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ABSTRACT 

 In this thesis I focus on Louis Vierne’s Six Symphonies for Organ. In the Introduction I make a historical overview of the epoch in which Vierne lived and composed his works. I list the dispositions of the organ at the Notre-Dame Cathedral during the time Vierne was organist there, because of the importance that this instrument has for Vierne as a musician. In the second part of the thesis I focus on my interpretation of the symphonies. I explore some of Vierne’s thoughts about organ playing and I make my own commentaries, which are based on my own experience of playing Vierne’s music. I also use my own recordings, which I made during the period that I studied the symphonies and during my concert series of the pieces in order to illustrate the different aspects of my interpretation.
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1. Introduction

Background

When I was ten years old and had already studied piano in my local music school I was fascinated by forms like the symphony and the piano sonata and was especially taken with Beethoven’s symphonies and also his piano sonatas, because of their symphonic concept regarding form and sound. Later I studied symphonies from different epochs and I wanted to be able to play a symphony myself as a single musician. The organ is the only instrument where I could realize this musical desire. So one of the reasons I chose to work with Louis Vierne's organ symphonies was my special interest for the symphony. Another reason was Vierne’s rich harmonic language and the intensity which it gives to his music and which I felt very close to. It was also a challenge for me to perform all of the symphonies because they are so musically and technically demanding of the performer. The round romantic sound of the Cavaillé-Coll organs, which always impressed me very much, was also a reason: the quality of the fonds, which had a deep orchestral sound, and the softness and at the same time, the power and brilliance of the reeds, and the unique sound of the solo registers. 
The main goal I have is to describe and document my study of  Vierne’s symphonies and the interpretation I developed. I will do this in the second section of my text, but first I will take up some historical context that is important to understand the reasons for the development of the French romantic organ symphony and the formation of Vierne’s style of composing.

Louis Vierne and the French romantic organ symphony

Considered one of the most brilliant French organists of his time, successor of César Franck's organ art, and pupil of Charles-Marie Widor, Vierne displays the same artistic preferences as his teachers, entrusting monumental works to the organ, like the six symphonies, in which he expresses the complex timbre articulation and dynamics of an orchestra. 

Louis Vierne was born in Poitiers, in 1870, nearly blind. His musical talent was discovered by his uncle Charles Colin, who was also a musician. Vierne’s family moved to Paris in 1880, where in 1889 he entered the Paris Conservatory and became César Franck’s student, for a brief period (Franck died in 1890), followed by a study with Charles-Marie Widor. Vierne’s composing talent developed early and his deeply personal style is linked to the cultural and musical universe of the early French 20th century. The knowledgeable use of harmony and counterpoint aiming to achieve expressiveness and the use of registration and the organ' s various sound levels to create a timbre which is extremely refined make Vierne’s symphonies a culmination for the French romantic organ symphony. As for many other French organist-composers, the art of improvisation is also directly linked to the art of composition. There is a recording of Vierne's playing – he recorded six works of Johann Sebastian Bach and six of his own works – three of them are his improvisations (Marche épiscopale, Méditation, Cortège) and three composed works (Légende, Berceuse from 24 Pièces en style libre and Andantino from Pièces de fantaisie).
 Also in his improvisations, as in the composed works, Vierne shows his masterful use of the musical form and the organ’s various sounds possibilities.

From the Grande Pièce Symphonique by Franck – the beginning of the French romantic organ symphony – through Alexandre Guilmant's sonatas and continuing to the symphonies by Widor, a style is imposed that transfers to the new modern organ the musical potentiality of a large symphonic orchestra. 

 The birth of instrumental virtuosity, thanks to the attention given to the development of a pure organ technique in the teachings of Jacques-Nicolas  Lemmens, Widor and their successors, is able to keep pace with the development of the repertoire, as happened earlier for other instruments (for example the piano). 

Vierne represents the peak of the French late romanticism: in his six symphonies he wrote pages which served as examples for the future development of the aesthetics of the symphonic organ. He was the organist at the Paris Notre-Dame Cathedral from 1900 to 1937, and he was above all an inspired presenter of solemn liturgical services. From Opus 14, written in 1899, until Opus 59, written in 1930, his musical language is characterized by a progressive thickening of the harmonic ground which becomes united with a more pronounced thematic treatment. With the passage of time these elements thicken to form a composing style both personal and unique, inspired by the immense sound possibilities of the Cavaillé-Coll organ and by his own nature, which was particularly sensitive to emotion. 

