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Joyeux Noël
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1. Te Deum H.146 22’04
2. Dixit Dominus H.204 8’58

Messe de Minuit pour Noël H.9
3. Kyrie 7’58
4. Gloria 4’29
5. Credo 9’06
6. Noël: Laissez paître vor bêtes 1’41
7. Sanctus and Benedictus 3’10
8. Agnus Dei 2’19
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Colin Ainsworth · James McLennan 
David Nortman tenor
Giles Tomkins · Esteban Cambre bass
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Sinfonia IV
24. Une jeune pucelle: Moderato 1’50
25.  (Je me suis levé par un matinet): 

Allegro 1’14
26.  Chrétien(s) qui suivez l’église:  

Adagio 1’56
27. Nous sommes en voie: Allegro 0’47
28. Noël allemand: Largo 1’42
29. Noël américain: Allegro 0’54
30.  Nouveau Noël sur un ancien  

air de M. Lully (Votre bonté  
grand Dieu): Allegro 2’13

Sinfonia V
31.  Chantons je vous prie Noël  

hautement: Moderato 1’34
32.  Bergers allons voir dans ce lieu:  

Andante 1’05
33. Joseph est bien marié: Allegro 1’16
34. Un jour Dieu se résolut 0’37
35.  Michau qui causoit ce grand bruit: 

Allegro 0’41
36. Or, nous dites, Marie: Adagio 3’39
37.  Chantons de voix hautaine:  

Vivace 2’06
38. Noël suisse: Allegro 3’08

Michel Corrette 1709-1795
Les Six Symphonies de Noël
Sinfonia I
9. À la venue de Noël: Moderato 2’22
10.  Le Roy des cieux vient de naître:  

Andante 2’01
11. Voici le jour solennel: Moderato 2’04
12.  Adam fut un pauvre homme:  

Allegro 2’09

Sinfonia II
13.  Où s’en vont ces gais bergers:  

Allegro 2’32
14. Noël polonais: Largo 1’50
15. Laissez paître vos bêtes: Allegro 3’13

Sinfonia III
16.  Quand je m’éveillai et eus assez dormi: 

Moderato 2’02
17. Vous qui désirez sans fin: Andante 2’37
18. Noël allemand: Largo 1’05
19. Noël de St. Cyr: Allegro 2’01
20. Cette journée: Allegro 1’36
21. Puer nobis nascitur: Moderato 2’15
22. Chantons je vous prie: Allegro 0’52
23.  Joseph est un bon compagnon:  

Allegro 1’18

Sinfonia VI
39.  Tous les bourgeois de Chartres:  

Allegro 2’09
40.  Quoy ma voisine es-tu fâchée: 

Amorozo 2’21
41.  Noël de Saintonge; (Savez-vous mon 

cher voisin): Allegro 1’30
42. Bon Joseph écoutez-moi 1’19
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Marc-Antoine Charpentier
Messe die Minuit pour Noël · Te Deum · Dixit Dominus
While Lully held a dominant position in the musical life of the French court 
during much of his career, Marc-Antoine Charpentier, nevertheless, enjoyed a very 
considerable reputation. The exact year of his birth remains unknown, although 1643 
offers a reasonable conjectural date. Probably born in Paris, he studied in Rome with 
Carissimi, acquiring from him a knowledge of contemporary Italian styles. Soon 
after his return he seems to have entered the service of the King’s cousin, the Duchess 
de Guise, Marie de Lorraiue, later assuming the position of her maître de musique. 
which he held until her death in 1688, winning favour as a proponent of the Italian 
style that had been championed by Cardinal Mazarin and had been supported by 
the King. He collaborated with Molière, after the end of the latter’s partnership 
with Lully in 1672, providing music in 1673 for his last play, Le malade imaginaire, 
and continued to work with other playwrights of the Comédie Française under the 
restrictive conditions imposed by Lully. Relatively brief direct association with the 
court came in work for the Dauphin and a royal pension after his failure to achieve 
appointment in 1683 as a sous-maître of the Royal Chapel, when he withdrew from 
the final stage of the necessary competition. He gave lessons to the most musical 
member of the royal family, Philippe II de Bourbon, the somewhat dissolute nephew 
of Louis XIV. Although valued by the King and feared by Lully as a very possible 
rival, Charpentier won particular fame through his employment, probably from 1687, 
as maître de musique at the Jesuit Church of St Louis, known to contemporaries as 
l’église de l’Opéra through its employment of singers from that establishment. It may 
be presumed that the position was secured for him through the influence of MIle de 
Guise. From 1698 until his death in 1704 he was maître de musique of the Sainte-
Chapelle, a position of considerable importance in the musical establishment of the 
country. 

