danielis), two piecesaby
composer who is not named anywhere in the manuadmtpvhose work is clearly part of
the collection of pieces (Hotteterre), an instrutakpiece that was made into a parody

before its first publication (Couperin§oeur Moniqug*"*

one of two pieces that are not
part of the five-section distribution of themeglie manuscript/?and a composition that
contains an instruction for alternate performingcés that is found in the manuscript but

not in the printed versions (Bertin).

"1 Byron Sartain, “The Manuscript Dissemination o&gois Couperin’s Harpsichord Musi&arly
Music41, no. 3 (August 2013), 381.

12 The first piece that deviates from the templateeaps as page one of the Deuxiéme Recueil arteis ti
Charmes de la Musiquevith a subheading Sacrée and will not be disclbsee because it is not unique to
the Ursuline Manuscript. This piece, a Rondeauguaément, is one page long and is immediately
followed by pieces in the existing template.
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The Ursuline Manuscript contains both original casigons and parodies, and
all the texts are written in French There are two compositions whose original tex¢s ar
in Latin, indicated at the beginning of each pigbeCantate italiennéTout passé dans
le monde,” by Danielis, and the Air lent, “TandisegBabilone,” subtitled “Super flumina
Babilonis Ps. 136,” by Michel-Richard de Lalandé47-1726). The French texts of the
parodies are not literal translations from the h.atiiginals but do convey similar
sentiments. The Latin text of Cazzati's motet,gbarce for the Danielis parody, is given
in the case study. In all the parodies a sacreatjiturgical text has replaced the original
secular text, or, in the case of instrumental oatg, the same type of sacred, non-
liturgical text has been added. All the pieceshim inanuscript have an underlying
devotional theme similar to the abundance of dewati songs found in the collection of
airs de dévotiopublished by the Ballard house in the mid-severiteeentury* In
these song books of seventeenth-century parodseastied by Catherine Gordon-Seifert,
the changes in text “created a discourse that pusied the pious and the sinfdi>The
Ursuline Manuscript, and its related print versiaesessentially one large book of
devotional airs that contain songs with the sareentitic contrasts—in particular those
pieces that come from the saaiede courtradition—as those songs found in the Ballard
prints ofairs sprituels In the two texts of thair de courstyle songs by Bacilly and De
Bousset (a side-by-side comparison is given ircse studies), the change from despair

to encouragement still maintains some of the playsind philosophical meaning of the

3 The original compositions are theuanges de Dieby Henry Desmarest.

14 Gordon-Seifert, “From Impurity to Piety,” 268. these song collections of 1656, 1658, 1662, thé poe
Francois Berthod created devotional parodies fanam from love songs by “prominent French
composers.”

175 hid., 284.
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original. Within this overarching theme of devotjdhe format of the pieces in the
Ursuline Manuscript and Nouvelles Poésies is simida large body of repertoire
originally composed for larger performing forces brranged specifically for groups or
locations with smaller budgets and populations c8igally, works originally conceived
in three- or four-part textures are found as wdokone or two voices with and without
basso continuo. These extensive collections of crarg found in convent houses in
Canada and France (mid-seventeenth to early-eigiteenturies}’® printed books of
devotional songs for solo voice and basso continuse in Paris (mid-seventeenth to
early-eighteenth century) designed for useléyotegdevout secular womenj’ and
secular music with a documented performance p&dieind in the operas of Jean-
Baptiste Lully}’® that demonstrate a similar reduction of perfornfimges during texted
parodies in his ballet music. In addition to thperoire found in the convent houses in
Saint-Cyr and Canada and their respective sim#artb the music found in the Ursuline
Manuscript, the opera parodies of Lully need taliseussed because of their similarity
to the songs in the Ursuline Manuscript (and Lullgresence therein) and the processes
that Lully’s originals sustained during their mumat The majority of the composers
found in the Ursuline Manuscript were among the tpopular in France in the

seventeenth and early eighteenth centuries. Anldose composers Lully was, if not the

most popular, one of the most well known. His papity was an important factor in the

178 These collections were discussed in detail in @frafl.

Y7 Gordon-Seifert, “From Impurity to Piety,” 270. Glam-Seifert also notes that the only copies of
particular counterfeit volumes of Bacilly’s songs\sve in Québec, 280.

178 Graham Sadler, “Theasse continuin Lully’s operas: evidence old and new,” in Jéedde La Gorce
and Herbert Schneider, ed@uellenstudien zu Jean-Baptiste Lully: L’ceuvre diyt Etudes des sources:
Hommage a Lionel Sawkinslusikwissenschaftliche Publikationen Bd. 13 (ld8tieim: Olms, 1999),
385-86.
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large number of parodies from the ballets and apefd.ully found in publications of

airs de courairs sérieux et a boireor similar collections, including at least 21 &rsal
pieces-"? Included in the total number of Lully’s seculadasacred parodies (in print and
manuscript) are pieces, either dances or instruaheampositions that originally had no
text. The performance practice of parodies withifiy’'s operas is presented in the
primary sources as having fewer performing forbes tthe original dance pieces. In the
operas of Lully the instrumentation makes a distomcbetween théasse de violoand
thebasse continughebasse de violopart contains all theymphoniesind choruses but
not the recitatives and few of the solo vocal awisile thebasse continueontains all the
recitatives and choruses but few of #ygnphoniesind very few of thairs de ballet

When the texted parody of the dance music was peéeo following the original air de
ballet, it was done with solo voice abdsse continu€® | make a detailed focus on Lully
because of the performance practice documented iopleras, as well as the existence of

the significant number of sacred parodies of Lallyiusic, including the presence of

9 R. Peter Wolf, “Review of Die Rezeption der Opkullys im Frankreich des Ancien Régime by
Herbert SchneiderJournal of the American Musicological Sociéfy, no. 1 (April 1, 1984), 168. | say “at
least” because at the time of his monograph (1$8Bneider notes that there is no adequate resofirce
French sacred melodies, and Wolf remarks that éuntbsearch and discoveries in this area will yikel
appear because of the then current lack of “sydiersidy of the resources.” Graham Sadler’s egsay
Quellenstudien zu Jean-Baptiste Lully: L'ceuvre diéyt études des sources: Hommage a Lionel Sawkins
Jérdme de La Gorce and Herbert Schneider, edsikivissenschaftliche Publikationen Bd. 13
(Hildesheim: Olms, 1999), in addition to discussihg performance practices of parodies in Lullyrape
Sadler’s is the only essay in the collection toradd parodies; Catherine Cessac’s essay, “Lesesourc
lullystes dans la collection de Brossard,” als@Qirellenstudien Zu Jean-Baptiste Lully: L'ceuvre diyi.
100, contains an Annex listing Brossard’s composdiby Lully. This works list includes two prints o
Nouvelles Parodies bachiqubat Cessac does not discuss these particulargiteetly; Gary
Moulsdale’s essay, “Robert Ballard'svre de différents autheurs a deux partié8-50, inQuellenstudien
Zu Jean-Baptiste Lully: L’ceuvre de Lyllgcludes a discussion of music from the Luibllets de cour
1662-70, that does not mention parodies but doesept a discourse on Ballard’s editorial processes
involved in arranging pieces into two parts. Adualital work in this area is beyond the scope of mggtIt
is sufficient to note the large number of sacresg@s made from Lully’s secular works and that
scholarship in this area has continued since Sdbrigi1982 work.

180 sadler, “Thebasse continui Lully’s operas: evidence old and new,” 385-86.
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untexted originals, puts his music and the praafoaeating parodies in accordance with
the instrumental music parodies for solo voice laasse continuéund in the Ursuline
Manuscript:®*

These examples of other parodies support my spenukhat the Ursulines of
New Orleans used the manuscript because they ey widespread practices of
making parodies of secular music for specific psgsy adapting instrumental music into
a vocal medium, and the performance practice aihaing music to fit the available
personnel. These practices were not only partvaraacular music “epidemic,” but also
were expected and anticipated by composers, pabtishnd the music-buying public
alike. The process of adapting existing music imppses other than what it was
originally intended is also seen in similar repee® found in other cloistered
communities that was created specifically for nelig institutions in need of sacred
music but had “performers of limited ability and dest means'®?

The pieces in the case studies are taken fromrstévfo Recueils because those
two books contain almost sixty percent of the cosjmns in the manuscript, and
because they also contain the pieces by JacquasiMimtteterre, the one composer in
the collection who is not identified by name. Tlase studies provide a cross section of

the music in its original form, and represent naycsome of the more well-known

181 Catherine Massip, “Michel Lambert and Jean-Bagtistlly: the stakes of a collaboration,” Jean-
Baptiste Lully and the Music of the French Baroglssays in Honor of James R. Anthaighn Hajdu
Heyer, ed., (Cambridge; New York: Cambridge UniitgrBress, 1989), 25-39. In this essay Massip
presents other examples of arrangements of Lutfyisic into the format found in the Ursuline
Manuscript, further supporting the pervasiveneghefadaptive genre in the musical environment in
France in the second half of the seventeenth cgrasrwell as providing more evidence of a blendihg
French and Italian styles into a common genre.

182 James R. Anthongrench Baroque Music from Beaujoyeulx to Ram@artland, OR: Amadeus Press,
1997), 21.
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composers from the time of Louis XIV but the préingi genres as well, such as solo
keyboard music, the solo instrumental suaies de coursvith ornamentedloubles solo
motet, and solo cantatas—the last two examplewatten in an Italian style, which was
another part of seventeenth- and early-eighteestitucy French music, the uniting of
French and Italian styleles godts-réunis-and pieces with alternative performance
instructions. This last case includes pieces wisitructions for alternative performances
found in the manuscript but not all the prifft8A discussion of all 294 pieces in the
Ursuline Manuscript is beyond the scope of thislgtthe case studies, however, provide
enough information, clarity, and evidence of the@mpassing themes of the five-part
division in each of the fouRecueils

My case studies support my speculation on theitiked that the music in the
Ursuline Manuscript was used by the New Orleansilsrss in their pedagogical and
Christian outreach because they cover a rangesoépifrom the simple to the complex,
contain music that was popular in France beforartaruscript was copied and before
the city of New Orleans was founded—this could hanevided a familiar part of France
that was missing in New France—a piece taken fitogrL&tin church music tradition
(Danielis’ parody of “Sunt breves mundi rosae”)dgmeces that required a skilled
performer capable of singing music with a largegea(fConsacrons nos airs”) as well as
virtuoso passage work (“Echos, qui répondez”). diseussion and analyses of the
pieces, their texts, genres, and skill requirepgesdorm them will further underscore my
argument that the manuscript, as a body of evidenaanusical mystery that, because of

the circumstances in which the manuscript fourelfiia the possession of the Ursulines,

183 performance instructions found in the manusciig86) are also found in the F-Pa print (1737), thed
NL-DHK print (1752), but not in the US-DN print (7).
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the contents of the manuscript in conjunction it available performing forces and
teaching resources, this collection of music waslusy the nuns. The reason it has
survived to this day is that, along with the corveémcuments on the administration of
the cloister, the Ursuline manuscript was justnasadrtant as any other physical
possession the nuns brought with them from Franeequired after their arrival. Some
of the earliest French colonists, and their chitdrdo were pupils of the New Orleans
Ursulines, may even have recognized the musicari¢ais Couperin; if not through the
original keyboard compositions then perhaps thrahghvocal parodies of his music.
Couperin, in fact, railed against the use of hisiméor popular or vernacular soh.
Marie-Madeleine Hachard, however, writes to hendathat she is stunned by the lack of
cultural and religious knowledge among the setilefsew Orleans®®

Eight Case Studie¥®

1. Francois Couperin, “Les Bergeries,Deuxiéme Livre de Piéces de clavecin, Sixieme

Ordre (1716-17), Rondeau, Naivement
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184 philippe Beaussanfrancois Couperintranslated by Alexandra Land. Amadeus Press, 1280
18 Clark, Voices location 983, 47%, and location 995, 48%.

186 Unless otherwise indicated, all translations ayeomn.
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“Dans les cieux, et nos coeurs,” Premier RecMattus p. 40, voice of L'Esperance,
Musette en Rondeau Leger et gratieux

Instructions for creating the basse continue.

Dans les cieux, Toward heaven

Et nos coeurs et nos yeux Our hearts and our eyes

Portent sans cesse nos regards, et nos Unceasingly direct our gaze, our sighs,
soupirs,

Et nos plus ardents désirs. And our most ardent desires.
La s’adresse Thence do we address

La tendresse The tenderness

De nos chastes feux. Of our chaste zeal.

Que nos sommes heureux! How happy we are!

Le Seigneur s’empresse The Lord hastens
D’entendre nos voeux To hear our vows

Des la jeunesse. From our earliest youth.

Sila vie If life

Déplait, ennuye, Afflicts and torments us,
Notre ame l'oublie. Our souls forget this.

Author unknown Translation: Charles Johnst8h

187 e Concert Lorrain and Anne-Catherine Buchéanuscript of the Ursulines of New Orlea®® (K617
Records France, 2002)
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In the first case study Francois Couperin’s hatpsid solo, “Les Bergeries,” (the
sheepfold), from hi®euxiéme Livre de Pieces de clavecin, Sixieme Qndithe guise
of the charactelt’Esperancewith the text incipit, “Dans le cieux,” that magve been
chosen because of its programmatic title and Caniggyopularity during his lifetime.
This piece was perhaps chosen for inclusion ircttkection of music with the idea of
bringing the sheep (parishioners) back into thd ttle church), and its implication of
salvation, or to at least remind them that patieahg a French citizen in the eighteenth
century required some connection to the churchmRtee colonial perspective, the so-
called people of piety mentioned in the prefacthefcollection, perhaps needed a
reminder or incentive that even though they wanad in New Orleans, they were still
part of the French flock.

The idea of a flock and combining it with the payesldemonstrated by
comparing the original harpsichord solo with iteehand four-part texture to the
monophonic reduction of the vocal parody. In thealawersion the melodic line is not
part of a larger texture; the melody is the mogiontant part of the piece. The sustaining
character of the drone shown in Example Il maynerpreted as the underlying or
omnipresent power or sustaining nature of God eiGhatholic Church. “Les Bergeries”
was a popular piece in France and is even foumlderibrary of Johann Sebastian
Bach!® Its popularity may have contributed to its inchrsbecause it may have been in

the aural experience of the people who owned tHeatimn, or it may have been familiar

18 Robert Lewis MarshalEighteenth-Century Keyboard MusBtudies in Musical Genres and
Repertories (New York: Schirmer Books, 1994), 141.
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to the colonists in Louisian&’® Setting lyrics to a well-known composition was an
established practice in France in the seventeertlemhteenth centuries, and for the
Ursuline nuns in New Orleans any cultural remnhat they could use to bring the
Louisiana sheep back into the French Catholic ¥addld be viewed as helpful. Within
the scope of the manuscript’s template (discusbeuey, the cardinal and theological
virtues of purity, charity, gratitude, and ferveedrought forth in the text. Using a piece
with a pre-existing joyous affect and setting ittwa text extolling the virtues of the
Christian life could also be helpful as a mnemateeice for reinforcing Catholic
catechism lessons.

The parody is transposed from B-flat-major to G-angputting it in a tessitura
that is more easily sung by soprano voices andhonttgoing into a detailed discussion
on tuning, temperament, and the varied interpitaton the relationship between keys
and affects in the eighteenth centtifythe key of G-major may be viewed and heard as
bright-sounding, B-flat as subdued. “Dans le ciecaiitains the same sixteenth-note
passage work of “Les Bergeries” but because thetexf the parody lends itself to a
group of girls or nuns singing in unison, the umdinlg motion of the sixteenth notes

representing the movement of sheep across rollitgg the level of virtuosity necessary

189 sartain, “The Manuscript Dissemination of Frang@@uperin’s Harpsichord Music,” 380-82. “Les
Bergeries” appears in twenty-seven manuscriptsvasal parody. As | mentioned earlier some of these
parodies were circulated before Couperin publighecharpsichord version.

190 judy Tarling,The Weapons of Rhetoric a Guide for Musicians amdighcegSt. Albans: Corda Music,
2004), 75-79, gives an overview of the vast infaioraavailable on the relationship between spesiéigs
and respective affects; In addition, Ross W. Dufflow Equal Temperament Ruined Harmony (and Why
You Should Carel)lst ed (New York: W.W. Norton, 2007); Bruce Hagr History of Performing Pitch:
The Story of “A”(Lanham, Md: Scarecrow Press, 2002); Joel Le€mmpositional Theory in the
Eighteenth Centur{Cambridge, Mass: Harvard University Press, 1932l Patrick McCreless, “Music
and rhetoric,” inThe Cambridge History of Western Music Thedityomas Street Christensen, ed., The
Cambridge History of Music (Cambridge, U.K.; NewrknCambridge University Press, 2002), 847-79,
discuss different components involved in the histafrkeys, rhetoric, affect, and tuning and temperat

in the eighteenth century, including the absencz wiified code for guiding composition.
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to achieve clarity in a solo voice is not needed group. All the pitches in the melo
will be covered by the group and the resulting @enance would likely include &
alternation of strong and weak notes, a seriinotes inégalesa widesprea
performance practice throughout Europe but pasditylprevalent in France in tt
seventeenth and eighteenth centui

2. Francgois Couperin, “Soeur Monique, Troisieme Livre Dix-Huitiéeme Ordre (1722
Tendrement sans lenteur
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Ursuline Manuscript, Preier Recueil Louanges de Dielp. 12, Leger gratieux
louré
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Solemn parody? Disrespectful parody* Ursuline Manuscript

Adressons nos Airs Ma bergere, 'Amour se sert Consacrons nos airs,
Et nos Concerts, De vos doux attraits Et nos concerts,
Adressons nos Chants  Pour nous plaire. Consacrons nos chants
Divers Ce Dieu vainqueur emprunte divers

A I'Autheur de I'Univers vos traits A I'Auteur de l'univers.
Let us bring our Airs My dear shepherdess, Love isLet us dedicate our airs
And our concerts using And our concerts
(choruses) Your sweet charms

Let us bring all our To give us pleasure. Let us dedicate

diverse songs This victorious god has our various songs

To the Author of the borrowed your charms To the Author of
Universe. the universe.