At the end of his Mes Souvenirs, Vierne explains what an important role his position at Notre-Dame played in his composing activity. This extract can also be considered his spiritual testament: “The magical instrument, of which I was the happy titular for 37 years, played a major role in my artistic and intellectual life. It was in this atmosphere that I wrote what I have written and in which I formed my aesthetics as a “cathedral organist,” making myself familiar with its majestic sound, in the great framework of the basilica, with the momentous religious and national memories which are linked to it. To the high mission that was entrusted to me, I think I have given all the loyalty and sincerity of my heart as an artist and a believer.”

In 1862, Aristide Cavaillé-Coll was awarded the contract to rebuild the organ of Notre-Dame Cathedral. Cavaillé-Coll, one of the greatest organ builders of his time was born in Montpellier, 1811. In his instruments he imposed a new sound ideal for the French organ. The factors that determine this transition from the eighteenth-century French organ to the romantic are multiple, but fundamental from an aesthetic perspective. The new organ had to be expressive with warm and intense sound, like a symphonic orchestra. Ch.-M. Widor wrote in his foreword to Felix Mendelssohn Bartholdy's Œuvres d'Orgue: “But what has produced this magnificent flowering of our art in France [...]? We have to admit it – it does not come from a composer at all but from a brilliant builder, Aristide Cavaillé-Coll.”

Cavaillé-Coll made many innovations – departing from classic timbres he increases the number of orchestral registers, introduced mechanisms to facilitate the performance (Barker machine). “Patented in France by its inventor, the Englishman Charles Spackman Barker (1806-1897), the Barker machine is a pneumatic lever in the form of a small bellows positioned between the key and the pull-down mechanism below the pallet of the windchest. It was adopted by Cavaillé-Coll to lighten the touch and reduce the key-dip of the Grand-Orgue, the keyboard to which all the other manuals of the organ were coupled.”
 Another of Cavaillé-Coll’s innovations was that he introduced divided windchests which were controlled by ventils and this allowed the use of higher wind pressures. The divided windchests stabilize the wind flow and permit the performer to introduce the registers in the Jeux de combinaison by the pedal (pedals for “appel d'anches”). These and many other Cavaillé-Coll’s innovations impose a high constructional standard and a stereotypical sound, which has influenced generations of organist-composers.
The work on the Notre-Dame organ begins in June of 1864
 after that Cavaillé-Coll completed work on the organs in the basilica of Sainte-Clotilde (1859) and in the church of Saint-Sulpice (1862). The inauguration was on March 6, 1868. After this date, however, interventions and modifications were made. Below is a list of the work that was performed during the period in which Louis Vierne was organist of the Cathedral (see Appendix I for the organs’ dispositions).

1904 – Modifications under the direction of Charles Mutin

After Cavaillé-Coll’s death the organ builder Charles Mutin took over Cavaillé-Coll’s organ building workshop. Under Mutin’s direction were made some modifications regarding the fifth manual – Récit expressif, where were altered the following registers:

Cavaillé-Coll (1868)

Mutin (1904)

Quintaton 8’ (Jeux de fonds)
Diapason 8’ (Jeux de fonds)
Dulciana 4’ (Jeux de fonds)
Octave 4’ (Jeux de combinaison )
Clarinette 8’ (Jeux de fonds)
Fourniture IV ranks (Jeux de combinaison)
From the example above is seen that Octave 4’ and Fourniture IV ranks (on the Récit expressif), which altered Dulciana 4’ and Clarinette 8’ (Jeux de fonds on the Récit expressif ) were placed in the Jeux de combinaison, not in Jeux de fonds. So that the place of Dulciana 4’ and Clarinette 8’ in the Jeux de fonds was taken from the Flûte harmonique 8’ and Flûte octaviante 4’ (on the Récit expressif), which were replaced from the Jeux de combinaison to Jeux de fonds. The composition of the Fourniture was determined by Alexandre Guilmant.

In 1928 after his return from the United States, L. Vierne designed modifications to the the organ in Notre-Dame Cathedral, that were never realized. In this project he proposed adding of some registers, changing of the position of the manuals. For him was very important the experience from the organs in United States and Canada, which consoles were very easy to manage. So that in his project he proposed also modernizing of the organ’s console at Notre-Dame Cathedral, so that it will be easier for the performer to have control on it.

In 1932 work was performed on the Notre-Dame organ under the direction of Joseph Beuchet (from Cavaillé-Coll’s organbuilding workshop).