Charpentier left a very large quantity of church music, Mass settings, sequences, 
antiphons, settings of the Tenebrae lessons and responsories, canticle and psalm 

Pierre Dandrieu 1664–1733
from Livre de Noëls pour l’orgue et le 
clavecin (1714)
43. Puer nobis nascitur 4’21

Jean-François Dandrieu c.1682–1738
from Livre de Noëls (1721–33) – Vol.1
44. Nous sommes en voie 2’00

Michel Corrette 1707–1795
from Nouveau Livre de Noëls (1753)
45.  Chantons je vous prie  

Noël hautement 2’57

Claude Balbastre 1724–1799
from Recueil de Noëls formant quatre 
suittes avec des variations pour le clavecin 
et le forte piano (1770) – Suite No.1
46. Joseph est bien marié 4’27

Alexis Chauvet 1837–1871
from 9 Offertoires de caractères gradués 
pour l’Avent et le temps de Noël (1869)
5. No.1 Sur un Noël 2’58
47.  No.2 Pour le deuxième dimanche  

de l’Avent 3’54
48. No.3 Or, dites nous Marie 3’17
49. No.8 Vous qui désirez sans fin 2’58
50. No.6 Chantons de voix humaine 4’16
51. No.4 Noël, cette journée 3’34

Alexandre Guilmant 1837–1911
from Première Livre de Noëls Op.60 
(1883–96) – Vol.1, Issue 1
52. No.6 Noël écossais 2’43

César Franck 1822–1890
Published in L’Athénée Musical (1867)
53.  Offertoire sur un Noël breton  

from L’Organiste Vol.1 (1890) 6’11
54. Noël angevin (Allegretto) 1’16
55. Vieux Noël (Andante) 2’06
56. Noël angevin (Quasi allegro) 1’13

Théodore Dubois 1837–1924
from 12 Pièces nouvelles pour orgue ou 
piano-pédalier (1893)
57. No.7 Noël 5’15

Alexandre Pierre François Boëly 1785-1858
from Messe du jour de Noël Op.11 (1842)
57. V. Dernier Kyrie (Allegro) 1’10
58.  VI. Domine Deus, Rex coelestis 

(Andante) 1’14
59.  VII. Domine Deus, Agnus Dei 

(Allegretto pastorale) 1’58
60. VIII. Quoniam (Andante) 2’02
61.  IX. Tu solus altissimus  

(Allegro moderato) 2’11
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settings, motets for the Elevation and dramatic motets, with a smaller but not 
insignificant number of instrumental and secular compositions, including songs, 
dramatic cantatas and music for the theatre. Much of this the influence of Italy, 
although his work for the theatre inevitably demanded a more French style of writing.

There are four surviving settings of the Te Deum by Charpentier, out of a probable 
six, at the least. The canticle was of practical use on various occasions in the 
celebration of major triumphs for the King, whether military or personal. The Te 
Deum H.146, was written for the Jesuit church and has been conjecturally dated to 
1692. It has won a certain modern popularity through the use of the opening prelude 
as a signature-tune, but deserves its relative fame as an assured example of the 
composer’s work.

The Te Deum is scored for a four-part chorus and eight solo singers, with trumpets, 
flutes, oboes, bassoons, strings, and, as is immediately evident, drums. The autograph 
score records the name of one of the soloists, the bass Pierre Beaupuis, who had been 
in the service of Mlle de Guise, and after her death continued his career at the Jesuit 
church. The work opens with a Prélude in rondeau form, the principal theme framing 
two couplets without trumpets and drums. Strings and continuo accompany the bass 
soloist in the first verse of the canticle, followed by the four-part chorus, continuing 
without the bass, and passages for the solo voices. The trumpets and drums, at first 
silent, return to introduce the words Pleni sunt coeli. A tenor soloist introduces the 
verse Te per orbem terrarum, followed by the haute-contre (alto) and then the bass, 
accompanied by the organ continuo. The full instrumental ensemble returns for the 
following section, marked Guay, as the chorus celebrates the victory over death, Tu 
devicto mortis aculeo. A rapid fanfare prefigures the Day of Judgement, as the bass 
sings of the coming of the Judge, Judex crederis esse venturus, continuing with the 
dessus (Soprano) accompanied by flutes and continuo at Te ergo quaesumus. The 
full chorus and the instrumental ensemble without trumpets and drums return for 
the words Aeterna fae cum Sanetis tuis. Flutes, strings and continuo accompany 
the soloists in Dignare Domine die isto, the plea for divine mercy leading to a short 

dramatic pause. The brief silence is broken by the joyful and confident return of the 
full instrumental ensemble to introduce the optimism of In te Domine speravi in a 
final section that again contrasts the solo singers with the full four-part chorus, with 
its largely homophonic textures.