“Soeur Monique” achieved popularity before the ection of harpsichord pieces
in which it is contained appeared in prifit The first two parody texts above speak to its
widespread circulation in France and to its dowstieasily remembered melody. In
comparing the three texts it is clear that the atergpof the music in the Ursuline
Manuscript were aware of the parodies, especi@babse the brash pastoral version was
known to the French public at least one year betfug@ roisieme Livrevas published.
Couperin, too, acknowledges the parodies of hiksvaith the addition of scornful

remarks about them in the preface to the keyboarsiaiollection:® The song

191 philippe BeaussanfErancois Couperintrans. Alexandra Land (Amadeus Press, 1990), 309.
192 bid.

93| have not yet determined if Soeur Monique isteglao other pieces with similar titles written lween
the sixteenth through the eighteenth centuries.|&tian melody associated with the text “Madre moin
far monaca” has nothing in common with Couperirdspsichord solo, but the song tells the story of a
young girl forced to become a nun. The four-pattirsg of “Madre non mi far monaca” iBrove Music
Onlineis in the minor mode, has a different meter, acdrapletely different harmonic progression and
bass line. Biagio Marini’'s well-known setting of Monica is also significantly different from Coupgs
piece.

1941hid., 310.
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collectors and editors required only subtle chartgeke solemn parody in order
convet it from a song of offering to a song of praids.we see in the “Les Bergerie
parody, the parody of “Soeur Monique” in the UrsalManuscript is transposed fror-
major to Dmajor, which, as in the first example, gives theods a brighter qualitmore
suited to praise, and the transposition also psrtusic in a key more suitable
singing. The highest note in the piece, g” is stithin the range of girls and youl
women identified as sopranos and pieces with sirtelkssituras are typicof the solc
motets and solo cantatas known in France in thaeggth century. “Consacrons r
airs” does not have the same type of passage vidosity found in “Dans Is cieux,”
but its melody is filled with many leaps which cdydose a problem for the novi
singer. The popularity of the pie, however, could make negotiating the song

195

difficult because of its aural familiarit

3. Bertrand de Bacilly (1625-1690)Jacques-Martin Hotteterre (1674-1763),
“Rochers je ne veux poir
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1% sartain, “The Manuscript Dissemination of Frang@@uperin’s Harpsichord Music38(-82. “Soeur
Monique” appears in six manuguts as a vocal parod
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“Echos, qui répondez,” Deuxiéme Recueil, p.86értus Air, Lentement; Double
et couplet: “Valons rétentissez;” subheading: $eetits de Penitence

Rochers je ne veux point que votre eco Echos, qui réspondez, sur cette aimable
fidele Rive,
redise les malheurs dont je me plains a ne vous lasses jamais de repeater mes sons.
VOuS.

Echos who answer on this lovely shore,
Rocks | do not wish to be only your

faithful echo You never tire of my repeated sounds.
Say again the woes of which | complain to
you.

This third case study presents a vernacular sotigayparody that exhibits
familiarity with its appearance in an anthology amad in the original publication. The
original air, “Rochers je ne veux,” presents tharysbf a person who is tired of
repeatedly hearing his or her own lament, in strmograst to the parody, “Echos, qui
réspondez,” which relishes the opportunity to barrepeating echo. Bacilly’'s air set by
Hotteterre with his own added agréments is fourntiénlatter composeraAirs et
Brunettescollection that also contains several similar gapsongs. The common theme

between the two versions is the imagery of repgatiords and an echo; the original
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song, however, does not want to be part of an bahasks for something to be repeated.
The parody text portrays someone speaking diréatiiie echo as an entity or higher
authority, and the speaker appreciates being abilepeatedly express him- or herself.
Musically the two pieces are in the same key amdhate-for-note identical. There is one
difference in the music that shows an awarenefiseodriginal source on the part of the
manuscript’s compiler. Hotteterre’s setting of fiece includes two agréments that are
flute-specific, commonplace in his compositionsffate, and have specific instructions
for execution:° These two ornaments, thert-de-voixand thebattementindicated in

the music by the symbols V and | respectively, aloappear in the parody. Both
Hotteterre’s setting and the parody include a texterlay, but the full title of the

former’s version states that the collection isffote (Airs et brunettes a deux et trois
dessus pour lef{ites traversieresirez des meilleurs autheursemphasis mine) and not
voice, so the exclusion of the ornaments in theghars not surprising. The parody
version has fewer slurs than the original, butrtf@smas in both versions occur in the
same places in the music. This particular songyedisas the other piece set by Hotteterre
(“Vous qui faites votre modelle”), does contain sege work that may or may not have
been in the technical scope of one of the choisraut the vocal techniques displayed in
the piece are not much different from the sacreddias used by théévotesn mid-
seventeenth-century Paris. One significant diffeedmetween the two pieces infuses this

particular case study with irony. Many of the peaethe Ursuline Manuscript contain

1% Hotteterre'sTable des agrémenis found in the prefaces of his publications folosflute with basso
continuo:Pieces pour la flite traversiere, et autres instemts, avec la basse-continue . . . livre premier,
oeuvre secondéParis, Christophe Ballard, 170®ieces pour la flite traversiere, et autres instants,
avec la basse-continue . . . oeuvre second. Neugdltion . . . augmentée de plusieurs agrémentsuee
démonstration de la maniére gu'ils se doivent faéresemble une basse adjoutée aux piéces de dées fl
(Paris: auteur, Foucault, 1715); abduxieme livre de pieces pour la flite-traversiérautres
instruments, avec la basse . . . oeuvre(Paris, auteur, Foucault, 1715).
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specific instructions for performing the piece watldifferent voice in a different key.
The parody is presented here in only one key, Demand presents no option for a
performance alternative. Hotteterre’s setting gives clefs (C4 and G1) and two keys
(D-major and G-major), allowing for at least twdfelient approaches to performance. |
can only speculate that this two-fold performanpgom was an influence on including
the composition in the manuscript; other pieceh@case studies and throughout the
manuscript have two clefs at the beginning of tieegy or a suggestion at the end of the
piece that it may be performed by a voice typeeddht from what is indicated at the
beginning*®’

4. Jean-Baptiste Drouart de Boussef1662—1725)Jacques-Martin Hotteterre,
“Vous qui faites votre modelleAirs et Brunettegc. 1721)
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197 Appendices B-D lists all 294 pieces in the manipstry composer (B), incipit (C), and page (D) loét
manuscript in order of each Recueil.
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De Bousset’s origial air, fromDixiéme Recueil d’Airs Nouveau Serieux et a Boire
composez par Mr. De Bous
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“Trop heureux est 'homme fidelle,” Premier Recupil 49,Vertus Air gratiew-leger,
subheading Fidelité a Dieu
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Vous qui faites votre modelle Trop heureux est ’'homme fidelle,

De la constante Tourterelle Qui pour son Dieu brdlant de zéle
Que je vous plains dans vos amours Attend de lui tout son Bonheur.
You who make your model Far too happy is the faithful man,
From the faithful dove Who is burning with zeal for his

How sorry | am for you in your love (affairs) God
Expects of him all his happiness.

In this case study | have included the originabgiDe Bousset to demonstrate
the vocal tradition of writing melismas without sduand to help distinguish between
Hotteterre’s setting representing the instrumetngalition of including slurs when
adapting vocal music for instrumental performancgvall as using them as a possible
aid in recognizing groups of notes in specific baatthe measure. Hotteterre worked as
Flate de la Chambre du Rdowt his reputation during his lifetime was burttrh his
work as a teacher, primarily to aristocratic amegeand through his family’s instrument
making busines§”® Hotteterre’s music thus has a pedagogical undemeyrand it is
aimed at unpaid players of all levels. Hotteter@mates en trio pour les flltes
traversieres, flites-a-bec, violons, hautbois, &c(1712), have rudimentary technical
demands, while hik'art de préluder sur la fllte traversiére, surflate-a-bec, sur le
hautbois, et autres instrumens de dessus, avegrdkales tous faits sur tous les tons,
dans différs. mouvems. et différens caractere®euvre VIle(1719), directs the player
to a high level of technical facility through aigssrof preludes and exercises in many

different keys, including those with five flats ltarps in the key signatuigart de

1%8Ardal Powell, The Flute Yale Musical Instrument Series (Yale Universitg$s (2003), 72-74.
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préluderalso aims to imbue the player with the skill nsegg to improvise preludes in
different keys and affects. It is therefore nofpsising to find a piece which requires a
skilled performer in thdirs et brunettes

All three settings are in the same key but utittree different clefs, and the
music is identical in all three pieces, but, athm previous case study, Hotteterre’s
version includes the flute-specifigrémentf theport-de-voixandbattementand both
the parody and De Bousset’s original have idenstating different from Hotteterre’s.
What the parody and Hotteterre have in common eaith other are the grace-note
ornaments in measures two and four, ornaments Ded&b does not use. The use of
identical ornaments in the parody makes it likélgttthe compilers of the manuscript
were more familiar with Hotteterre’s publication (&21) than with De Bousset’'s
(1711). | make this assertion based on Hottetepefsilarity in Paris at this time,
compared to the abundanceairs de coumproduced in Part€* De Bousset's songs may
well have fallen victim to the genre’s popularitlyus putting his personal identity into
the realm of popular invisibility, while Hottetetsgorominence among the Paris
aristocrats would act as a beacon towards his gatimns. This example, similar to

“Echos, qui répondez” of Case Study Ill is als@magsin thedévotetradition.

199 powell, The Flute 62.
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5. Maurizio Cazzati, “Sunt breves mundi rosa&™®
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French publication of Cazzati, fromotets choisis de différents auteurs italiens et
francais

20 Originally from hisMottetti a voce sola8" book, Opus 65 (Bologna, Monti: 1678).
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Daniel Danielis, “Tout passé dans le monde,” Carnitatienne; Sunt breves mundi rosae,
Deuxieme Recueil.es IV fins de 'homme. 62

Tout passé dans le monde, All that passed in the world

Comme s'enfuit 'onde Flees as the wave

Et le tems qui tout dévore, And time that devours everything,

S'enfuit plus promt encore; Flees even more swiftly

Sans cesse, hélas, sans cesse. Constantly, alas, without ceasing.

La triste mort nous presse Death/The Grim Reaper presses us

Sans respecter personne. Without respecting anyone.

Sa faux moissonne, His scythe harvests,

Sans cesse, helas! sans cesse. Constantly, alas, without ceasing.
Sunt breves mundi rosae The roses’ time on earth is short
Sunt fugitivae flores The flowers quickly wilt
Frondes veluti annosae Just as the aged leaves
Sunt labiles honores Their honor is perishable

Translation: Marc Vanscheeuwijck
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The original piece in this case study comes fiMatteti a voce solgpublished in
1678 by Giacomo Monti in Bologna, and the Frendtiedcomes from the Ballard
publicationMotets choisis de différents auteurs italiens abgaisl 712. Both are scored
for solo bass voice and basso continuo. The pargdyanielis is also for bass voice and
basso continuo but his setting is in French and_abh and is not a literal translation of
Cazzati’'s original text. The Latin text is metaphal; the floral content represents the
transience of humanity while the French text iscdpsive and refers to a terrestrial
existence influenced by the presence of Death.uBkeof French for the parody, the
vernacular language more common in French convtkatsin monasteries because
convents had relaxed admission standards comparedriasteries, was more likely to
have an impact on the conversion and re-educafitedJrsuline pupils and the French
colonists, whose connection to the church sincéngaFrance was, according to Mme.
Hachard, merely a remnant of what it should bé lese discussed earlier. The original
motet fits the style of compositions found in thesline Manuscript, as well as the type
of music found in the convent houses in Canadaraadce (petit motet), and is thus a
good candidate for inclusion in the collection &mdthe sisters in their mission to
inculcate their fellow French citizens in the cotas well as their boarders and day
pupils.

The first line of music in “Tout passé dans le mehigias the identical notes in the

treble and bass parts; the rhythms are also idéntrdil the final word of each phrase:

“‘monde” is set to a whole note followed by a half@)mex9e . , the weak note of the bar

coincides with the unaccented syllable “-de.” Ire&ati’'s motet the rhythm for “rosae”
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(ro-sae) is a half note followed by a whole n#¢ @' The Bologna print uses

Qoo

coloration, refz. , but the proportion between the nigg¢be same as in the Ballard
version. The bass lines for both works throughfitts¢ note of measure six. Danielis has
a dotted-whole note, Cazzati a whole note follolwgc passing half note to measure
seven. The basso continuo figures are slightledgfit in measures 2-3 and 5-6; the

differences are the same each time. “Tout passe ldanonde” follows French

] : .
conventions in the figuret (mm. 2-3) Eﬁ‘%—é-—: (mm. 5-

76
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6); Cazzati’'s original has minimal flgureI '''' i (mm3)2and::::::::

(mm. 5-6), that are slightly different from thedigs in Ballard’s “Sunt breves mundi
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rosae” (mm. 2-3) an=—+
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(mm. 5-6); the Ballard figgiseem
influenced by the French publisher just by the nemds figures but comparing them to
Cazzati’'sMotteti a due vogiOp. 10 (1648), in this brief passage from “Dul&isor”,

we see that Cazzati is liberal with his use offegguin sacred music

AT 4306255 655 4300
93z B =
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~ but austere in his secular mu€ltOther differences

gLl

Ll

between the two pieces are seen in the notatednemtsa. As in the Hotteterre examples,

the Ursuline parody uses French graces (mm. Ihdliraseveral other places in the

201 Cazzati's Op. 10 (1648), sacred music,
http://imslp.org/wiki/Motetti_a_due_voci,_Op.10_(£2ati, Maurizio) (accessed 29 March 2014)., asd hi
Arie e CantateOp.11 (1649), secular music,
http://imslp.org/wiki/Arie_e_Cantate, Op.11 (Cazzaflaurizio) (accessed 29 March 2014) were
consulted for this comparison.
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piece). Cazzati uses the same type of ornamentatimeasure 1 (perhaps inserted by

Ballard), but generally does not use that typeratg note in the piece. The Ballard print

- T
Pt
y —

of Cazzati presents two different types of trilsmeasures ZAEA’M&ja and 25

Qs
L‘ -*ﬁ:m' <A. These same two symbols appear in the Danielce@ad, as stated
heretofore, the use of these ornaments in Cazzatitet, published posthumously in
France, could be the work of the publisher. Onalfiachnical difference between the
two versions: Cazzati’'s work is set in the baritcted (F3) for the voice and bass clef
(F4) for the basso continuo while Danielis usesludef for both parts. The Ursuline
parody also offers an additional key and clef atlibginning as an option for an
alternative performance (g-minor; soprano clefsath parts)¢lef pour un dessuand
basse de dessumaking the piece suitable as a duet for two ¢&re@bices. Except for the
omission of two measures in Cazzati (mm. 7-8), Blamappears to have contributed
very little original music to his parody, his maiantribution is the new but related
vernacular poem.

The appearance of Italian motets in Ballard’s abiten of French cantatas
(Cazzati’s is one of two in the publication) spetikghe popularity of Italian music in
France in the early eighteenth century. The preseh®anielis’s parody in the
manuscript is an appropriate choice because ttitalde for home use by France’s pious
bourgeoisie and the sisters of New Orleans witir tmited performing forces. It also

offers further support of the awareness of theucaltpanorama in eighteenth-century
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France that was necessary for those who collebegieces found in the Ursuline

Manuscript.
6. Marin Marais , “La Musette,” Suite No. Rieces de viole, Troisieme Livre
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“Agréable solitude,” Deuxieme Recueiertus p. 52, Musette en rondeau, Léger et
gratieux, La Solitude

292 Marin Marais, “Piéces de Viole (Marais, Marin)M$LP/Petrucci Music Library: Free Public Domain
Sheet Music,” accessed March 19, 2014, http://irostpwiki/Pi%C3%A8ces_de_viole_(Marais, Marin).
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Agréable solitude,

Vous ferez tous mes plaisirs.
Par le charme de I'étude,
Vous suspendez mes soupirs;

Vous calmez l'inquiétude
Des plus tristes souvenirs.

Pleasant solitude

You will make all my pleasures.
Through the charm of learning,
You suspend my sighs;

You calm the anxiety
Of the saddest memories.

Pleasant solitude
You will make all my pleasures.

Agréable solitude
Vous ferez tous mes plaisirs.

A vos doux loisirs

Je borne mes desirs.
Agréable solitude,

Vous ferez tous mes plaisirs.

To your sweet leisure

| confine my desires.

Pleasant solitude

You will make all my pleasures.

In this example the instrumental original and taeogdy, while in the same key,
differ considerably in form and length. Marais’s $&tite is 46 measures long in five
sections, and the parody has been converted teattalen rondeau of 32 bars in three
sections. The opening four measures of Marais'sepibecause of the idiomatic writing
for the viola da gamba, has the melody accompani#drds; the parody, set for voice
and basso continuo, arranges and expands the diiplier voice, turning it into an
independent part, either ag@ntre-partieor as a fully-texted second voice, such as a
bas-dessuas seen in other pieces in the collection, nowmapanying the opening
melody in parallel sixths. Creating an additionaice part from the implied second
dessugart of the viola da gamba version only makesp#medy more appropriate and

useful for the religious women in New Orleans, &l a&s for those using the print for

home-based devotion. The parody has far fewer cegngsthan the original, using only

= =
two different symbols for triIIs& EE ), a one-timeeusf an appoggiaturzg\ ), its bass
line contains more figures than Marais’s musette, the smallest note value is an
eighth-note. The music of the parody is simple, thgdsecause it omits the sections of
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the original viola da gamba movement which use rmeTes and virtuoso passages in the
solo part (sixteenth- and thirty-second notes) levbame basso continuo lacunae are
similarly virtuosic. The measures in the origirtat contain the passage work are not
used in the parody thus making “Agréable solitusi@table for singers with minimal
training, and also as a piece that could be peddrm a two-part texture for soloists or
as a chorus. Performing the parody without the bassvould not compromise the
integrity of the piece; until the last line of theanuscript version the bass line is a drone
on the tonic note G. Seven measures from the en86nthe bass line adds the notes D
and A in the time of three dotted-quarter notesupport a half cadence on the dominant,
returning immediately to the G drone for the rerdamof the piece. The tonic drone may
function as a spiritual tether or as a remindeghefpoem’s message of a pleasant solitude
and sustained leisure (with its reference to tloméiof the bagpipes), but the syllabic text
underlay would convey the message clearly withbethusical harness of the low G,
allowing this piece to follow an existing perforntapractice of removing the basso

continuo or by engaging an octave transpositiohaut disrupting the harmony.
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7. André Campra, L’Avenir. Cantate. Deuxiéme Recuell, p. 58, bein¥icesand

Les IV Fins de 'Homme

Récit.