One of the modifications was a change of the position of the manuals:

Cavaillé-Coll, Mutin


Beuchet
First manual: Grand-Choeur


Grand-Orgue

Second manual: Grand-Orgue


 Positif

Third manual: Bombarde


 Récit expressif

Fourth manual: Positif


 Solo

Fifth manual: Récit expressif


 Grand-Choeur

       Also the name of the third manual was changed from Bombarde to Solo. Some registers were added – Nasard 2 2/3’ on the Positif, Flûte 8’ on the Grand-Choeur, Cymbale III ranks on the Récit expressif, Violoncelle 16’ and Bourdon 8’ on the Pédale. Clairon 4’ on the Grand-Orgue was replaced with a Soprano 4’. On the Positif the Plein jeu was modified and the Piccolo was replaced with a Nasard. The Tirasse Récit was also added and the coupler Récit au Positif and six pedal pistons for operating the pneumatic stop combinations were also introduced. The swell pedal was moved to the center of the console and the old two-notched pedal lever was replaced with a modern balanced one.

Outside the traditional ecclesiastical context, great instruments were being built also in concert halls in Europe in this period (for example at the Trocadèro in Paris) and in America and the organ became increasingly established as a concert instrument. The four manual organ at the Trocadèro was built by Cavaillé-Coll in 1878 and for the first time such a large organ was installed in a concert hall in France. Vierne himself often played recitals on the instruments in concert halls in Europe and in America – like the Trocadèro in Paris, the organ of the Paris Opera and the Wanamaker Auditorium in New York, etc. 
2. Interpreting the symphonies

“The role of the artist...consists in interpreting the spirit, not the letter of the law” L. Vierne

This project focuses on the six organ symphonies of Louis Vierne. The method of my research was to study and analyze all of the symphonies and perform them in concerts, playing on different instruments and in different acoustics. I have used two instruments in my research – the Verschueren organ at the Academy of Music and Drama, Gothenburg, which is a copy of a Cavaillé-Coll organ, and the late romantic organ in Vasa Church, Gothenburg (see Appendix II: organ dispositions). I’d like to mention that in the rest of the text I will often name these two instruments so that I will use the abbreviations Cavaillé-Coll organ and Vasa organ. For my research I used as a point of reference and analyzed several different sources regarding Vierne’s life and the interpretation of Vierne’s organ music, including different editions of the symphonies (see Bibliography) and in this text I report the impressions I have experienced while studying and interpreting the Symphonies.

I utilized in my research several recordings of the symphonies that I made while studying them as well as during my concerts. I also played individual movements from the symphonies in concerts on the Cavaillé-Coll organ and all of them in a concert series during 2012 in the Vasa Church, Gothenburg. 

Here are listed the 2012 concert dates at the Vasa Church:

26th of February – First Symphony

18th of March – Third Symphony

22nd of April – Fifth Symphony

4th of September – Second Symphony 

14th of October – Fourth  Symphony

25th of November – Sixth Symphony

In the beginning of my study of the symphonies, some questions arose:
– Which sources should I use, such as editions of the symphonies, books, recordings etc., to study Vierne?

– How should I study the symphonies in order to have the best musical and technical result I could have?

– How should I apply all the available information in my interpretation and in my study process?

To play all the symphonies was the most challenging project so far for me as an organist. Previously I have taken on similar projects also as a pianist: Frédéric Chopin’s Études 0p. 25 for piano (in one concert) and as an organist Franz Liszt’s complete organ works (in a single concert series) and this helped my very much as preparation for studying Vierne’s symphonies. I had experience of concentrating on one composer’s works and this was really important to me. One common observation in all the three projects was that after a specific time studying works from the same composer and playing with the same technique one reaches a better quality even when studying new pieces from the same composer. 

In my study, I used the new Carus edition of Vierne’s organ symphonies, which is based on different sources, but mainly on the first edition and on Vierne’s available manuscripts. Studying Vierne, I listened to the recordings of the symphonies by Ben van Oosten and Olivier Latry, as well as several others, but I avoided doing this in the beginning of my study period in order to first develop my own ideas. I listened also to the preserved Vierne’s recordings (see the Introduction) in order to learn more about Vierne’s way to play. I was impressed by the clarity regarding phrase and articulation in Vierne’s interpretation.

I’ d like to mention that in the study of the symphonies my piano technique helped my very much. I think that having studied and played piano works like Chopin’s Étude op 25 no. 6 made it easier for me to solve problems with the same type of technical requirements in Scherzo from the Third Symphony or in the first movement from the Sixth Symphony. In the beginning of my organ study I used to practice my organ works also on the piano, but I didn’t use this way of practicing when I studied Vierne. The reason is that I now prefer to mostly play piano works on the piano and to study my organ repertoire directly on the organ, because of differences in the “touch” of the both instruments.