Charpentier left six settings of the Vespers psalm Dixit Dominus. The setting listed 
by the Charpentier scholar Wiley Hitchcock as H.204, has been dated conjecturally 
to 1690, relatively simple, compared with the compositions for Mlle de Guise. Scored 
for strings and continuo, with four-part chorus and soloists, the psalm opens with a 
short contrapuntal Prélude, before two solo voices, tenor and bass, introduce the first 
verse, followed by the chorus. The three soloists continue with Tecum prineipium, 
before the return of the homophonic chorus. Two solo violins add energy to the bass 
Dominus a dextris tuis, going on, after an intervention from the chorus, to glory in 
the prospective crushing of enemies in conquassabit capita in terra multorum. There is 
contrast between the chorus and the solo voices in the final Gloria, with its energetic 
conclusion.

The French noël represents a tradition of popular Christmas celebration that 
developed from its earlier origins into a very considerable repertoire of songs in the 
sixteenth century, some of them derived melodically from plainchant and others 
making use of secular melodies. Charpentier made use of this material in his Messe 
de Minuit (Midnight Mass), written perhaps for Christmas 1694, and in instrumental 
arrangements from the late 1680s or early 1690s. The Mass is scored for four-part 
chorus, soloists, flutes, strings and continuo, and makes use of ten popular carol 
melodies, in the tradition of the earlier parody Mass.

The carol Joseph est bien marié is heard before the four-part Kyrie based on it, 
played here with the notes inégales (unequal notes or dotted rhythms) usual at the 
time. Or nous dites Marie precedes three soloists in the Christe eleison, and Une jeune 
pucelle provides the basis for a further Kyrie eleison for the four-part chorus. The 
Gloria opens conventionally, before a noël melody is introduced, Les bourgeois de 
chastre, for Laudamus te. The three soloists return for Domine Deus rex coelestis, 



analysis of the ‘Italian style’, which was all the rage in France at that time. 
Through the publication of these methods, along with his activities as composer, 

teacher and performer, Corrette appears to have become an affluent man. But in 
doing so he aroused much jealousy, which frequently led to his work being less than 
well received. Although many of his compositions have been lost, a large number are 
preserved. One of his best-known compositions is the Carillon des morts. This piece 
was written with the intention of being performed after Jean Gilles’s Messe des morts 
(Requiem). In this composition Corrette reproduces the sound of the church bells of 
Rouen. As with most other symphonies by Corrette, the ‘Six Symphonies en quatuor’ 
combine the new with the old. From a harmonic point of view, this work is somewhat 
old-fashioned: stylistically it is still firmly rooted in the Baroque. On the other hand, 
the use of foreign melodies is innovative. The fact that a ‘Noël polonais’ and a ‘Noël 
américain’ are included is indicative of Corrette’s passion for all things different and 
new. The adaptation of borrowed material was, after all, Corrette’s strong point. 
His original compositions are often of a lesser quality. Noëls were extremely popular 
in 18th-century France. Many composers adapted Noëls for the organ; there are 
existing collections by Nicolas le Bègue (1676), Nicolas Gigault (1682), André Raison 
(1714), Pierre Dandrieu (c.1720), Louis-Claude Daquin (c.1745) and Claude-Beninge 
Balbastre (c.1760), amongst others. There are existing instrumental collections 
by Michel-Richard Delalande and François-Joseph Gossec, while Marc-Antoine 
Charpentier adapted the best-loved Noëls for a small ensemble as early as the 17th 
century. The latter won considerable popularity with his Messe de minuit, which also 
featured the melodies of well-known Noëls. On the title page of the Six Symphonies it 
is stated that these Noëls can also be successfully performed in an orchestral setting. 
This would imply that the original setting which Corrette had in mind was a string 
quartet with organ. For this recording, a double bass is added to the continuo part, 
thereby lending a symphonic quality to these Noëls.
© Rien Voskuilen
Translation: R. Vergano