Attentif & ma voix, écoutez-moi prédire, Attentive to my voice, listen to my
Ce que dans l'avenir I'Esprit Saint me faprediction

lire.

Air Légerement.

Pécheur, cet oracle est constant:
Si vous refusez de vous rendre,
Il est aisé de vous apprendre
Quel est le sort qui vous attend.

Dans I'enfer je vous vois descendre:

Frémissez, coeur impénitent:
L'instant fatal va vous surprendre:
La mort ameéne cet instant,

Ou rien ne vous scauroit défendre.

Récit. Vivement

What the Holy Spirit makes me read in the

future.

Sinner, this oracle is constant:
If you refuse to surrender,

It is easy to teach you

What is the fate that awaits you.

In Hell | see you descend:

Tremble, unrepentant heart:

The fatal moment will surprise you:
Death brings this moment

Where nothing could defend you.
(Where you can do nothing to defend
yourself)
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Et vous, sages mortels, qui servez le And you, wise mortals who serve the

Seigneur, Lord,

Venez, et connoissez quel est votre Come, and learn what your happiness is
bonheur:

Rien n'est plus doux que I'espérance,  Nothing is sweeter than the hope,

Qui vous doit soutenir. That has to support you.

De vos légers travaux le salaire est Of your light work the wage is immense:
immense:

Je l'apercois dans l'avenir. | see it in the future.

Air dans le godt Italien.
(Da capo aria, A section)
Voyez la gloire éblouissante, See the dazzling glory
Ou régnent I'amour et la paix Where love and peace reign

The case studies by Marais and Campra are not esapato earlier versions in
different settings and are included here becausieeof respective unusual
characteristics. “Agréable solitude” is a devotics@ng created from a movement of an
instrumental dance suite. The pastoral natureeirtbtrumental music—a simple melody
with a sparse accompaniment over a drone—is saitald parody text that expounds the
virtues of solitude and can be interpreted as egbeular or sacred; it is devotional
without being explicitly religious. Campra’s thrpage cantata, “Attentif a ma voix,” is
found in all the sources betwe¥itesandLes IV fins de ’lhommand appears to be a
warning that if one chooses to ignore what the Fepyit has to say they will descend
into Hell. But if the sage mortals serve the Ldrdyt will see the dazzling glory where
love and peace reign. The placement of this pdatiquece serves as a signpost, giving
people the opportunity, before turning the pagehtmose more than one path for their
future as they approach the Four Last Things: Deattigment, Heaven, and Hell. What

better choice for inclusion into a collection oépés aimed at inviting French citizens

back to the Catholic Church than an Italian-styatata that gives less-than-subtle
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advice, in the form of an admonishment to thinkwlibe future and to make an
informed life choice about where their post-temiasexistence will be spent. The
message comes from a high voice, such as a numl@eruathority), or a cherub, both
implying salvation and conveying a harsh messagegentle approach. The concept of
the future is further emphasized by music writteam Italian style. Campra’s solo Latin
motets are clearly more Italianate in style thachntates frangoisesnd by putting the
devotional text in French he combines the educationtreach of using the vernacular to
bring more sheep back into the fold with Frenchimusitten in the popular Italian style.

8. Toussant Bertin de La Doué “Dieu tout puissant,” 2éme Recuell, p. 51, Vertus

Dieu tout puissant, Almighty God,

vien finir mes allarmes: Come end my alarms:

Fais cesser la sévérite: Cease the severity (make the severity stop):
N’écoute plus que ta bonté. Let us no longer listen but to thy goodness.
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| have included this final piece because it corgamfiormation that is found only
in the manuscript and not in the prints. The messdghe text is in accordance with
others found in th¥ertussection of eacRecuei] but our focus here is on the extra
instructions at the bottom of the page. The twangas below give first a detail of the
clef change and transposition found in other piéeeise manuscript, and secondly the

information indigenous to the Ursuline Manuscript.

The next example is found at the end of the air.

It is not clear why the instructions “Clef pour bas dessus” are written at the
bottom of the page or why they appear only in tlmuascript. The prints give only the
clef change at the beginning. The written instutsiare not in the prints from F-Pa
(1737), US-DN (1737), and NL-DHk (1752). These iats contain only one alternate
clef given at the beginning of the piece. Othecegein the manuscript and in the case
studies have brief indications for alternative perfance at the front of the piece, and
even a cursory examination of the manuscript pages that there is adequate room to
have put “clef pour un bas dessus” at the beginafribe piece and have the entire piece
remain on the same page. Comparing the manusaeripetprints used in the study
reveals that page 51 contains exactly the samecmthsilast ten measures of the third
case study, “Echos, qui répondez,” followed by ‘Dieut puissant.” The rest of the

manuscript’s pagination is essentially the samallasf the prints, with the music of the
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Deuxieme Recueih the manuscript and the three prints from FW2,DN, and NL-

DHk all ending on page 72. Without examining th&1 print found in F-Pc, which
contains only the music from tizeuxiéme Recueil speculate that the remaining prints
that includeRecueild-1V have the same layout and pagination, eveoihe of those
publications are in octavo instead of in quartaalglbased on the information found in
the Avis?® The possibility exists that the Ursuline Manustrgmpied one year before
the comprehensive prints of 1737, was used as &laad that the space available for
large handwritten instructions about which cletise in Bertin’s Air lentement was to
enable the publishers the luxury of larger nétés.

The pieces used in the case studies provide ewdbat the sisters in New
Orleans could have used this manuscript in thechig or for their own use. In the
absence of other physical collections of musiis difficult to determine what the actual
music practices of the nuns were outside the redusinging of the Divine Offic&?
There are scattered references to music perforrsanamcuments from the convent
archives such as ttizélibérations du Conse{convent operations reports and business
transactions), thiettres circulairegobituaries of the nuns), and in the letters wnitbg
the novice Marie-Madeleine Hachard. Hachard’s mfees to music are discussed in

Chapter Ill, most of the references in élibérationsdu Conseikimply note the

203 5ee the translation of terisin Appendix E. The information on the intentiotefout to facilitate page
turns is consistent between the manuscript angrihés.

24 5ee Claire Picaut, “Les Nouvelles Poésies Spititset Morales (1730—1737) for a detailed disarssi
of Nouvelles Poésigwints through 1737.

295 David Hiley, Gregorian ChantCambridge Introductions to Music (Cambridge, Wew York:
Cambridge University Press, 2009), 7. Hiley disesabe relaxed standards of chant singing begirining
the fifteenth century, particularly the Night Officwhich has been shortened so that the full sSkelssbns
and responsories are not often sung. This abbeel/@tant regime would have been beneficial to the
sisters by allowing them more time for other atiédd, such as sleep, especially during the time=swthe
convent population was small and each nun was eagiagmultiple tasks throughout the day.
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singing of a Te Deum (chant), while the obituages& more detailed information such
as the description of Francgois Marguerite Berna&dint Martin’s “cultivated taste in
music and a beautiful voicé® Clearly there was a tradition of music making Wwhat
other music did the nuns sing? Hachard’s obsematimply music other than chant but
does not name specific pieces, and there is addhat the convent’s extensive music
collection was rebound in 1802, but that particuémord gives no details regarding the
inventory and, regrettably, that particular parthe Ursuline archives has been 94t

am left with speculation about when that lost adlen was acquired, and, with the
evidence that the convent population was smalkan tiventy nuns for much of the
colonial period, about what type of music it was] asthose music was contained therein.
It is not known when the convent began collectingsit before the gift of the

manuscript, but what is known is that the Ursulenuscript was kept separate from the
rest of the lost collection of music, perhaps bseatiheld a special place as a reference
document. In Chapter Il | discussed possible perénce practices by the nuns in
accordance with other institutions of similar sarel tradition, and the ways in which the
nuns could have adapted existing repertiféOne way for the sisters to create
polyphony in the absence of music written in twarare parts in either manuscript or
printed form was to engage the practicearitare super librumor chant sur le livrea

French practice of improvising on plainchaThis practice, however, was more

206 Clark, Masterless Mistresseg3.

207 Alfred E. Lemmon, “Music in Eighteenth-century N@vleans,” liner notes in Le Concert Lorrain and
Anne-Catherine BucheManuscript of the Ursulines of New Orlea617 Records France, 2002), 4.

28 Hélene Paul, translated by David Gilbert , “La miasicale en Nouvelle-France,” 374-378.

209 Jean-Paul C. Montagnier, “Plainchant and Its Wserench Grands MotetsThe Journal of Musicology
16, no. 1 (January 1, 1998), 121.
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common in monasteries than in convents, and usaallyin parishes that had sufficient
number of choir members to produce the work. Whemkined with the usual slightly
relaxed standards for women entering convents,winiduded the use of vernacular
instead of Latin, different levels of musical skibetween the choir and converse nuns,
and the small number of nuns in New Orleans in 1##¥ use of this practice was
unlikely?*° We are left with the manuscript and knowledge abiu practices at other
Ursuline houses as a guide to determining the nprsictice after receiving the music in
1754.

During the seventeenth and eighteenth centuriegetts whose music
collections contained pieces that could be adapt@articular circumstances often were,
and, as | have demonstrated, many of the piecd®ibrsuline Manuscript have specific
instructions on how to change them for the perfagriorces available. The case studies
contain obvious indications that the pieces indbkection may be adapted to different
situations and performing forces—often a publisheray of attracting more business—
which may well be the case with the many printthefNouvelles Poésie8ut from the
perspective of a manuscript it seems that the csitipons with performance options
made the Ursuline Manuscript an ideal choice te gov/the intrepid sisters of New

Orleans.

210 Jean-Paul Montagnier, “Les sources manuscritegdiaes du ‘chant sur le livre’ aux XYkt XVIII°
siécles,”"Revue Belge de Musicologie / Belgisch TijdschaivMMuziekwetenschagf (January 1, 1995),
85. In addition this issue was discussed in petsmraversation with Jean-Paul Montaigner on 19 Marc
2014.
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CHAPTER V
RECEPTION HISTORY AFTER 1754, MAINTAINING EUROPEAN

TRADITIONS, AND CONCLUSIONS

In this chapter | will discuss the importance @ thanuscript and its place in the
study of music history in North America and partaly in the southeast United States,
including a comparison between French and otheof&an musical practices that were
maintained in the New World; the general influen€éhe Ursulines in New Orleans
after they received the manuscript in 1754; howimresnained part of their educational
manifesto; and the fact that non-music traditioagenhelped maintain the Ursuline’s
educational agenda with music into the nineteenthtaventieth centuries.

The Ursuline Manuscript maintains a unique placAnmerican music because it
is the only surviving classical sacred music frév@ Erench colonial period in Louisiana.
The care with which the manuscript was copiedfiestto its importance to those
charged with producing it, while the care with whitwas preserved for over 250 years
attests to its importance to the Ursulines of Nene@hs. In a geographical location that
gets hit by approximately one major storm everyadee—including 49 hurricanes
touching down in Louisiana near New Orleans betwiss1 and 2004—the history of
fires in New Orleans, and the change in governmieetiseen France (1682-1762), Spain
(1762-1802), and finally to the United States ()&63the survival of the convent
documents from the eighteenth century may be atgto the grace of God (from the

Ursuline’s perspective), or to the determinatiorth&f nuns to maintain their convent

21 France briefly took control from Spain in 1802 dref Napoleon Bonaparte sold it to the United Stiates
1803.
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traditions, duties, and New World mission (from thedern scholar’s reflective
perspectivef? | can only speculate on the original objectiveibgtihe creation of the
Ursuline Manuscript (and subsequent publicatiots)t the making of a music book was
an aid in maintaining enthusiasm for French Catierth among the music-buying public
that began as part of the Counter-Reformation.misic contained in the manuscript—
ignoring its provenance or reasons for includingcsiic pieces and composers—reflects
the need for such a collection of music in New Eeabecause having a written musical
tradition from the court of Louis XIV in eighteentientury Louisiana helped confirm
France’s continued dedication to expanding itsucaltempire, seen first in the New
World in Québec in the mid-seventeenth centuryaddition, the Ursuline Manuscript is
of great importance in the study of music histoegduse it provides North American art
music with a direct link to the musical practicéseventeenth-and eighteenth-century
Europe, and it provides a possible source for eesaniusic education to be used on the
secular population of eighteenth-century New Orde&hodern scholars have seemingly
neglected the Ursuline Manuscript as a means fildibg a detailed narrative not just on
the musical activities of a cloistered community tau the surrounding population as
well. In the course of my research | have exammedographs and articles on the
history of New Orleans that literally cover eveltiyithfrom the ground up: Louisiana
geography (including how waterways influenced esat#énts), travel, food, art, and the
weather. Music has a long-standing connection todnity and thus it is unfortunate that

a detailed study on one of the earliest and onlyigng collection of written music in

212 htp://web. mit.edu/12.000/www/m2010/teams/newartsdhurricane%20history.htm. (Accessed 29
March 2014).
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Louisiana from the founding of New Orleans in 174#8il the Louisiana Purchase in
1803 has not been part of area’s history until Abw.

North America in the 1750s was still under Europede, and the Louisiana
Territory was largely unaffected by the Americarv®ation. After the Louisiana
Purchase in 1803 the culture in New Orleans renda@ssentially French and Spanish.
French was (and is still) spoken as well as Spatigtislefiosof St. Bernard Parish
(residing in the New Orleans area since the laattquof the eighteenth century)
continue to maintain a Spanish way of life andw@tthat was typical of the early
eighteenth century, with some adaptations to otneatiway of life in the United
State&' and Catholicism, not Protestantism, was the damtireligious culture for
some time after the final change in government. dighteenth-century foundations are
still in place in modern New Orleans. The architeetof the historic French Quarter is
predominantly Spanish and its street names areapitinFrench. The legacy of French-
speaking New Orleans, however, is waning in thé-gasrina rebuilding; Antoine’s
Restaurant, established in 1840 and the oldesintanitsly operating family-owned
restaurant in New Orleans, finally changed its Enreanly menu to include English
translations in 2008"> New Orleans may be a large city in the Unitede3tatith a
diverse population and a thriving arts and entent@nt culture, but the colonial roots put

down in the early eighteenth century are stillisi An important component of these

23| can only speculate that other music existed amuascript or print in New Orleans before the gffthe
manuscript in 1754, and we know that the Ursulimesnowned a collection of music that was lost & th
preparation of rebinding it.

214 A detailed study of this particular group of pephd culture, originally from the Canary Islanuisy
be found in Samuel Armistead and Israel J. Kékwe Spanish Tradition in Louisiana: | Islefio
Folkliterature (Newark, DE: Juan de la Cuesta, 1992).

215 http://usatoday30.usatoday.com/travel/destinat2@9—10-19-new-orleans-antoines_N.htm
(Accessed 30 March 2014).
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colonial roots is the teaching legacy establisimeldew Orleans by the nuns in 1727, and
continuing now through the Ursuline Academy. Sitieeearly seventeenth century the
French Ursulines have taught literacy through tbhepel, they have used music in their
worship and teaching, and acquired a reputatidseofg independent from the royal,
local, and papal authorities wherever they hadreveot®*® The idea of being
independent and subsequently loyal to the Ursutaditions was carried into the New
World; it was observed in the late eighteenth aamtyenineteenth centuries during the
changing of governments that the Ursulines, theilp, and other confraternities based
on the Ursuline way of life were still maintainedder Spanish and American rafg.

The primary mission upon their arrival in Louisiamas to spread the Christian canon of
the French Catholic Reformation. The recipientthef dissemination of doctrine were
the daughters of European, African, and Native Acaarparents in New France. These
pupils, many of whom came from mixed-race relatgps and created a diverse cartel of
ethnicities mattered not to the religious women ti@il secular cohort (a lay
confraternity discussed below); if you were a fegrlaling in New Orleans, free, slave,
or otherwise, you became part of the Ursuline agemtis teaching agenda included
musical instruction along with reading, writingitametic and catechism.

The educational precedent the Ursulines establishséw Orleans in 1727
continues to flourish and function as an intellatgource of nourishment for the culture
of modern New Orleans. After subverting the pathat authority of the Company of the
Indies, the commander of the garrison, and the @roack in France, by paying lip

service to their duties as healers, the sisterarb#eir real work as educators. Their

218) ux-Sterritt, “Between the Cloister and the Wotl#47—-268; and ClarkVasterless Mistresseg0.

2" Hanger, “Avenues to Freedom,” 238.
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hands were full during their first few years, bides by the founding of the first lay
confraternity in New Orleans in 1731, the nuns wadske to expand their educational
mission. This lay confraternity, consisting of @gp of women from the upper class of
New Orleans, took on the tasks of catechesis aadwdncing the colonial goals that
were part of the broad mission of the UrsulifdJnder the auspices of the nuns, and
using their provided meeting space in temporarytguathat had little room to spare, the
group took the name Ladies Congregation of thedtdnl of Mary, in honor of the “Very
Blessed Virgin Mary.?*® Working essentially as the vernacular agents efthters, the
French colonial women were able to build on theuling’s bridge to the religious
culture and influence of old France and to expé&edGatholic mission of the nuns to a
greater scope of colonial New Orleans. As withllyeconfraternity working with the
Toulouse Ursulines in the early seventeenth centheyNew Orleans group was able to
help strengthen the Catholic reform movement in eance and solidify the
importance of the Ursuline mission in LouisianaisTimportance manifests itself in
modern New Orleans, where the Ursuline Academyicoes to educate girls and young
women following the broad guidelines establishedhgyintrepid sisters in 1727.

My research has not required me to be in directazarwith the Ursuline Academy
because they have no archivist on staff and theesdrarchives were moved to the
Historic New Orleans Collection in 1998. The UrgeliAcademy website, however,

provides detailed information and indicates thasimand fine arts are still part of their

28 Clark, “By All the Conduct of their Lives,” 777.

29 bid., 769.
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academic curriculurf®® Grades 1-7 offer classes in French, art, and musie per
week, grade 8 includes a Fine Arts Survey, andeggfd@dincludes an elective course
taken from Art, Piano, Choir, or Theater. Everydstnt in grades 3 and 4 participates in
the String Orchestra Program, where they learésec techniques for playing violin,
viola, cello, and bass, while simultaneously leagrebout classical music composers.
The Academy also offers extracurricular music aiéis for the elementary school
students in the form of clubs. Music making in #hekibs include chorus, orchestra, and
a recorder consort. The final two grades of hidiost however, do not offer specific
electives in music or fine arts. Students from gesati-12 have the option of taking
private piano lessons. The overall course of sappears based on threvium and
quadrivium and in grades 8-11 includes theology and Latetyeyear’®*

“The formal and creative curriculum is developméwptappropriate, while
meeting the individual needs of students. Lessomgigle young children with learning
experiences that promote intellectual, emotioradjad, creative, spiritual and physical
development. The daily activities interweave largguand cognitive skills, math
concepts and manipulatives, journal writing, sceeand social studies exploration, as
well as lessons in foreign language, computerddgy library, physical education, art,

music and religion???

220 http://ursulineneworleans.org/ (Accessed 2 Sepézrdbl2).

221 ndvanced study of French, Latin, and Spanish &egenl only to the students following the Honors
curriculum. http://ursulineneworleans.org/high-soliacademics/course-descriptions/ (accessed 29HMarc
2014).

222 pescription of Early Childhood education at thestline Academy,
http://ursulineneworleans.org/elementary-schodleehnildhood/ (accessed 29 March 2014).
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Once the modern Ursuline student engages in gotiw music study in high
school, particularly in the chorus, the foundatodrthe eighteenth-century sisters
manifests itself, requiring the students to “lersing unison, two- and three-part
harmonies along with application of musical elemseBtudents are required to
participate in all liturgies and performances”; dmtle requirements for the advanced
chorus contain more advanced choral concepts: @etlaB-part singing, musical
analysis, and musicianship. Music theory will begtat during the semester by
application of skills through repertoire. Studests required to participate in all liturgies
and performances.”

The study and practice of music may not occur daily basis for modern
Ursuline students, but as it was for their eightiee®ntury forbearers it is an important
part of their education and, for those involvedhe choir, the singing of sacred music
becomes part of their Catholic devotion and ritual.

The musical traditions of Catholic France from tinge of Louis XIV were not
the only European music to survive and flourisNorth America after the eighteenth
century. At this point | would like to step backdgoresent a panoramic view of some
other music practices in the young United Statasltbkgan when the geographic areas
were still part of old Europe or areas in transitietween ruling governments yet still
maintained European roots. Some of these rootstidirensconced in their respective
areas and the following comparisons of these mugreatices with France in general
and the Ursulines of New Orleans in particular waBtify to the importance that a lone
manuscript may have had in the early eighteenttucgnThe exploration of European

music traditions in the New World and the nascemitadl States continues with
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overviews of music originally practiced in East&urope, England, the American
colonies, and finally some observations on just femthe French influence reached
geographically and chronologically into North Anteri The comparison between the
European musical traditions is important becaudemonstrates that the vastness of the
Louisiana Territory and North America allowed drffat cultures and musics to exist
simultaneously with little conflict (French-speagimusicians playing German music in
English-controlled South Carolina, for example)] @novided documentation for a
steadfast preservation of music making from difféggarts of Europe. This gives the
survival of the Ursuline Manuscript great importame maintaining a connection to
seventeenth- and eighteenth-century French customs.

Protestant traditions from Eastern Europe (Moraara) European art music
traditions from the United Kingdom (England) westablished in settlements in what is
now known as the southeast United States. Aftemaniccessful attempt at establishing a
community in Savannah, Georgia (1735), the Moraméssionaries were able to build a
long-lasting settlement in what is now Bethlehemniisylvania (1741). A subsequent
excursion established a community in Winston-Salorth Carolina (1766). The
Moravian Protestant communities shared similar atioigal, musical, and religious
practices with the Ursulines of New France, inahgdmaintaining detailed church
records, preserving an extensive archive of musprint and manuscript, and cultivating
a music practice through an educational agendararsic lessons in the home; the music
learned and preserved came not only from a sacusitrtradition but from vernacular
culture as well. The Ursuline equivalent to doneestusic instruction manifested itself

through the boarding students in the convent; tlesipective day of instruction began
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after breakfast—the day pupils arrived mid-morramgl the boarders by this time of day
would have participated in devotional singing @skens related to it—and included
lessons in sacred music.

The Ursuline and Moravian traditions share othasical usages. The texts in the
Ursuline Manuscript are, as mentioned earlier,eshanon-liturgical devotional songs,
the majority of them are parodies originating freemnacular songs or instrumental
music. The eighteenth-century texts used in Morawasic are primarily from scripture,
though some of them also come from non-liturgigathhs. Although a study on the use
of parodies in Moravian sacred music practicesghteenth-century North America is
beyond the scope of this dissertation, | shouldtroerhat students and teachers in
Moravian schools collected music from a broad rasfggenres, compiling them in
manuscript form not long after the works appeanegrint outside of North America,
demonstrating that the musical cultures of bothRtench (Ursuline) and Moravian
educations allowed the inclusion of so-called paputusic into their respective
communities?®* The Moravian musical experience “represents afiignt contribution
to American musical culture. Their careful recorkging provides musicians and
scholars with a wealth of information and repertooy available from any other
source.?®* Before moving to a discussion of English musicpcas in eighteenth-
century North America, | should discuss another ganson between Ursuline and

Moravian sacred music practices. The repertoireatige in Chapter Ill contains a

23 A thorough investigation of the Moravian musicgirees in North American through a collection of
provocative essays is found in Nola Reed Knousg,(Ede Music of the Moravian Church in America
(Rochester: University of Rochester Press, 2008).

224 Nola Reed Knouse, “Moravians, music of th&éfbve Music Onlineed. Deane Root,
http://www.oxfordmusiconline.conmfAccessed 25 March 2014).
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discussion of the music preserved in Ursuline cahtieuses in France and Canada
containing vast holdings (or a documented histdrgotiecting music for over 100
years). Part of that repertoire is music desigmpettigically for limited performing forces,
for performances by girls and young women, ang&formance by groups that
consisted of people with limited skill. Many suriig works from the eighteenth- and
early nineteenth-century Moravian archives aregsesritten for solo voice or two
voices, usually sopranos. These pieces, unlik&tkaline petit motet style of
composition, have orchestral accompaniment thatires| performers to have a certain
level of ability, but the vocal music is not virgio and thus reminiscent of the redacted
nature of some of the convent music found at Saymter in Québec, and in some of the
294 pieces in the Ursuline Manuscript. Another Enty between the French convent
house sacred music and the Moravian sacred muie isomophonic texture that allows
for clear textual declamation, enabling the devalqUrsuline) or scriptural (Moravian)
message to be projected and grasped.

The Moravian settlements from the eighteenth cgniigre established or
attempted in Pennsylvania, Georgia, North Carolma, South Carolina, five states that
were part of the original thirteen English coloniesnded between 1607 and 1733.
Wherever they settled, they preserved their cdlidemtity through their music practices
in both oral and written forms, regardless of tkevasive English government prior to
the American Revolution. The English colonists ima@eston, South Carolina—a city
founded in 1670 in honor of King Charles Il of Eagtl—however, and perhaps because
they were living in English-controlled territory,amtained a cosmopolitan tradition of

music during the eighteenth century. Comparededitotestant Moravians and the
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Catholic Ursulines, the English lived accordinghie Church of England, which put
them in the unique position of having religiousidislin common with each of the two
groups surrounding them. The European musicaldwgipreserved by the English in
Charleston, South Carolina is secular and cosmi@ooland consists primarily of public
concerts performed by both local (English) residé€ptofessional and amateur) and
imported European guest performers through thecleeknown as the St. Cecilia
Society, organized in 1766 and maintained by thescelite. Like the Ursuline
Academy, the St. Cecilia Society is still activddg, but unlike the Catholic school for
girls which allows anyone to apply and attend paedi they agree to the curriculum, the
modern St. Cecilia Society is essentially a privagtitution whose events, primarily
elaborate balls, are attended only by the desceéndhithe earliest members of the
society, or by those who marry into those famifféEvidence of the international,
artistically inclusive culture—in contrast with tkecal and exclusive nature of the
organization—comes in the form of a concert desiompfrom 1773. A concert reviewer
mentioned the violin playing of a Frenchman, jusivad, who did not speak English but
played better than anyone he had heard in preyimgrams presented by the St. Cecilia
Society?®® A typical concert program in mid- to late-eightéfenentury Charleston
would feature instrumental music by composers sischhomas Arne (1710-1778),
Joseph Haydn (1732-1809), Johann Christian Bac3b{1/782), Jan Ladislav Dussek

(1760-1812), Franz Krommer (1759-1831), Ignaz Plgyts7-1831), Stephen Storace

% These newspaper articles present three diffeientsvdocumenting the private nature of the modeérn S
Cecilia Society in the United States. http://chstdeamag.com/features/the_charleston_bucket_list;
http://gardenandgun.com/article/charleston-cityt@dt; and http://query.nytimes.com/mem/archive-
free/pdf?res=F70B15FE395A16738DDDAD0994DA405B86838(Accessed 20 March 2014).

2% Nicholas Michael Butletyotaries of Apollo: The St. Cecilia Society and Ba¢ronage of Concert
Music in Charleston, South Carolina, 1766—18&RMiversity of South Carolina Press, 2007), 49.
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(1762-96), as well as George Friderick Handel (38859), Wolfgang Amadeus Mozart
(1756-1791), and Ludwig van Beethoven (1770-18Mis list of composers is a small
sampling but a fair representation of what thed@sis in eighteenth- and nineteenth-
century South Carolina might have heard, and risfline dedication of the society to
keep pace with public concerts in London duringghme timé?’ The music culture in
Charleston, like the Ursulines and the Moraviarss shared among the community,
albeit an elitist group, while the nuns of New @rle and the Moravians of Pennsylvania
and North Carolina shared the objective of havingimin their respective broad
communities as well as in the church.

In maintaining their European connections, the mirsEnglish-controlled South
Carolina was almost exclusively by first rank corsge whose music typically contained
virtuosic and technically demanding passages. imtrast, some of the pieces in the
Ursuline Manuscript are, as some of the pieceBeranadian and French convent
houses, compositions suitable for those withoutiBaant skill or training. There are,
however, a number of pieces that require signifieglucation and practice in order to
execute them properf7® The Moravian collections of music also containredqieces
that are both easily managed and technically ahgilhgy, with no qualms about including
virtuosity in devotional or liturgical music. In difion these Catholic and Protestant
groups freely engaged instruments in their sacresiermaking; the preface to the

Ursuline Manuscript clearly mentions that the pgeg®y be performed by voices or

227 Dorothy Bundy Turner Potter, review @btaries of Apollo: The St. Cecilia Society and Blagronage
of Concert Music in Charleston, South Carolina, 8486820 by Nicholas Michael ButleThe South
Carolina Historical MagazingVol. 110, No. 3/4, July-October 2009, 184-85.

22 Thedoublein the Bacilly-Hotterre parody discussed in theafer IV case studies is one such piece.
There are other pieces widloublesin the manuscript that are also technically denvandf both the singer
and continuo group, as well as other pieces tlatire a strong background as a performer.
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instruments. The purpose of this overview and camapa of the music traditions of the
Ursulines, Moravians, and the Charlestonians @etoonstrate that the so-called
classical music traditions that survived in Nortimérica were essentially unchanged
from the respective practices in their country ogio. What these New World musical
usages share are ways of making and preservingrinadiare the opposite of the music
practices in New England Protestant (Puritan) sgghethere sacred and secular music
infused with the redolence of virtuosity was nosesmt*?°

One final type of preservation of European musiblorth America needs
attention. This rite of conservancy takes the fofrmonsumerism and the collection of
music, turning these acquisitions of music inteeespnal library. Perhaps the most well-
known of these personal libraries in colonial NoAtherica belonged to Thomas
Jefferson. He and his younger brother Randolph &eieviolinists (Randolph preferred
to play vernacular fiddle musiéj® and his social and economic status allowed him to
acquire a significant collection of music. In thedle of the eighteenth century many
shopkeepers made a practice of selling any availaisic from England and other parts
of Europe. Based on the inventory of Jeffersofigaliy the music available for purchase
was suitable to musicians and music lovers fromb#ggnning amateur to a highly-
skilled but perhaps unpaid player or professionaé imported music filled a similar
gamut, from simple, uncomplicated compositionhlatest works of composers such

as Handel and Carlo Tessarini (1690-1766). Eviem edbmposers born in America were

229 An overview of eighteenth-century music practisesutside the scope of this study; the European-
American traditions discussed here are used to dsimade that particular Old World art music customs
remained intact into the nineteenth century, befonew tradition of composers such as William Bgs
(1746-1800) are identified as American composetisant a European foundation.

230 |saac Jefferson, “Memoirs of a Monticello Slavie,James Adam Bealgefferson at Monticello:
Recollections of a Monticello Slave and of a Maglta Overseer(Charlottesville: University of Virginia
Press, 1967), 22.
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establishing themselves, the thirst for Europeasioncould not be quenched. It was not
uncommon among people in the same social strafa@was Jefferson to have
significant collections of music from Germany, ytaand England>! The collection of
music in Jefferson’s library represents a goodseextion of the music found in
personal libraries owned by his social peers, anllided music from the seventeenth
through nineteenth centuries. Jefferson’s holdifmsexample, include the following
pieces demonstrating not only his wide range oficalisastes but what was available for
export to North AmericaAirs varies par Mr. Charpentier, Organistd Song, with a
Trumpet—set by Mr. Henry Purcell, Genius of Engleaadomplete score to Carl Maria
von Weber's (1786-1826) opelbeer Freischiitz(1821); andNew and Complete
Preceptor for the Spanish Guit§t827)?*? North America may have been producing
native composers, trained in the European stylasthie upper-class public of the
English colonies wanted, at the very least, tomedssense of European music culture
even after declaring its independence.

When Jean-Baptiste Ralliere, a Franciscan borruvefgne (1833/34) and
trained for the ministry in Montferrand, was retedi and subsequently ordained by Jean-
Baptiste Lamy, the Archbishop of the recently foehdiocese of Santa Fe, New
Mexico in 1856, to serve in the largely Spanishaseg town of Tomé along the Rio
Grande, he undoubtedly suspected he would face sppussition to his presence from

his parishioners. He quickly learned to speak, sgatlwrite in Spanish, enabling him to

%1 Helen CripeThomas Jefferson and Mugicharlottesville: University Press of Virginia, 24), 9-11.

232 gpecific dates for the works of Charpentier anct®luare not given in the University of Virginia’s
inventory of the collection.
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ease the concerns and apprehensions of the Toidéntss™> Once accepted by his
flock, Ralliere asserted a strong influence inahea, particularly in the local musical
practices. Over time he created a Spanish-influetnuesic practice based on vernacular
music, the main surviving contributions are @énticos espirituale§1884) and the

Once misas mexicanas, dos cre(®/75). Both of these collections represent alaecu
song tradition incorporated into a spiritual anga@®nal context and a Latin mass based
on folk songs, respectivef§* The music in these collections, compiled by Raglié
represents a significant resource of the diffecetttures in the nebulous territory of New
Mexico before its statehood in 1910, and showsihisvledge and appreciation for what
we now call traditional or world music. But hisitreng and homeland were still an
important part of his character. He was primamierested in the sacred music of the
Divine Office, the Mass, and other sacred, nordittal music practice$> This

included the singing of plainchant and in particike use of Henri Dumont’s (1610—
1684)Cing messes en plain-chgfaris 1669). These pieces are by no means victuos
and were intended for use in convents, monastgr&sh churches, and, as discussed
earlier, for places with limited performing forcasd with limited performing skill* It
thus appears that Ralliére was attempting to pvesetradition similar to that found in
the convent houses of Saint-Cyr, Québec, and Ndaa@s, with music that is

reminiscent of the work of Guillaume-Gabriel Nivers

233 John Koegel, “Village Musical Life along the Rioa®de: Tomé, New Mexico since 173@4tin
American Music Review / Revista de MUsica Latingamaea 18, no. 2 (Autumn - Winter 1997): 182-9.

24bid., 173.
25 bid., 186.