followed by the chorus at Qui tollis peccata mundi. The soprano soloists’ Quoniam 
tu salus Sanctus is based on Ou s’en vont ees guays bergers. The Credo opens 
solemnly in traditional style, before the words Deum de Deo, a section based on Vous 
qui désirez sans fin, heard in a lively instrumental introduction. The homophonic Et 
incarnatus est, and the following silence leads to a setting of Crucifixus etiam pro 
nobis using Voiey Ie jour solomnel de noël, for three soloists. The first soprano soloist 
introduces Et in Spiritum Sanctum, derived from A la venue de noël. At the Offertory 
instruments play Laissez paître vos bestes and the Sanctus takes its theme from O 
Dieu que n’estois je en vie, with a formal Benedictus for the three male soloists. At 
the Agnus Dei Charpentier has recourse to A minuit fut fait un resveil, making a 
lively ending to the whole work. In this model for some later composers Charpentier 
succeeds in providing, as Catherine Cessac has remarked in her authoritative study 
of the composer, ‘a perfect synthesis between the secular and the liturgical, between 
popular and learned writing’.
© Keith Anderson

Michel Corrette 
Les Six Symphonies de Noël
Michel Corrette was born in 1709 in Rouen, where his father, Gaspard Corrette (born 
in Delft) was organist. Few details are known to us of Michel’s private life, other 
than that he married Marie-Catherine Morizet in 1733. He held various posts as 
an organist in Paris. After an active musical career spanning more than 60 years, he 
died on 22 January 1795. Corrette’s reputation was largely based on his educational 
works. He published more instruction books than any other musician: at least 17 
titles, which were regularly reprinted. Among his written works were methods for 
violin, cello, traverso, viola da gamba, organ, harpsichord, guitar, mandolin, double 
bass and harp.  Through these publications he exerted a great deal of influence on 
French musical life. His written works are still of interest today, due to their extensive 



the way music was taught in France during the latter half of the 18th century. His 
profession made him rich – and drew the envy of his peers.

Claude Balbastre (1724–1799) was acclaimed for his talent not only in aristocratic 
circles, but also by the many visitors who listened to his noëls in church. This even 
caused the Archbishop of Paris to forbid him to play during the Christmas Mass. 
Balbastre owned a Ruckers harpsichord with a scene from Jean-Philippe Rameau’s 
opera Castor et Pollux painted on the lid, and Rameau’s brother, Claude, was 
Balbastre’s teacher. Balbastre was the organist of Notre-Dame de Paris from 1760. 
After the Revolution the church was turned into a ‘Temple de la Raison’ in which 
church music was no longer performed. Balbastre also composed a Marche des 
Marseillois et l’Air Ça-ira arrangées pour le forte-piano, which, it may be safely 
assumed, he played on the Notre-Dame organ. Joseph est bien marié is taken from the 
collection Noëls pour le clavecin et le forte piano, published in 1770.

Alexis Chauvet (1837–1871) was born on the Île-de-France and enrolled at the 
Paris Conservatoire as early as 1850. His Vingt Célèbres Pièces pour orgue were 
published in 1862, and he was the dedicactee of César Franck’s Fantaisie Op.16. 
Chauvet was among the trend-setting organists of his generation. Being a great 
admirer and performer of Bach’s music, he was known to his contemporaries as ‘le 
petit Bach’. In his noëls, which were published in 1869 and dedicated to Camille 
Saint-Saëns, Chauvet often formed his thematic material in a contrapuntal way. It 
was with these compositions that Chauvet became well known to French organists. 
Théodore Dubois repeatedly reissued the Vingt Pièces in 1894 and 1896; Riemann’s 
lexicon of 1894 said of him that ‘a number of excellent organ compositions from his 
pen have appeared in print’. He died of tuberculosis at the age of 33.

Alexandre Guilmant (1837–1911) received his training primarily from his father, 
and succeeded Chauvet as titular organist of La Trinité, Paris, in 1871. He became 
the teacher of Marcel Dupré, Louis Vierne and Nadia Boulanger, and co-founded 
the Schola Cantorum in Paris. He is particularly well known for his editions of early 
composers, including many French masters. His concert tours took him all over 

Noël is French for Christmas as well as Christmas carol. The word derives from the 
Latin word natalis (‘of birth’) and is related to the Burgundian noé and the English 
nowell (or nouell). Some noëls are known to have originated in the 13th century. Even 
then they already fell into two categories: those sung to pre-existing melodies, and 
those composed afresh.