28 bid., 189.
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In documenting the preservation of European muadhitions in North America
in the eighteenth and early nineteenth centurieams clear that each country or ethnic
group, musically speaking, endeavored to treatats location as its original homeland.
The English in eighteenth- and early nineteenthwaggrSouth Carolina attempted to stay
abreast of the musical culture in London with dscalled public concerts, but essentially
keeping the artistic enterprises in the custod$efupper class’ The music represented
on these programs, as those in London, was natplarly English but a composite of
popular European composers. After successfullybshang themselves in Pennsylvania
and North Carolina, the Moravians maintained tkdd World traditions in their musical
culture, such as the preservation of church recandsmusic archives, the acceptance of
music from other parts of Europe, and the use cficioy Moravian composefé® In the
environment of changing governments and hostilelhezdhe Ursulines in New Orleans
still managed to preserve a significant manusacafiection of music as well as their
church records. They also continued to work as &us spreading the Gospel, in part
by setting up a matriarchal system of teaching gonamen how to instill their progeny
with the Catholic Reform values established indbeenteenth century. Their population
base may have changed from reaching out to Fratizlrs to the wildly diverse ethnic
and cultural setting of New Orleans but their naasiemained unchanged. Finally, to
help demonstrate the strength and depth of thechreeed to preserve their sacred music

tradition is the example of the Franciscans in t@eeth-century New Mexico. Using

%37 Butler, Votaries of Apollp17. The Saint Cecilia Society was an organizatibnse membership was
restricted to men, although women were allowedtend the concerts.

238 Nola Reed Nouse, “The Collegia Musica: Music & @ommunity,” inThe Music of the Moravian
Church in Americaed. Nola Reed Nouse, (Rochester: University aftiRster Press, 2008), 189-211.
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music from 200 years earlier—a repertoire that iaethin use in Europe and New
Mexico until the early twentieth century—the Frerfighrs, administering to a Spanish-
speaking congregation in a territory of the UniBtdtes, were able to maintain a music
practice known in France since the seventeenthuperBy using vernacular music
known to the local population along the Rio Graade&levotional music, the French
friars were following an outreach practice simtlathe sisters in Louisiana. | have found
no connection that joins the Ursulines of eightber@ntury Louisiana to the Franciscans
of nineteenth-century New Mexico, other than the afsplainchant and other sacred
music by French composers, as well as the userofligs as a possible tool to help build
and maintain a congregation. There is a tenuousemtion between the Capuchin (one
part of the Order of Friars Minor) involvement irW Orleans during the city’s
formative years and their interactions with Ursefinand the Observant Franciscans in
New Mexico (another part of the Order of Friars btin but aside from the musical
component of their respective work, the only reairection between the nuns of New
Orleans and the Franciscans from Santa Fe isusdiriMembers of both groups joined
their respective orders in France and brought thrasitions with them to the New
World.

In the course of examining the music in the Ursalifanuscript and comparing it
to similar repertoires from France and Canada fileerseventeenth and eighteenth
centuries, | see no reason why the religious womé&tew Orleans would not have used
some if not all of the 294 pieces found in the WreuManuscript. Not only does the
format of the book follow a logical course for irafionating newcomers to Christianity,

the pieces and their respective messages in thaso@ot could also function as a review
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course for French Catholics who temporarily, beeafslistance or the need to focus on
deciphering a way to survive in a new world, fouhemselves in need of maintaining or
reinforcing their faith. If the lost collection afusic from the Ursuline Convent
resembled the music found in the Canadian Ursaiokives today, then the survival of
the Ursuline Manuscript becomes is a significarng*° The music in the manuscript
could function in a manner similar to the colleotaf motets and devotional songs that
have survived in other convent houses, and in thusdholds of France’s secular
dévotees.

| began my research with a microfilm of the manygurchased from the
Historic New Orleans Collection, and after meetamgl describing my research to the
staff at the Williams Research Center in New Orfgdrave been given a new, color,
digital copy of the manuscript, as well as pernaisgd reproduce the specific pieces in
the case studie¢8’ Because of the prevailing technology when the raaript was
photographed for a microfilm, the process led timished product that, upon first
observation, gave the illusion of a manuscript gatsically resembles an injured
survivor from the fire- and hurricane-ravaged larage of eighteenth-century New
Orleans. Once | saw the original manuscript in @edswas then able to focus on the
issue of how the music book was preserved, itsinollee absence of any other surviving
convent music, and the performance tradition thaggresents. These concerns of
preservation, survival, and tradition, in conjuoatiwith the excellent condition of the

manuscript allowed me to view this collection ofsituas an object of importance for the

239 Koegel, “Spanish and French Mission Music,” 4

240 The complete version of each piece in the cashestis found in the List of Musical Examples ie th
Ursuline Manuscript.
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nuns and thus as a support for my argument thahtisec contained therein, if not the
actual music book, was probably a vital part ofrtheusical activities.

The care with which the manuscript was prepared/B6 and its condition in the
twenty-first century puts it in a class of manugtgithat may have been compiled for
something more than a performance copy. Earliesdussed the possibility that the
Ursuline Manuscript could have functioned as th&giefor the printed versions of
Nouvelles Poésieand in the absence of other types of devotiomad) £ollections in the
New Orleans convent archives | can only speculatde music being used for
individual, private use. But here the size of thenascript (10” x 12”) is significantly
larger than fifteenth-century chansonniers (typycatound 5” x 7”) that are often used
for private readings and thus may not have bedalsgifor that type of usé* The
intrinsic beauty of the Ursuline Manuscript comlaneth its status as a gift to the
convent is evocative of the Loire Valley chansomifeom the mid- to late-fifteenth
century, which functioned as collections of musi@aismall format for use by a single
person such as thdellon Chansonnief?? The manuscript could also function as a group
of compositions compiled by someone for persone) sisch as thalbum de Marguerite
d'Autriche(Brussels, Koninklijke Bibliotheek, Ms. 228 or, to make one final
comparison to earlier compilations, the gift to thms could serve as a means of

preserving a large collection of repertoire, susth@Codice SquarcialupiMs. Mediceo

241 Of the extant Loire Valley chansonniers, the Mel@hansonnier is the largest, with dimensions & 19
x 135 mm (7.5 x 5.3"). “Beinecke Rare Book and Msaript Library,” (accessed 25 March 2014,
http://www.library.yale.edu/beinecke/index.hjml

243 eeman L. Perkins and Howard B. Garey, etise Mellon ChansonnigNew Haven: Yale University
Press, 1979).

243 Martin Picker, ed.Album De Marguerite d’Autriche: Brussel, KoninkéjBibliotheek, Ms. 228
Facsimile Editions of Prints and Manuscripts (H8&igium]: Alamire, 1997).
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Palatino 87, Biblioteca Laurenziana di FirenZé)As in these examples that preserve
repertoires from the fourteenth, fifteenth, andesxth centuries, the Ursuline
Manuscript was also carefully prepared, well cdoedand functioned as both a
repository for a particular repertoire and as auese for the music practices of the
Ursulines.

We may never know why someone made a manuscrigtafhis music, or why
the parent of an Ursuline student gave the mamiderithe nuns. By examining the
music in this manuscript my goal has been to detnatesthat whatever the selection
process, the contents indicate an awareness phtysecal and cultural landscape in
which the collection found itself, including theprtance of using music in education
and in teaching the gospel. The lay confraterrstalelished in New Orleans in 1730
helped secure a bridge of continuity between thresnthe religious culture of France,
and the members of the Louisiana colony in New &r$e Such continuity was crucial
because the constant state of bickering in thencalgovernment and the widespread
rumor that New Orleans was a place populated logigals, prostitutes, and the greater
unwashed from France, was detrimental to buildi@hastian-based society. The
Ursulines took advantage of the unstable situaperhaps viewing the population,
regardless of class, race, free or otherwise, as swuls to convert, educate, and
stabilize, using the lay confraternity acting asitlagents in the outside secular world.
Within this culture of conflict, the nuns were assaly able to work independently from
the Company of the Indies, the Capuchins, the tlesand because of the distance, the

papal authorities. The spiritual tether to old EE@developed by the Ursulines allowed

244E_ Alberto Gallo, ed .l Codice Squarcialupi: Ms. Mediceo Palatino 87bBidteca Laurenziana di
Firenze(Firenze: Giunti Barbéra, 1992).
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the practical effects of the religious culture to i@ the development of the colonial
society?*® With this religious and cultural foundation iretholony, all the music in the
Ursuline Manuscript could have been used to hedmtins maintain a sense of order
amidst secular temptations, minimal authority, padple seeking at least some of the

comforts of old France in a strange land far away.

245 Clark, “A New World Community,” abstract. Clarksal discusses in detail, in Chapters One and Two,
the history of the Ursulines in New France as tleyked to maintain the connection to France in agyn
ways as possible.
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APPENDIX A

LIST OF COMPOSERS IN THE URSULINE MANUSCRIPT

Whose identity is confirmec:
Pierre-César Abeille
Bertrand de Bacilly

Nicolas Bernier

Toussaint Bertin de La Doué
Francois Bouvard
Sébastien de Brossard
André Campra
Marc-Antoine Charpentier
Louis-Nicolas Clérambault
Jacques Cochereau
Francois Couperin

Philippe Courbois

Daniel Danielis
Jean-Baptiste de Bousset
Henry Desmarest
André-Cardinal Destouches
Charles-Hubert Gervais
Jean-Claude Gillier
Jacques-Martin Hotteterre *
Louis Lacoste
Michel-Richard de Lalande
Michel Lambert

Louis Lemaire
Jean-Baptiste Lully

Marin Marais

Louis Marchand

Michel Pignolet de Montéclair
Jean-Joseph Mouret
Jean-Féry Rebel

Nicolas Renier
Joseph-Francgois Salomon
Jean-Baptiste Stuck (Batistin)

Whose identity could involve two

possible composers or unconfirmed

Buisson is also known as Jean Lacquemant;
this composer could also be R. du Buisson

De La Barre could be either Michel de La
Barre or Joseph-Chabanceau de La Barre.

Des Fontaines could be either Nicolas
Desfontaines or Jean Desfontaines

Godonesche could be Sébastien
Godoneschardinaire de la musique du
roi, abasse-taille singer who worked for
Lully.

Whose identity is not yet confirmed
Boutilliers

Chausson

Déon

Hardouin

Le Comte

* Hotteterre is not listed in the tables of
contents. His identity is confirmed in the
piece attributed to Bertrand de Bacilly,
“Echos, qui répondez sur cette aimable
Rive.” This air, with the text “Rochers je ne
veux point que votre echo fidele,” and its
double, is found in Hotteterre’s publication
Airs et Brunettes a Deux et Trois Dessus
pour les Flates Traversiéres . . . Ornez
d’agremens Par Mr. Hotteterr& he music
in both versions, including the ornaments in
the double, is identical. Another example
found in Hotteterre'Q\irs et Brunettesis
Debousset's air, “Vous qui faites votre
modelle.” In the Ursuline Manuscript it
appears as “Trop heureux est 'home
fidelle,” 1™ receuil, p. 49, in th¥ertus
section. As with the Bacilly air, the music
is identical in both collections.
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APPENDIX B

PIECES LISTED BY COMPOSER’

Premier Recueil

Composer  Incipit Page Section

Batistin Voi passer le tems 70 Les IV fins de e
Bernier Solell, ta brilliante lumiere 8 Louangeskieu
Bernier Le Rossignol ne chant&* 52 Vertus

Bertin C'en est fait 30 Misteres de NS JC
Bertin Vous qui courez aprés l'or 64 Vices

Bourgeois Dans ces bas lieux 27 Misteres de NS JC
Bourgeois Coulez, ruisseaux, coulez* 68 Les I\sfile I'homme
Boutillier Grand Dieu sois maitre 46  Vertus

Brossard Vents, qui dans nos forests* 65 Vices

Brossard Quel cahos! 71 Les IV fins de 'hnomme
Campra Esprits, a vos divins 2 Louanges de Dieu
Campra J'entens le doux bruit 2 Louanges de Dieu
Campra Trois fois est grand 2 Louanges de Dieu
Campra Fredonnez chantez 10 Louanges de Dieu
Campra Rossignols, chantez 10 Louanges de Dieu
Campra Les méchans* 18 Louanges de Dieu
Campra Venez, mortels 28 Misteres de NS JC
Campra Venez, Esprit consolateur 36 Misteres ddG@IS
Campra Regnez dans tous les coeurs 38 MisterSdeC
Campra Gloire a toi 39 Misteres de NS JC
Campra Mon esperance 42  Vertus

Campra Triomphe, régne 44  Vertus

Campra Ruisseau dont le doux murmure 45  Vertus

Campra Rassemblez, charmantes fleurs 50 Vertus

Campra Mon Dieux si ta bonté 61 Vertus

Chausson Noel benissons le ciel 26 Misteres da@®IS
Clerambault Bergers reprenez vos Musettes 34 Miswe NS JC
Clerambault  Sur la terre* 72 Les IV fins de 'hnomm
Cochereau Noel rejouissance 29 Misteres de NS JC
Cochereau O celeste flambeau 40 Vertus

Couperin Consacrons 40 Vertus

4% |n Appendices B-D | am using a diplomatic transtioin for the spelling of composer names and titles
of pieces found in the manuscript, for examplelilinktead of Lully, Batistin instead of Battist{in one
instance Batistin is spelled Battistin), Clerambansdtead of Clérambault, Monteclair instead of
Montéclair.

247 Thechansons moraleare indicated with an asterisk.
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Composer
Couperin
Couperin
Debousset
Debousset
Debousset
Debousset
Debousset
Debousset
Demarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Desmarest
Destouches
Destouches
Destouches
Hardouin
Hardouin
La Barre
La Coste
Lalande
Lalande
Lalande
Lemaire
Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Incipit

Dans les cieux, et nos coeurs
On parle peu quand*

Je ne me lasse

O soleil, hate toi

Trop heureux

Chantons les aimables douceurs*

Depuis que la Sagesse
Loin de moy
Loin d'icy profanes mortels
Il est et par lui
Il produit a son gre
Par lui brille en nos prés
Mais aussi terrible
Tu parles et ta voix
Qu' etes vous devenus
Le jour affreux
Mais quel charme
O toi, qui fais trembler
Que ton pouvoir
Antres profonds
Dieu tour puissant
Au printems*
Cessez, beaux lieux
Cette onde qui serpente*
Voyons briller la gloire
Que j'aime les larmes
Sur ce triste rivage
Tandis que Babilone
Dans le cruel martyr
Celebrons la vertu*
Que tout chante
Que devant lui
Grand Dieu tout cede
Tremblez, mortels*
Ce Dieu descend sur la terre
Enfin est arrivé
Chantons, la victoire
L'attrait puissant
Heureuse I'enfance
Heureuse qui du monde*
Cessez, tristes souspirs
Pourquoi nous affliger*
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Page Section

40 Vertus
51 Vertus
13 Louanges de Dieu

33 Misteres de NS JC
49 Vertus
53 ¢ertu
58 Vertus
62 Vertus
1 LouangePBige
3 Louanges de Dieu
6 Louanges de Dieu
8 Louangd3ice
14  Louanges de Dieu
14  Louanges de Dieu

16 Louanges de Die

19
20
23
23
59
60

69
58
67

22
57
55
55
55

43

5
15
17
25
25
30
39
54
54
56
56

Louanges de Dieu
Louanges de Dieu
Louangebidel
Louanges de Dieu
Vertus
Vertus
Les IV fins de 'hnomme
Vertus
Les IV fiad'ldomme
Louanges deWD
Vertus
Vertus
Vertus
Vertus
Vertus
Louanges de Dieu
Louanges de Dieu
Louanges de Dieu
Louanges de Dieu
MistereN&eJC
Misteres de NS JC
Misteres de NS JC
Misteres de NS JC
Vertus
Vertus
Vertus
Vertus



Composer
Lulli
Marais
Marais
Marchand
Marchand
Monteclair
Monteclair
Monteclair
Monteclair
Monteclair
Mouret
Rebel
Salomon

Composer
Abeille
Bacilly
Bacilly
Bernier
Bernier
Bertin
Bertin
Bertin
Bertin
Bouvard
Bouvard
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra

Incipit
Les matelots*

Sur ce Parterre

Sauveur, divin Sauveur

Ce monde est une vaste mer
Les vents qui regnant

Que cette nuit

Qu'il est charmant*

Prenez les moeurs de I'enfance*
Quand I'heure vient

Antres affreux

Je vous adore

Chantez, peuples, chantez
Ames vaines*

Page Section
65 Vices
11 Louanges de Dieu
32 Misteres de NS JC
66 Vices
66 Vices
27 Misteres de NS JC
47  Vertus
50 Ogert
70 Les IV fins tmmme
71 Les IV fins de I'noram
7 Louanges de Dieu
36 Misteres d&ONS
63 Vices

Deuxiéme Recueil

Incipit

Triomphez et regnez

Echos, qui répondez
Valons, retentissez

Ta bonté, Seigneur

La Cour n'est que fanfare
Célébrez, Mortels

Le rocher est immobile
Jeunes cceurs

Dieu tout puissant

Quand les oiseaux
Reconnoissez enfin

Vien ma Lyre, par tes charmes
De ta gloire éclante

De ta gloire éclatante

Qu' aux accents de ma voix
Quand le Soleil

Quand le soleil sortant de I'onde
Venez, venez peuples divers
Allons, Pasteurs.

Chanton la gloire du Messie
Chantez, Mortels, le Dieu
Venez, régnez

O mon Dieu, que votre Loi
Gloire a toi, Sauveur
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Page Section

21  Vertus
50 Vertus
50 Vertus
28 Vertus

57 Vices

9 Louanges de Dieux
19 Misteres de NS JC

37 Vertus
51 Vertus
7 Louanges de Dieux
43 Vertus

1 Charmés Mesique
Louanges de Dieux
2 Louanges de Dieux
2 Louanges eaxDi
3 Louanges de Dieux
3  LousugeDieux
4  LouangesalxD
11 Misteres de NS JC
14  MistereN8eC
16 Misteres delNS
16 Misteres de NS JC
18 Misteres deJ8S
19 Misteres de NS JC



Composer
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Charpentier
Clerambault
Clerambault
Clerambault
Clerambault
Clerambault
Cochereau
Danielis
Danielis
Danielis
Danielis
Debousset
Debousset
Debousset
Debousset
Debousset
Debousset
Debousset
Debousset
Debousset
Desfontaines
Desmarets
Desmarets
Destouches
Destouches
Destouches
Dubuisson
Gervais
Gervais

Incipit

A la Foi, mon coeur

C'est en Dieu que j'espere
Cessez d'aimer avec partage
Plaisirs ignorés

Pour l'aimable Sagesse
Sans vous, innocente Pudeur
Ah! J'ai perdu le seul bien
Mes yeux, pleurez

Attentif a ma voix.

Pécheur, cet Oracle

Et vous, sages mortels
Voyez la gloire

J'entens la derniere trompette
Printems, vous renaissez
Crainte que la Sagesse inspiire
Ah! Quel tourment!

Que la Vertu dans le loisir
Funébres objets de ces lieux
Pres de ces marbres

Loin des vaines grandeurs
Tout passé dans le monde
L'heure rapide

C'est au Ciel

Mais dans le Tartare

Venez, Mortels

Pour chanter la Providence
Qu'en un instant

Pour étre heureux

Aimons qui nous donne
Grand Dieu, tes chatimens
Revenez dans mon coeur
Secondez mes regrets

O vous que la moindre

C'en est fait, Dieu puissant
Le ciel ne forma le tonnerre
A la Vertu

L'exces de mon impieté

Le tout puissant

Vous dont I'excés

Ah! Que de voix!

Loin de nous, Esprits

A mon coceur
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Page Section

20 Vertus
20 Vertus
23 Vertus
32  Vertus
34  Vertus
36 Vertus
44  Vertus
48 Vertus
58 4a Cantate.
58 Cantate
59 Cantate
60 Cantate

68 Lesn¥de 'homme
65 Les I¥dmI'homme

27 tuger
49  Vertus
56 Vices

66 Le@B/de 'homme
66 Les IV finhdemme
52  Vertus
62 Les |V famBbmme
63 Les |V fins de 'homme
64 Les |V fins de 'hnomme
64 Les |V fins tethme
5 Louanges de Dieux
8 LouangBseue
11 Misteres de NS JC

28 Vertus
39 Vertus
42  Vertus
43  Vertus
45  Vertus
57 Vices
55 Vices
30 Vertus
39 Vertus
46  Vertus
47  Vertus
47  Vertus

7 Louanges de Dieux
10 Misteres de NS JC
24 Vertus



Composer  Incipit Page Section

La Barre Brillez, Vertu 31 Vertus

La Coste Prés de ces Croix 13 Misteres de NS JC
La Coste Régnez fans cesse 33 Vertus

La Coste Chérisson l'aimable innocence 38 Vertus

Lambert Grand Dieu, lourien 54  Vertus

Lambert Ne puis je voir le jour 54  Vertus

Lambert Quel rigoureux tourment 54  Vertus

Le Comte Triomphez, Charité divine 22 Vertus

Le Maire Noirs cachots 72  Les |V fins de 'hnomme
Lulli Pour tes chers favoris 70 Les IV fins deothme
Lulli Chanton la puissance 6 Louanges de Dieux
Lulli Que de tous c6tés on entende 9 LouangesidexD
Lulli Quoiqu'il soit foible 11 Misteres de NS JC
Lulli Quel est cet Enfant 12 Misteres de NS JC
Lulli Que d'une ardeur extréme 16 Misteres de NS J
Lulli L'entendez-vous 24 Vertus

Lulli Servons Dieu 25 Vertus

Lulli Splendeur, Beauté supréme 26  Vertus

Lulli Toi qui dors 36 Vertus

Lulli Malitre des cceurs 40 Vertus

Lulli En vos mains, Seigheur 67 Les |V fins defmme
Marais Agréable Solitude 52  Vertus

Mouret A la Sagesse, courons 32  Vertus

Rebel Oublions les biens frivoles 53 Vertus

Salomon Pourquoi craindre 41  Vertus

Troisieme Recueill

Composer Incipit Page Section

Anonymous Agneaux qui fuyez* 24 Vertus

Beaupré Chante, c'est ton destin 6 Louanges deDie
Bernier Dans les pleurs 30 Vertus

Bertin Des Clarions 11  Misteres de NS JC
Bertin Faisons la guerre 28 Vertus

Bourgeois Le Hibou* 39 Vices

Campra Que tous les mortels 2 Louanges de Dieux
Campra Dans les Cieux est mon amour 20 Vertus

Campra Le Carpillon* 23  Vertus

Campra Est-ce un Bonheur* 27 Vertus

Campra Belle Aurore* 40 Les IV fins de 'homme
Campra L'Esprit s'envole 44  Les IV fins de 'homme
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Composer Incipit

Clerambault Que cette main*
Clerambault Quand on voit
Clerambault Chantez, éclatez
Clerambault Cessons d'aimer l'argent*
Clerambault Le vent fait aller*
Clerambault Le tems qui fuit*
Debousset A la Vertu foyez fidelle*
Debousset Amour de la Vertu*

Deon Monde don le brilliant*
Deon O discours impudens
Desfontaines En vain pour t'éviter
Desfontaines O toi qui fais le fier*
Destouches Venez, regnez, Esprit
Destouches Dieu de mon cceur

Gillier Enfin le Ciel

Lambert Pour faire notre paix
Lambert Pour vaincre

Lambert Un Dieu se fait enfant
Lambert Echo de ce rivage

Lambert Entens la voix

Lambert Grand Dieu, si ta clémence
Lambert Je pleure l'innocence
Lambert Mon Dieu, venez me retirer
Lambert Mon Dieu, venez me dégager
Lambert Mon Dieu, venez me soulager
Lulli Soleil reviens

Lulli Grand Dieu, ton pouvoir
Lulli Grand Dieu, tout tremble
Lulli L'Aquilon se redire

Lulli Lorsque du Firmament

Lulli Triomphez dant votre gloire
Lulli La Loi divine

Lulli Vaine raison

Lulli Ecoutons les conseils

Lulli Mais quand sur vous

Lulli Peut on voir

Lulli Notre coeur n'est formé

Lulli La grandeur d'ici-bas

Lulli N'écoutons que la Sagesse*
Lulli Il faut sonfrir

Lulli Ce superbe étalage*

Lulli Si le Paon*
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Page Section

5 Louanges de Dieux

10 Misteres de NS JC
15 Misteres de NS JC
26 Vertus

37 Vices

41  Les IV fins dedmme

22 \Vertus

22 Vertus
29 Vertus
38 Vices

7 Louanges e
7 Louangeshieux
14  Misteres déQq\NS
16 Vertus

8 Misteres de NS JC
9 Misteres de NS JC
9 Misteres de NS JC
9 Misteres de NS JC

32 Vertus
32  Vertus
32 Vertus
32 Vertus
33 Vertus
33 Vertus
33 Vertus

1 Louanges de Dieux
3 Louanges de Dieux
3 Louanges de Dieux
4  Louanges de Dieux
12  Misteres de NS JC
13 Misteres dSNC
15 Misteres de NS JC
15 Misteres de NS JC

17 Vertus
18 Vertus
18 Vertus
19 Vertus
21 Vertus
25 Vertus
34 Vertus
36 Vices
36 Vices



Composer
Lulli
Lulli
Lulli
Lulli
Marchand

Composer
Anonymous
Anonymous
Bacilly
Batistin
Batistin
Bernier
Bertin
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Clerambault
Clerambault
Clerambault
Clerambault
Clerambault
Clerambault
Clerambault
Clerambault
Couperin
Courbois

Incipit

Ah! Douloureux exit

A l'insensé*

A mes desirs

Hélas! Cette flame
Sous I'herbette*

Page Section

42 Les IV fins de I'homen

43 Les IV fins de 'homme

43 Les IV fins de 'lhomme

44  Les IV fins de 'homme
34  Vertus

Quatrieme Recueill

Incipit

Je vous benirai

La vertu qui nous sanctifie
Seigneur ne souffrez pas
Decends et vole

L'Oiseau sous le verd feuillage*
Voyez couler cette onde*
De vos beaux jours*

Ah! Loin de vous

En vain je chercherois
Etes vous satisfaits?

Il fait le bonheur

La houlette*

Ne songez qu'a vous bien instruire
Non, dans tous ces Romans*
Non, je le comprens bien*
Non, non, jamais deliberté*
Peuples, vos peines

Que vos regards*

Quoi de mes maux
Regnez a jamais

Si vous surmontez
Trompettes, éclattez
Cceurs destinés*

Grand Dieu qui connois
Jamais je n'aurai confiance
Le Dieu qui du néant

Le pécheur insensé

Non, ce n'est plus

Pour punir

Timbales, trompettes

Pour le ciel

Dans les bras de l'erreur*
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Page Section
5 Louanges de Dieux
34 Vertus
19 Misteres deJNS
18 Misteres de NS JC
6 Louande Dieux
41  Vices
39 Vices
37 Vertus
33 Vertus
15 Misteres de NS JC
13 Louanges de Dieux
31 Vertus

27 \Vertus

40 Vices
40 Vices
29 Air ltalien

12 Misteres de NS JC
40 Vices
37 Vertus
44 Les IV fins de 'homme
19 Misteres de NS JC
16 Misteres de NS JC
27 \Vertus
21 Vertus

21 Vertus

1 Louanges dePieu
42 Les IV finshtmnime
42 Les IV fins dertime

10 Misteres de NS JC

2 Louanges dexDieu

32 Vertus
39 Vices



Composer
Debousset
Desfontaines
Desmarest
Destouches
Destouches
Destouches
Destouches
Destouches
Destouches
Dubuisson
Gillier
Godonesche
Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Lulli

Mouret
Mouret
Mouret
Renier

Incipit
Toi qui du haut du ciel
Dans la Vertu*
Maintenant les Pécheurs
Chantez, Bergers
Du haut des cieux
Esprits qui dans les airs
Plaisirs, qui voulez*
Ruisseaux, coulez*
Vous que protégé le Seigneur
Qui peut penétrer
Qu'avec l'enfer
La Jeunesse*
A l'aspect du Seigneur
Ah! Loin de toi*
Dans un calme profound*
Dieu qui rend tout heureux
Heureux aui sans cesse
La mer de couroux écumante
Le Seigeur a produit
Pécheurs, le Tout-Puissant
Quelle voix
Tremblez, foible mortel
Chantez, Oiseaux*
Maitre absolu*
Seigneur accordez-moi
N'oubliez pas
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Page Section
7 Louanges denDie
30 Vertus
43 Les IV finhdmme
14 Louanges de Dieux
20 Vertus
13 Misterd$31aC
28 Misteres deJ8S
41 Vices
25 Vertus
35 Vertus
25 Vertus
38 Vices
4 Louanges de Dieux
22 Vertus

25 Vertus
8 Louanges de Dieu
24 Vertus

4 Louanges de Dieu
4 Louanges de Dieux

36 Vertus
26 Vertus
36 Vertus

11 Louanges de Dieux
6 Louanges de Dieux

22 Vertus

8 Louanges de Dieux



Composer
Salomon
Monteclair
Destouches
Destouches
Clerambault
Lulli
Marchand
Lemaire
Bertin
Hardouin
Lulli
Hardouin
Rebel
Debousset
Lulli
Couperin
Bourgeois
Bourgeois
Lalande
Couperin
Debousset
Destouches
Lulli
Campra
Campra
Campra
Boutillier
Lulli

Lulli

Lulli
Desmarest
Desmarest
Debousset
Mouret
Campra
Lulli

APPENDIX C

PIECES LISTED BY INCIPIT

Premier Recueil

Incipit
Ames vaines*
Antres affreux
Antres profonds
Au printems*
Bergers reprenez vos Musettes
Ce Dieu descend sur la terre
Ce monde est une vaste mer
Celebrons la vertu*
C'en est fait
Cessez, beaux lieux
Cessez, tristes souspirs
Cette onde qui serpente*
Chantez, peuples, chantez
Chantons les aimables douceurs*
Chantons, la victoire
Consacrons
Coulez, ruisseaux, coulez*
Dans ces bas lieux
Dans le cruel martyr
Dans les cieux, et nos coeurs
Depuis que la Sagesse
Dieu tour puissant
Enfin est arrivé
Esprits, a vos divins
Fredonnez chantez
Gloire a toi
Grand Dieu sois maitre
Grand Dieu tout cede
Heureuse I'enfance
Heureuse qui du monde*
Il est et par lui
Il produit a son gre
Je ne me lasse
Je vous adore
J'entens le doux bruit
L'attrait puissant
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Section
63 Vices
71 Les |V fins de 'homme
59 Vertus
69 Les IV fins de 'homme
34 Mistge NS JC
25 Misteres &JC
66 Vices
43 Vertus
30 Misteres de NS JC
58 Vertus
56 Vertus
67 Vices
36 Misteres deONS J
53 Vertus
30 Misteres de NS JC
40 Vertus
68 Les IV flad'homme
27 Misteres de NS JC
55 Vertus
40 Vertus
58 Vertus
60 Vertus
25 Misteres de NS JC
2 Louanges de Dieu
10 Louanges de Dieu
39 Misteres de NS JC
46 Vertus
15 Louanges de Dieu
54  Vertus
54  Vertus
3 Louanges de Dieu
6 Louanges de Dieu
13 Louanges de Dieu
7 Louanges de Dieu
2 Louanges de Dieu
39 Misteres de NS JC

Page



Composer
Desmarest
Bernier
Lulli
Campra
Marchand
Debousset
Demarest
Desmarest
Desmarest
Campra
Campra
Chausson
Cochereau
Cochereau
Debousset
Desmarest
Couperin
Desmarest
Lulli
Monteclair
Desmarest
Monteclair
Monteclair
Lulli

La Coste
Desmarest
Lulli
Brossard
Monteclair
Campra
Campra
Campra
Campra
Marais
Bernier
Marais
Lalande
Clerambault
Lalande
Lulli
Campra

Incipit
Le jour affreux
Le Rossignol ne chante*
Les matelots*
Les méchans*
Les vents qui regnant
Loin de moy
Loin d'icy profanes mortels
Mais aussi terrible
Mais quel charme
Mon Dieux si ta bonté
Mon esperance
Noel benissons le ciel
Noel rejouissance
O celeste flambeau
O soleil, hate toi
O toi, qui fais trembler
On parle peu quand*
Par lui brille en nos prés
Pourquoi nous affliger*
Prenez les moeurs de l'enfance*
Qu' etes vous devenus
Quand I'heure vient
Que cette nuit
Que devant lui
Que j'aime les larmes
Que ton pouvoir
Que tout chante
Quel cahos!
Qu'il est charmant*
Rassemblez, charmantes fleurs
Regnez dans tous les coeurs
Rossignols, chantez
Ruisseau dont le doux murmure
Sauveur, divin Sauveur
Soleil, ta b brilliantlumiere
Sur ce Parterre
Sur ce triste rivage
Sur la terre*
Tandis que Babilone
Tremblez, mortels*
Triomphe, régne
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Page Section
19 Louanges de Dieu
52 Vertus
65 Vices
18 Louanges de Dieu
66 Vices
62 Vertus
1 LouangePige
14 Louanges de Dieu
20 Louanges de Dieu
61 Vertus
42 Vertus
26 Misteres deNS J
29 Misteres de NS JC
40 Vertus
33 Misteres de NS JC
23 Louanges @& D
51 Vertus
8 Louangdsiee
56 Vertus
50 \gertu
16 Louanges de Dieu
70 Les |V fins d®hme
27 Misteres de NS JC
5 Louanges de Dieu
57 Vertus
23 Louanges de Dieu
4 Louanges de Dieu
71 Les IV fins de 'homme
47 Vertus
50 Vertus
38 MistereSdCN
10 Louanges de Dieu
45  Vertus
32 Misteres de NS JC
8 Louangeshieu
11 Louanges de Dieu

55 Vertus
72 Les IV fins de 'homme
55 Vertus

17 Louanges de Dieu
44  Vertus



Composer
Campra
Debousset
Desmarest
Campra
Campra
Brossard
Batistin
Bertin

La Barre

Composer
Campra
Mouret
Desmarets
Gervais
Marais
Campra
Dubuisson
Clerambault
Debousset
Campra
Campra

La Barre
Bertin
Desfontaines
Campra
Danielis
Campra
Campra
Campra
Lulli

La Coste
Clerambault
Campra
Campra
Bertin
Bacilly

Lulli
Campra

Incipit

Trois fois est grand

Trop heureux

Tu parles et ta voix

Venez, Esprit, consolateur
Venez, mortels

Vents, qui dans nos forests*
Voi passer le tems
Vous qui courez aprés l'or
Voyons briller la gloire

Page Section
2 Louanges de Dieu
49 Vertus
14 Louanges de Dieu
36 Misteres ddBIS
28 Misteres de NS JC
65 Vices
70 Les IV fins de I'moen
64 Vices
22 Louanges deDi

Deuxiéme Recueil

Incipit

A la Foi, mon cceur
A la Sagesse, courons

A la Vertu

A mon coceur

Agréable Solitude

Ah! J'ai perdu le seul bien
Ah! Que de voix!

Ah! Quel tourment!

Aimons qui nous donne
Allons, Pasteurs.

Attentif a ma voix.