In French organ music, the noël made use of carols and shepherd songs. The 
most important early organ arrangements of noëls were by Lebègue and Gigault, 
followed in the 18th century by Raison, Pierre and Jean-François Dandrieu, Daquin 
and Balbastre. Outstanding 19th-century examples include those by Boëly, Chauvet, 
Guilmant and Franck, and a major 20th-century contribution came in the form of 
Tournemire’s 12 Noëls pour orgue.

Pierre Dandrieu (1664–1733) is known to have been baptised on 21 March 1664. 
From around 1680 until his death, he served as priest and organist at Saint-
Barthélemy en Cité, Paris. His noëls, published in Paris around 1714, introduced 
the musette, a bellows-operated bagpipe popular in France in the 17th and 18th 
centuries. The dance of this same name, presumably accompanied by a musette, was 
very fashionable at the courts of Louis XIV and XV. Jean-Philippe Rameau created a 
minor masterpiece with his Musette for harpsichord, and in the 20th century Hubert 
Parry wrote a musette for his suite Hands Across the Centuries.

Following the death of Pierre Dandrieu, the organist’s position at Saint-Barthélemy 
was taken by his nephew Jean-François Dandrieu (c.1682–1738), who had previously 
been the organist at St Merry in Paris. Dandrieu’s compositions bear witness to 
the influence of Italy. His noël Nous sommes en voie forms the second part of a 
bear dance known as a tambourin. The tambourine, a hand-held drum with skin 
drumhead and metal jingles, was also a favourite instrument among Italian peasants.

Little is known about the life of Michel Corrette (1707–1795). He wrote many 
noëls, one of which, Chantons je vous prie Noël hautement, was published in his 
Nouveau Livre de Noëls in Paris (1753). Corrette’s teachers shed revealing light on 



Alexandre Pierre François Boëly (1785–1858), who lived a very secluded life, 
studied the music of J.S. Bach intensively. He was one of the finest organists of his day, 
with a virtuoso mastery of the pedals unparalleled in France. His most famous pupil 
was Camille Saint-Saëns, who never ceased to admire him. Messe du jour de Noël 
composé sur des airs populaires anciens dits Noëls et suivant les tons du chant des 
Grands Solemnels à l’usage de Paris, published in 1842, is one of Boëly’s few works to 
have appeared in print during his lifetime. Tracks 17–21 are taken from this work.
© Christian Lambour

Europe and, from 1893, to North America, ensuring his international renown. The 
Noël écossais, taken from his collection Noëls (Op.60), was composed on 22 January 
1884 in Meudon, where he had a private organ installed in his home. Guilmant was 
a very prolific composer, writing more organ music than Franck, Saint-Saëns, Widor 
and Vierne combined.

César Franck (1822–1890) is regarded as the greatest French organ composer of 
the 19th century. One remarkable thing about his life is that at first he was a virtuoso 
pianist and piano teacher, a composer of salon music and an active conductor; only 
towards the end of his life did he produce his masterpieces. From 1858 he was titular 
organist of Sainte-Clotilde in Paris, where his famous improvisations drew admiration 
from crowds of visitors. The Offertoire sur un Noël breton appeared in L’Athénée 
Musical in 1867. L’Organiste, a collection of smaller works, was begun on 16 August 
1890, the final piece being written on 30 September, and he composed it entirely 
from memories of his earlier improvisations. It was during this period that he also 
composed his Trois Chorals pour orgue.

Among Franck’s significant pupils were Augusta Holmès, Louis Vierne, Henri 
Duparc, Vincent d’Indy, Claude Debussy and Charles Tournemire.

Théodore Dubois (1837–1924) was a composer of oratorios, operas, orchestral 
suites, symphonic poems, piano and organ works and chamber music, all of which 
are noted for their brilliance and euphony. He also left behind treatises on harmony, 
fugue and counterpoint, and won the Prix de Rome for his cantata Atala in 1861.

Following his requisite stay at the Villa Medici, he returned to Paris, where he held 
a number of prestigious positions: he was maître de chapelle at Sainte-Clotilde where 
the titular organist was César Franck; and in 1869 he assumed the same position 
at La Madeleine, where he succeeded Saint-Saëns as titular organist in 1877. He 
remained at La Madeleine until 1896. It was during these years that he wrote his 
Douze Pièces nouvelles pour orgue of 1893. The Noël is dedicated to the organist 
William Carl of New York.