Brillez, Vertu
Célébrez, Mortels

C'en est fait, Dieu puissant
Cessez d'aimer avec partage
C'est au Ciel

C'est en Dieu que j'espere
Chantez, Mortels, le Dieu
Chanton la gloire du Messie

Chanton la puissance

Chérisson l'aimable innocence
Crainte que la Sagesse inspiire
De ta gloire éclante

De ta gloire éclatante

Dieu tout puissant

Echos, qui répondez
En vos mains, Seigneur

Et vous, sages mortels
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Page Section
20 Vertus
32 \Vertus
39 Vertus
24 Vertus
52 Vertus
44 Vertus
7 Louanges de Dieux
49 Vertus
39 Vertus

11 Misteres de NS JC
58 4a Cantate.
31 Vertus
9 Louanges de Dieux
55 Vices
23 Vertus
64 Les |V fins de 'hnomme
20 Vertus
16 Misteres deJNS
14 Misteres 86l
6 Louanges de Dieux
38 Vertus
27 ugert
2 Louanges de Dieux
2 Louanges de Dieux
51 Vertus
50 Vertus
67 Les IV fins de iihoe
59 Cantate



Composer
Clerambault
Campra
Lambert
Debousset
Campra
Bertin
Bernier
Desmarets
Bertin
Destouches
Lulli
Destouches
Danielis
Gervais
Cochereau
Danielis
Lulli
Campra
Lambert

Le Maire
Campra
Debousset
Rebel
Campra
Campra
Debousset
Debousset
Campra
Lulli
Salomon

La Coste
Clerambault
Charpentier
Campra
Campra
Campra
Bouvard
Lulli

Lulli
Clerambault
Lulli

Incipit
Funébres objets de ces lieux
Gloire a toi, Sauveur
Grand Dieu, lourien
Grand Dieu, tes chatimens
J'entens la derniere trompette
Jeunes cceurs
La Cour n'est que fanfare
Le ciel ne forma le tonnerre
Le rocher est immobile
Le tout puissant
L'entendez-vous
L'exces de mon impieté
L'heure rapide
Loin de nous, Esprits
Loin des vaines grandeurs
Mais dans le Tartare
Maitre des coeurs
Mes yeux, pleurez
Ne puis je voir le jour
Noirs cachots
O mon Dieu, que votre Loi
O vous que la moindre
Oublions les biens frivoles
Pécheur, cet Oracle
Plaisirs ignorés
Pour chanter la Providence
Pour étre heureux
Pour l'aimable Sagesse
Pour tes chers favoris
Pourquoi craindre
Pres de ces Croix
Pres de ces marbres
Printems, vous renaissez
Qu' aux accents de ma voix
Quand le Soleil
Quand le soleil sortant de l'onde
Quand les oiseaux

Que de tous cbtés on entende
Que d'une ardeur extréme

Que la Vertu dans le loisir

Quel est cet Enfant
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Page Section
66 LdaB/de I'hnomme
19 Misteres de NS JC

54 Vertus
42 Vertus
68 Les ¥/dmlI'homme
37 Vertus
57 Vices
30 Vertus
19 Misteres de NS JC
47 Vertus
24 Vertus
46 Vertus

63 Les IV fins de 'homme
10 Misteres de NS JC
52  Vertus

64 Les IV fins dertme
40 Vertus

48 Vertus

54  Vertus
72 Les IV fins de 'homme
18 Misteres deJRS

57 Vices

53 Vertus

58 Cantate
32 Vertus

8 LouangBsed

28 Vertus

34 Vertus
70 Les IV fins de hnme
41 Vertus

13 Misteres de NS JC
66 Les IV finhdenme
65 Les IVdinhomme

2 Louangese@xDi
3 Louanges de Dieux
3  LousudgeDieux
7 Louanges de Dieux
9 LouangesidexD
16 Misteres de NS JC
56 Vices
12 Misteres de NS JC



Composer  Incipit Page Section

Lambert Quel rigoureux tourment 54 Vertus

Debousset Qu'en un instant 11 Misteres de NS JC
Lulli Quoiqu'il soit foible 11 Misteres de NS JC
Bouvard Reconnoissez enfin 43 Vertus

La Coste Régnez fans cesse 33 \Vertus

Debousset Revenez dans mon cceur 43 Vertus

Campra Sans vous, innocente Pudeur 36 Vertus
Debousset Secondez mes regrets 45 Vertus

Lulli Servons Dieu 25 Vertus

Lulli Splendeur, Beauté supréme 26 \Vertus

Bernier Ta bonté, Seigneur 28 Vertus

Lulli Toi qui dors 36 Vertus

Danielis Tout passé dans le monde 62 Les IV finkhdenme
Abeille Triomphez et regnez 21 Vertus

Le Comte Triomphez, Charité divine 22 Vertus

Bacilly Valons, retentissez 50 Vertus

Debousset Venez, Mortels 5 Louanges de Dieux
Campra Venez, régnez 16 Misteres de NS JC
Campra Venez, venez peuples divers 4  LouangesedxD
Campra Vien ma Lyre, par tes charmes 1 Charmes Mrisique
Destouches  Vous dont I'excés 47 Vertus

Campra Voyez la gloire 60 Cantate

Troisieme Recueill

Composer Incipit Page Section

Anonymous Agneaux qui fuyez* 24 Vertus

Lulli Ah! Douloureux exit 42 Les IV fins de I'homme
Debousset A la Vertu foyez fidelle* 22 Vertus

Lulli A l'insensé* 43 Les IV fins de I'homme
Lulli A mes desirs 43 Les IV fins de 'homme
Debousset Amour de la Vertu* 22 Vertus

Campra Belle Aurore* 40 Les IV fins de 'homme
Beaupré Chante, c'est ton destin 6 Louanges dexDieu
Clerambault Chantez, éclatez 15 Misteres de NS JC
Clerambault Cessons d'aimer l'argent* 26 Vertus

Lulli Ce superbe étalage* 36 Vices

Campra Dans les Cieux est mon amour 20 Vertus

Bernier Dans les pleurs 30 Vertus

Bertin Des Clarions 11 Misteres de NS JC
Destouches Dieu de mon coeur 16 Vertus
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Composer
Lambert
Lulli

Gillier
Lambert
Desfontaines
Campra
Bertin
Lambert
Lulli

Lulli

Lulli
Lambert
Lulli

Lulli

Lulli

Lulli
Campra
Bourgeois
Campra
Clerambault
Clerambault
Lulli

Lulli

Deon
Lambert
Lambert
Lambert
Lulli

Lulli

Deon
Desfontaines
Lulli
Lambert
Lambert
Clerambault
C.D.
Campra
Lulli

Lulli
Marchand
Lulli

Lulli

Incipit

Echo de ce rivage
Ecoutons les conseils
Enfin le Ciel

Entens la voix

En vain pour t'éviter

Est-ce un bonheur*
Faisons la guerre

Grand Dieu, si ta clémence
Grand Dieu, ton pouvoir
Grand Dieu, tout tremble
Hélas! Cette flame

Je pleure l'innocence
Il faut sonfrir
La grandeur d'ici-bas
La Loi divine
L'Aquilon se redire

Le Carpillon*

Le Hibou*

L'Esprit s'envole

Le tems qui fuit*

Le vent fait aller*
Lorsque du Firmament
Mais quand sur vous
Monde don le brillant*

Mon Dieu, venez me retirer
Mon Dieu, venez me dégager
Mon Dieu, venez me soulager
N'écoutons que la Sagesse*
Notre coeur n'est formé

O discours impudens

O toi qui fais le fier*
Peut on voir

Pour faire notre paix

Pour vaincre

Quand on voit

Que cette main*

Que tous les mortels
Si le Paon*
Soleil reviens

Sous I'herbette*
Triomphez dant votre gloire
Vaine raison

Page Section

32 Vertus
17 Vertus
8 Misteres de NS JC
32 Vertus
7 Louanges daii
27 Vertus
28 Vertus
32 Vertus

3 Louanges de Dieux
3 Louanges de Dieux
44 Les IV fins de I'homme
32 Vertus
34 Vertus
21 Vertus
15 Misteres de NS JC
4 Louanges de Dieux
23 Vertus
39 Vices
44 Les IV fins de I'homme
41 Les IV fins dedthme
37 Vices
12 Misteres de NS JC
18 Vertus

29 Vertus
33 Vertus
33 Vertus
33 Vertus
25 Vertus
19 Vertus
38 Vices
7 Louangesieux
18 Vertus

9 Misteres de NS JC
9 Misteres de NS JC
10 Misteres de NS JC
5 Louanges de Dieux
2 Louanges de Dieux
36 Vices
1 Louanges de Dieux
34 Vertus
13 Misteres de BIS
15 Misteres de NS JC
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Composer
Destouches
Lambert

Composer
Lulli
Campra
Lulli
Destouches
Mouret
Clerambault
Desfontaines
Courbois
Lulli

Batistin
Bertin

Lulli
Destouches
Campra
Destouches
Campra
Clerambault
Lulli
Clerambault
Anonymous
Campra
Campra
Godonesche
Lulli
Anonymous
Clerambault
Clerambault
Lulli

Batistin
Desmarest
Mouret
Campra
Clerambault
Campra
Campra

Incipit

Venez, regnez, Esprit
Un Dieu se fait enfant

Page Section
14 Misteres dé@\NS
9 Misteres de NS JC

Quatrieme Recueill

Incipit
Ah! Loin de toi*
Ah! Loin de vous
A l'aspect du Seigneur
Chantez, Bergers
Chantez, Oiseaux*
Cceurs destinés*
Dans la Vertu*
Dans les bras de l'erreur*
Dans un calme profound*
Decends et vole
De vos beaux jours*
Dieu qui rend tout heureux
Du haut des cieux
En vain je chercherois
Esprits qui dans les airs
Etes vous satisfaits?
Grand Dieu qui connois
Heureux aui sans cesse
Jamais je n'aurai confiance
Je vous benirai
Il fait le bonheur
La houlette*
La Jeunesse
La mer de couroux écumante
La vertu qui nous sanctifie
Le Dieu qui du néant
Le pécheur insensé
Le Seigeur a produit
L'Oiseau sous le verd feuillage*
Maintenant les Pécheurs
Maitre absolu*
Ne songez qu'a vous bien instruire
Non, ce n'est plus
Non, non, jamais deliberté*
Non, je le comprens bien
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Page Section

22 Vertus
37 Vertus
4 Louanges de Dieux
14 Louanges de Dieux
11 Louanges de Dieux
27 Vertus

30 Vertus
39 Vices
25 Vertus

18 Misteres de NS JC
39 Vices
8 Louanges de Bieu
20 Vertus
33 Vertus
13 MisterééiaC
15 Misteres de NS JC

21 Vertus
24 Vertus
21 Vertus

5 Louanges de Dieux
13 Louanges de Dieux
31 Vertus

38 Vices
4 Louanges de Dieu
34 Vertus

1 Louanges dePieu
42 Les IV finstldenime
4 Louanges de Dieux
6 Louamde Dieux
43 Les IV finthdemme
6 Louanges de Dieux
27 Vertus
42 Les IV fins Herime
29 Air ltalien
40 Vices



Composer
Campra
Renier

Lulli
Campra
Destouches
Couperin
Clerambault
Gillier

Lulli
Campra
Dubuisson
Campra
Campra
Destouches
Mouret
Bacilly
Campra
Clerambault
Debousset
Lulli
Campra
Bernier
Destouches

Incipit
Non, dans tous ces Romans
N'oubliez pas
Pécheurs, le Tout-Puissant
Peuples, vos peines
Plaisirs, qui voulez
Pour le ciel
Pour punir
Qu'avec l'enfer
Quelle voix
Que vos regards
Qui peut penétrer
Quoi de mes maux
Regnez a jamais
Ruisseaux, coulez
Seigneur accordez-moi
Seigneur ne souffrez pas
Si vous surmontez
Timbales, trompettes
Toi qui du haut du ciel
Tremblez, foible mortel
Trompettes, éclattez
Voyez couler cette onde
Vous que protégé le Seigneur
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Page Section

40 Vices
8 Louanges de Dieux
36 Vertus

12 Misteres de NS JC
28 Misteres de IS J

32 Vertus

10 Misteres de NS JC

25 Vertus

26 Vertus

40 Vices
35 Vertus
37 Vertus
44 Les IV fins de I'homme
41 Vices
22 \Vertus

19 Misteres deJNS

19 Misteres de NS JC
2 Louanges dexDieu
7 Louanges denDie

36 Vertus

16 Misteres de NS JC

41 Vices
25 Vertus



Composer
Demarest
Campra
Campra
Campra
Desmarest
Lulli

Lulli
Desmarest
Mouret
Desmarest
Bernier
Campra
Campra
Marais
Debousset
Desmarest
Desmarest
Lulli
Desmarest
Lulli
Campra
Desmarest
Desmarest
La Barre
Desmarest
Desmarest
Lulli

Lulli
Chausson
Bourgeois
Monteclair
Campra
Cochereau
Bertin

Lulli

Marais

APPENDIX D

PIECES LISTED BY PAGE NUMBER

Premier Recueil

Incipit

Loin d'icy profanes mortels
Esprits, a vos divins
J'entens le doux bruit

Trois fois est grand

Il est et par lui

Que tout chante
Que devant lui

Il produit a son gre
Je vous adore

Par lui brille en nos prés
Soleil, ta brilliante lumiere
Fredonnez chantez
Rossignols, chantez

Sur ce Parterre

Je ne me lasse

Mais aussi terrible

Tu parles et ta voix

Grand Dieu tout cede

Qu' etes vous devenus

Tremblez, mortels*

Les méchans*

Le jour affreux

Mais quel charme
Voyons briller la gloire
O toi, qui fais trembler
Que ton pouvoir

Ce Dieu descend sur la terre
Enfin est arrivé

Noel benissons le ciel
Dans ces bas lieux
Que cette nuit
Venez, mortels

Noel rejouissance
C'en est fait

Chantons, la victoire

Sauveur, divin Sauveur
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Page Section

1 LouangeBide
2 Louanges de Dieu
2 Louanges de Dieu
2 Louanges de Dieu
3 Louanges de Dieu
4 Louanges de Dieu
5 Louanges de Dieu
6 Louanges de Dieu
7 Louanges de Dieu
8 Louangd3iee
8 Louangeshiieu
10 Louanges de Dieu
10 Louanges de Dieu
11 Louanges de Dieu
13 Louanges de Dieu
14 Louanges de Dieu
14 Louanges de Dieu
15 Louanges de Dieu
16 Louanges de Dieu
17 Louanges de Dieu
18 Louanges de Dieu
19 Louanges de Dieu
20 Louanges de Dieu
22 Louanges deDi
23 Louanges g D
23 Louanges de Dieu
25 Misteres &JC
25 Misteres de NS JC
26 Misteres deNS J
27 Misteres de NS JC
27 Misteres de NS JC
28 Misteres de NS JC
29 Misteres de NS JC
30 Misteres de NS JC
30 Misteres de NS JC
32 Misteres de NS JC



Composer
Debousset
Clerambault
Rebel
Campra
Campra
Campra
Lulli
Couperin
Couperin
Cochereau
Campra
Lemaire
Campra
Campra
Boutillier
Monteclair
Debousset
Monteclair
Campra
Couperin
Bernier
Debousset
Lulli

Lulli
Lalande
Lalande
Lalande
Lulli

Lulli

La Coste
Hardouin
Debousset
Destouches
Destouches
Campra
Debousset
Salomon
Bertin

Lulli
Brossard
Marchand
Marchand

Incipit

O soleil, hate toi

Bergers reprenez vos Musettes
Chantez, peuples, chantez
Venez, Esprit, consolateur
Regnez dans tous les coeurs
Gloire a toi

L'attrait puissant

Consacrons

Dans les cieux, et nos coeurs

O celeste flambeau

Mon esperance

Celebrons la vertu*

Triomphe, régne

Ruisseau dont le doux murmure

Grand Dieu sois maitre

Qu'il est charmant*
Trop heureux

Prenez les moeurs de I'enfance*

Rassemblez, charmantes fleurs
On parle peu quand*
Le Rossignol ne chante*

Chantons les aimables douceurs*
Heureuse l'enfance
Heureuse qui du monde*

Dans le cruel martyr
Sur ce triste rivage
Tandis que Babilone

Cessez, tristes souspirs
Pourquoi nous affliger*

Que j'aime les larmes
Cessez, beaux lieux
Depuis que la Sagesse
Antres profonds

Dieu tour puissant
Mon Dieux si ta bonté
Loin de moy

Ames vaines*

Vous qui courez aprés l'or
Les matelots*

Vents, qui dans nos forests*
Ce monde est une vaste mer
Les vents qui regnant
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Page Section
33 Misteres de NS JC
34 Mistde NS JC
36 Misteres deCNS J
36 Misteres dd@IS
38 MistereSdKCN
39 Misteres de NS JC
39 Misteres de NS JC
40 Vertus
40 Vertus
40 Vertus
42 Vertus
43 Vertus
44 Vertus
45 Vertus
46 Vertus
47 Vertus
49 Vertus
50 gertu
50 Vertus
51 Vertus
52 Vertus
53 Vertus
54 Vertus
54  Vertus
55 Vertus
55 Vertus
55 Vertus
56 Vertus
56 Vertus
57 Vertus
58 Vertus
58 Vertus
59 Vertus
60 Vertus
61 Vertus
62 Vertus
63 Vices
64 Vices
65 Vices
65 Vices
66 Vices
66 Vices



Composer
Hardouin
Bourgeois
Destouches
Monteclair
Batistin
Monteclair
Brossard
Clerambault

Composer
Campra
Campra
Campra
Campra
Campra
Campra
Campra
Debousset
Lulli
Dubuisson
Bouvard
Debousset
Bertin

Lulli
Gervais
Campra
Debousset
Lulli

Lulli

La Coste
Campra
Campra
Lulli
Campra
Campra
Campra
Bertin
Campra
Campra

Incipit Page Section

Cette onde qui serpente* 67 Les IV findliemme
Coulez, ruisseaux, coulez* 68 Les IV fied'homme
Au printems* 69 Les IV fins de 'homme
Quand I'heure vient 70 Les IV fins domhme
Voi passer le tems 70 Les |V fins de I'men
Antres affreux 71 Les |V fins de 'homme
Quel cahos! 71 Les IV fins de 'homme
Sur la terre* 72 Les |V fins de 'homme

Deuxieme Recueill

Incipit Page Section
Vien ma Lyre, par tes charmes 1 Charmes Mrisique
De ta gloire éclante 2 Louanges de Dieux
De ta gloire éclatante 2 Louanges de Dieux
Qu' aux accents de ma voix 2 Louanges dexDie
Quand le Soleil 3 Louanges de Dieux
Quand le soleil sortant de l'onde 3 Louadgd3ieux
Venez, venez peuples divers 4 LouangeselexDi
Venez, Mortels 5 Louanges de Dieux
Chanton la puissance 6 Louanges de Dieux
Ah! Que de voix! 7 Louanges de Dieux
Quand les oiseaux 7 Louanges de Dieux
Pour chanter la Providence 8 LouangBseus
Célébrez, Mortels 9 Louanges de Dieux
Que de tous cdtés on entende 9 Louanges daDi
Loin de nous, Esprits 10 Misteres de NS JC
Allons, Pasteurs. 11 Misteres de NS JC
Qu'en un instant 11 Misteres de NS JC
Quoiqu'il soit foible 11 Misteres de NS JC
Quel est cet Enfant 12 Misteres de NS JC
Prés de ces Croix 13 Misteres de NS JC
Chanton la gloire du Messie 14 Misteres 86
Chantez, Mortels, le Dieu 16 Misteres deJNS
Que d'une ardeur extréme 16 Misteres de NS JC
Venez, régnez 16 Misteres de NS JC
O mon Dieu, que votre Loi 18 Misteres deJ8S
Gloire a toi, Sauveur 19 Misteres de NS JC
Le rocher est immobile 19 Misteres de NS JC
A la Foi, mon cceur 20 Vertus
C'est en Dieu que j'espere 20 Vertus
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Composer
Abeille

Le Comte
Campra
Gervais
Lulli

Lulli

Lulli
Clerambault
Debousset
Bernier
Desmarets
La Barre
Mouret
Campra

La Coste
Campra
Campra
Lulli

Bertin

La Coste
Desmarets
Debousset
Lulli
Salomon
Debousset
Bouvard
Debousset
Campra
Debousset
Destouches
Destouches
Destouches
Campra
Clerambault
Bacilly
Bacilly
Bertin
Marais
Cochereau
Rebel
Lambert

Incipit
Triomphez et regnez
Triomphez, Charité divine
Cessez d'aimer avec partage
A mon coeur
L'entendez-vous
Servons Dieu
Splendeur, Beauté supréme
Crainte que la Sagesse inspiire
Pour étre heureux
Ta bonté, Seigneur
Le ciel ne forma le tonnerre
Brillez, Vertu
A la Sagesse, courons
Plaisirs ignorés
Régnez fans cesse
Pour l'aimable Sagesse
Sans vous, innocente Pudeur
Toi qui dors
Jeunes cceurs
Chérisson l'aimable innocence
Ala Vertu
Aimons qui nous donne
Maitre des cceurs
Pourquoi craindre
Grand Dieu, tes chatimens
Reconnoissez enfin
Revenez dans mon coeur
Ah! J'ai perdu le seul bien
Secondez mes regrets
L'exces de mon impieté
Le tout puissant
Vous dont I'exces
Mes yeux, pleurez
Ah! Quel tourment!
Echos, qui répondez
Valons, retentissez
Dieu tout puissant
Agréable Solitude
Loin des vaines grandeurs
Oublions les biens frivoles
Grand Dieu, lourien
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Page Section
21 Vertus
22 Vertus
23 Vertus
24  Vertus
24  Vertus
25 Vertus
26 Vertus
27 ugert
28 Vertus
28 Vertus
30 Vertus
31 \Vertus
32 Vertus
32 Vertus
33 Vertus
34 Vertus
36 Vertus
36 Vertus
37 Vertus
38 Vertus
39 Vertus
39 Vertus
40 Vertus
41 Vertus
42 Vertus
43 Vertus
43 Vertus
44  Vertus
45 Vertus
46 Vertus
47 Vertus
47 Vertus
48 Vertus
49 Vertus
50 Vertus
50 Vertus
51 Vertus
52 Vertus
52 Vertus
53 Vertus
54 Vertus



Composer
Lambert
Lambert
Desfontaines
Clerambault
Bernier
Debousset
Campra
Campra
Campra
Campra
Danielis
Danielis
Danielis
Danielis
Charpentier
Clerambault
Clerambault
Lulli
Campra
Lulli

Le Maire

Composer
Lulli

Campra

Lulli

Lulli

Lulli
Clerambault
Beaupré
Desfontaines
Desfontaines
Gillier
Lambert
Lambert
Lambert
Clerambault
Bertin

Lulli

Incipit

Ne puis je voir le jour
Quel rigoureux tourment
C'en est fait, Dieu puissant
Que la Vertu dans le loisir
La Cour n'est que fanfare
O vous que la moindre
Attentif a ma voix.
Pécheur, cet Oracle

Et vous, sages mortels
Voyez la gloire

Tout passé dans le monde
L'heure rapide

C'est au Ciel

Mais dans le Tartare
Printems, vous renaissez

Funébres objets de ces lieux

Prés de ces marbres

En vos mains, Seigheur
J'entens la derniere trompette
Pour tes chers favoris

Noirs cachots

Page Section

54  Vertus
54 Vertus
55 Vices
56 Vices
57 Vices
57 Vices
58 Cantate.
58 Cantate
59 Cantate
60 Cantate

62 Les IV finkhdenme
63 Les IV fins de 'homme
64 Les |V fins de 'homme

64 Les |V fins dedime

65 Les IVd@mBhomme

66 LdmB/de I'lhomme

66 Les IV finhdenme
67 Les IV fins de itmoe

68 Les Wdml'homme
70 Les IV fins de thme
72 Les IV fins de 'homme

Troisieme Recuell

Incipit
Soleil reviens
Que tous les mortels
Grand Dieu, ton pouvoir
Grand Dieu, tout tremble
L'Aquilon se redire
Que cette main*
Chante, c'est ton destin
En vain pour t'éviter
O toi qui fais le fier*
Enfin le Ciel
Pour faire notre paix
Pour vaincre
Un Dieu se fait enfant
Quand on voit
Des Clarions
Lorsque du Firmament

Page
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Section
1 Louanges de Dieux
2 Louanges de Dieux
3 Louanges de Dieux
3 Louanges de Dieux
4 Louanges de Dieux
5 Louanges de Dieux
6 Louanges dexDieu
7 Louanges dauRi
7 Louangeshieux
8 Misteres de NS JC
9 Misteres de NS JC
9 Misteres de NS JC
9 Misteres de NS JC
10 Misteres de NS JC
11 Misteres de NS JC
12 Misteres de NS JC



Composer
Lulli
Destouches
Clerambault
Lulli

Lulli
Destouches
Lulli

Lulli

Lulli

Lulli
Campra
Lulli
Debousset
Debousset
Campra
Anonymous
Lulli
Clerambault
Campra
Bertin

Deon
Bernier
Lambert
Lambert
Lambert
Lambert
Lambert
Lambert
Lambert
Lulli
Marchand
Lulli

Lulli
Clerambault
Deon
Bourgeois
Campra
Clerambault
Lulli

Lulli

Lulli

Lulli

Incipit

Triomphez dant votre gloire
Venez, regnez, Esprit
Chantez, éclatez

La Loi divine

Vaine raison
Dieu de mon cceur

Ecoutons les conseils

Mais quand sur vous

Peut on voir

Notre coeur n'est formé
Dans les Cieux est mon amour

La grandeur d'ici-bas
A la Vertu foyez fidelle*
Amour de la Vertu*
Le Carpillon*

Agneaux qui fuyez*
N'écoutons que la Sagesse*
Cessons d'aimer l'argent*

Est-ce un bonheur*
Faisons la guerre
Monde don le brilliant*
Dans les pleurs
Echo de ce rivage
Entens la voix
Grand Dieu, si ta clémence
Je pleure l'innocence
Mon Dieu, venez me retirer
Mon Dieu, venez me dégager
Mon Dieu, venez me soulager
Il faut sonfrir
Sous I'herbette*
Ce superbe étalage*
Si le Paon*
Le vent fait aller*
O discours impudens
Le Hibou*
Belle Aurore*
Le tems qui fuit*
Ah! Douloureux exit
A l'insensé*
A mes desirs
Hélas! Cette flame
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16 Vertus
17 Vertus
18 Vertus

18 Vertus
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22 Vertus
23 Vertus
24 Vertus
25 Vertus
26 Vertus
27 \Vertus
28 Vertus
29 Vertus
30 Vertus
32 Vertus
32 Vertus
32 Vertus
32 Vertus
33 Vertus
33 Vertus
33 Vertus
34 Vertus
34 Vertus
36 Vices
36 Vices
37 Vices
38 Vices
39 Vices

40 Les IV fins de 'homme
41 Les IV fins dedihme
42 Les IV fins de 'homme
43 Les IV fins de 'homme
43 Les IV fins de 'homme
44 Les IV fins de I'homme



Composer
Campra

Composer
Clerambault
Clerambault
Lulli

Lulli

Lulli
Anonymous
Batistin
Mouret
Debousset
Lulli

Renier
Clerambault
Mouret
Campra
Campra
Destouches
Destouches
Campra
Campra
Batistin
Bacilly
Campra
Destouches
Clerambault
Clerambault
Lulli

Mouret

Lulli
Destouches
Gillier

Lulli

Lulli
Campra
Clerambault
Destouches
Campra

Incipit
L'Esprit s'envole
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44 Les IV fins de 'hnomme

Quatrieme Recueill

Incipit
Le Dieu qui du néant
Timbales, trompettes
La mer de couroux écumante
A l'aspect du Seigneur
Le Seigeur a produit
Je vous benirai
L'Oiseau sous le verd feuillage
Maitre absolu
Toi qui du haut du ciel
Dieu qui rend tout heureux
N'oubliez pas
Pour punir
Chantez, Oiseaux
Peuples, vos peines
Il fait le bonheur
Esprits qui dans les airs
Chantez, Bergers
Etes vous satisfaits?
Trompettes, éclattez
Decends et vole
Seigneur ne souffrez pas
Si vous surmontez
Du haut des cieux
Grand Dieu qui connois
Jamais je n'aurai confiance
Ah! Loin de toi
Seigneur accordez-moi
Heureux aui sans cesse
Vous que protégé le Seigneur
Qu'avec l'enfer
Dans un calme profound
Quelle voix
Ne songez qu'a vous bien instruire
Ceeurs destinés
Plaisirs, qui voulez
Non, non, jamais deliberté
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1 Louanges dePieu
2 Louanges dexDieu
4 Louanges de Dieu
4 Louanges de Dieux
4 Louanges de Dieux
5 Louanges de Dieux
6 LouandePieux
6 Louanges de Dieux
7 Louanges denDie
8 Louanges de Rieu
8 Louanges de Dieux
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11 Louanges de Dieux
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13 Louanges de Dieux
13 Misteré¢3iaC
14 Louanges de Dieux
15 Misteres de NS JC
16 Misteres de NS JC
18 Misteres de NS JC
19 Misteres deJNS
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24  Vertus
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Composer
Desfontaines
Campra
Couperin
Campra
Anonymous?
Dubuisson
Lulli

Lulli

Campra
Campra
Godonesche
Bertin
Courbois
Campra
Campra
Campra
Bernier
Destouches
Clerambault
Clerambault
Desmarest
Campra

Incipit
Dans la Vertu
La houlette
Pour le ciel
En vain je chercherois
La vertu qui nous sanctifie
Qui peut penétrer
Pécheurs, le Tout-Puissant
Tremblez, foible mortel
Ah! Loin de vous
Quoi de mes maux
La Jeunesse
De vos beaux jours
Dans les bras de l'erreur
Non, dans tous ces Romans
Non, je le comprens bien
Que vos regards
Voyez couler cette onde
Ruisseaux, coulez
Le pécheur insensé
Non, ce n'est plus
Maintenant les Pécheurs
Regnez a jamais
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FACSIMILE AND TRANSLATION OF AVIS
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Avis Notice
On a fait dans ces recueils un choix des aifkere are in these collections a selection of
les plus parfaits et les plus estimés d& M the finest airs by the most esteemed
Lulli, Campra, Desmarets, Destouches, Messrs. Lulli, Campra, Desmarest,
Clerambault, Bernier, Marchand, CouperiDestouches, Clerambault, Bernier,
Marais, De Bousset, et autres grands Marchand, Couperin, Marais, De Bousset,
auteurs, dont on a mis les noms dans la and other great authors whose names are
table. On [y] trouvera cet ouvrage sous leput in the table. One finds in this work
titres généraux, de Louanges de Dieu, under the general headings, the Praises of
Mysteres de N. S., Vertus, Vices, et Quatréod, Mysteries of Our Lord [Jesus Christ],
fins de I'homme, tous les sujets de piété eVirtues, Vices, and the Four Ends of Man,
de morale qu’on peut désirer on a enrichi kil the subjects of piety and morality one
Second Recueil, d’'une cantate Francoise,astuld want. The Second Collection has
d’'une cantate italienne. been enriched with one French and one
Italian cantata.

Ces 4 recueils ensemble contiennent plusThese four collections contain over 300 airs
de 300 airs sus tous les différents on all of the different characters, from
caractéres, de la musique Francoise et French and Italian music, both vocal and
italienne tant vocale, gu’'instrumentale, airsnstrumental, airs for the violin,
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de violons, piéces de clavecin, et de viole harpsichord pieces, and for the viol,
musettes, double dans le golt de Mr. musette, variations in the style of Mr.
Lambert et un grand nombre d’'airs de  Lambert and a great number of airs for the
basse, auxquels on a ajouté une clef pourbass [voice], to which a clef was added in
en faciliter le chant a un dessus et afin  order to facilitate singing by a treble
gu’'une méme personne puisse chanter to{doice] and in order that the same person
'ouvrage, on a mis a la portée de la voix could sing all of the pieces, all the pieces
toutes les pieces qui le composent : on legamposed were put within reach of the
distribuées de maniére, qu’on n’est presqueice: they have been distributed in such a
jamais obligé de tourner la feuille, ce qui way that one almost never has to turn the
n'est pas une petite commodité pour ceuxpage, which is no small convenience for
qui chantent et qui jouent en méme tempshose who sing and play at the same time
de quelque instrument. with some type of instrument.

On a marqué a chaque air son mouvemeriach air has been marked with the tempo
et les agréments qui lui conviennent. La and ornaments that are appropriate to it.
plupart de ces airs peuvent servir de piecddhe majority of these airs could serve as

pour le clavecin, la basse de viole, le pieces for the harpsichord, bass viol, violin,
violon, & la flute allemande. Les basses oot the German flute. The bass [parts] have
éte chiffrées avec grand soin par M. been figured with great care by M.

Clerambault, en faveur des personnes quiClérambault, for the benefit of those who
accompagnent du clavecin ou du tuorbe. accompany on the harpsichord or theorbo.

On trouvera dans les 4 recueils environ 8@ne will find in these 4 collections about
chansons morales, qui peuvent plaire 80 moral songs, which can appeal equally
indifferemment a tout le monde, et servir to everyone, and even serve people of
méme aux personnes de piété, que la  piety, for whom good manners compel
complaisance oblige de chanter en them to sing with others.

compagnie.

Les Recueils gravés le vendent chez Ph. Nlhe engraved collections are sold at Ph. N.
Lottin imprimeur libraire. Rue St. Jacques Lottin print seller [publishing house]. Rue
proche St. Yves a la vérité. Les 4 recueilsSt. Jacques next to St. Yves confirmed [the
18" scavoir les 2 premief*@&hacun et les  truth is]. The 4 collections cost 't&hat is,
deux derniers'3chacur?®® the first 2 & each and the last twd 8ach.

Copie par C. D. pendant le caréme de 173Bopied by C. D. during Lent of 1736.

Dans l'original il y a des fables sur des  In the original there are fables [composed]
vaudevilles a la fin de chaque recueil. On on vaudevilles at the end of each collection.
les a copiées séparément. They were copied separately.

On travaille a un SRecueil. They are working on a fifth collection.

248 Dominique Lacoue-Labarth, "Livre tournois,"Emcyclopedia Universaljs
<http://www.universalis.fr/encyclopedie/livre-towis/> (accessed 22 March 2014). The modern
equivalent for all four volumes is approximately8$2
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APPENDIX F
MUSICAL EXAMPLES FROM THE URSULINE MANUSCRIPT

1. Francois Couperin (1668-1733)

“Dans les cieux, et nos coeurs,” Premier Recleilianges de Dieyypp. 40-41.
Musette en Rondeau. Leger et gratieux.
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2. Francois Couperin (1668-1733)

“Consacrons nos airs, et nos concert,” Premier 8kdwouanges de Dieyx
pp.12-13. Rondeau, leger gratieux et louré.
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3. Bertrand de Bacilly (1625-1690)/Jacques-Martin etettre (1674—-1763)

“Echos, qui répondez,” Deuxieme Recueil, pp. 50M&fus[Sentiments de
Penitencg Air, Lentement; Double et couplet: “Valons rétieaez.”
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4. Jean-Baptiste Drouart de Bousset (1662—-1725) /éaekfiartin Hotteterre

“Trop heureux est ’lhomme fidelle,” Premier Recupil 49,Vertus
[Fidelité a Died, Air gratieux.
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5. Daniel Danielis (1635-1696)

“Tout passé dans le monde,” Deuxiéme Recueil, Bp68,Les IV fins de
’lhomme[“Cantate italienne; Sunt breves Mundi rosae.”]
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6. Marin Marais (1656—1728)

“Agéable solitude,” Deuxieme Recueil, p. M&rtus[La Solitudé, Musette en
rondeau, Léger et gratieux.
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7. André Campra (1660-1744)

Cantate, L’Avenir; Recit vivement: “Attentif a maix,” Deuxiéme Recueil,
Air, Légerement: “Pécheur, cet Oracle,” and Ré&t:vous, sages mortels,”
Deuxieme Recueil, pp. 58-59, betwednesetLes IV Fins de 'THomme
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8. André Campra (1660-1744)

Air dans le gout italien, Légerement: “Voiez laigkg” pp. 60—61, between
VicesetLes IV Fins de 'Homme
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9. Toussaint Bertin de La Doué (1680-1743)

“Dieu tout puissant,” Deuxieme Recueil, p. ¥ertus[Conversion parfaitg
Air, Lentement,
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