I think that in solving some technical and problems in my “touch” a fundamental role was played by access to the Cavaillé-Coll organ at the Academy of Music and Drama. I played some movements from Vierne’ s symphonies before coming to Gothenburg, but the possibility of playing them on a copy of a Cavaillé-Coll organ was really fundamental for my interpretation later. The experience I had from the sound of this instrument helped me to view in a new way  many aspects of my interpretation – such as registration, legato, and articulation – and gave me inspiration to make more convenience my interpretation of the whole form. I think that in my studying process, the concert series of all six symphonies in Vasa Church also played an important role. When I decided to do this project, it was three months before the start of the concert series and I had three of the symphonies in my repertoire – the Second, the Third and the Sixth – so I had only these few months to study the other three. Previously I have avoided this type of artistic pressure to learn large works in a short period, because I was not sure if it would be helpful for solving the musical and the technical tasks presented by the works I studied. But it was very useful for me to experience this process in such a project. I must also mention that in the last years I often studied works in very short periods and had as a goal to solve as many musical and technical problems as possible, so this was an important basis on which I could rely. 

In the text which follows I will describe various important aspects of my study and the interpretation process of the symphonies, such as registration, tempo, legato, rubato, articulation and also other criteria I used in making my interpretation decisions. I explore Vierne’s thoughts about these aspects, which I found in different sources such as Vierne’s Méthode d'Orgue, where he describes his own views on technique, his Mes Souvenirs, a kind of autobiographical essay, the Avertissement, his own foreword to Pièces de fantaisie, as well as Rollin Smith’s book Louis Vierne: Organist of Notre-Dame Cathedral. Smith's book is one of the most important studies on Vierne. It includes annotated translation of Vierne's Mes Souvenirs, thematic catalogue of his organ works, textual corrections for the Six Symphonies as well as the Pièces de fantaisie. The Second Part of the book treats among others Vierne's recordings, interpretation of  Vierne's organ works and the organ of Notre-Dame Cathedral. I'd like to mention that I use Jian Shi's dissertation “Louis Vierne and his Unfinished Méthode d'Orgue” like a source for the English translation of  Vierne's Méthode d'Orgue. In his dissertation Shi makes an English translation of Vierne's Méthode d'Orgue and historical overview of the earlier organ methods by Lemmens, Widor and Guilmant. 
Finally, I take up the cyclical form in Vierne’s symphonies. I use as a model for my formal analysis the Sixth Symphony, because of Vierne’s masterful application of the cyclical form in this work.

2.1. Registration 
“The registration is by no means inflexible. It is rather an indication for the general coloring. It can be modified according to the possibilities offered by the instruments on which they are to be performed.” L. Vierne

This citation is from Vierne’s introduction to the Pièces de fantaisie. According to Vierne's students, Vierne varied his own written registration, when playing his own works. Composing his symphonies Vierne drew inspiration from the immense sound possibilities of the Cavaillé-Coll organs. We have often the problem of which registrations to use when playing Vierne on different instruments. In my research I used both the Cavaillé-Coll organ and the Vasa organ, but in choosing registrations I had the sound of the Cavaillé-Coll’s organ as a point of orientation.
Playing Vierne on different instruments
 For the Scherzo from the Sixth Symphony we have the following registration indicated by Vierne:
R. Flûtes 8’, 4’, Quinte, Octavin et Basson-Hautbois

P. (expressif) Bourdon 8’, Flûte 4’, Nasard, Tierce, Quarte di nasard

G. Bourdon et Flûte 8’

Péd. Flûtes 16’, 8’
Vierne indicates in the scores also that the Positif is coupled to the Grand-Orgue. I played this movement on different organs and there is a problem choosing registration when there is no Nasard or Tierce on the Positif. In this case it is important to base a decision in the character of the piece. The Scherzo has virtuosic pianistic figures and we could have a registration on the Positif Flutes 8’, 4’, 2’ which gives this the clarity we need when playing this movement.

  Here I list my registration decisions taken when playing the beginning of the Scherzo on the Vasa organ which does not have Nasard and Tierce on the Positif – the second manual in this case (Music Example 1 – see Appendix III: music examples):

III manual: Konsertfljöt 8’, Qvintatön 8’, Ekofljöt 4’, Waldfljöt 2’, Oboe 8’

II manual: Rörfljöt 8’, Flûte Harmonique 4’, Flageolette 2’

I manual: Flûte Harmonique 8’, Dubbelflöjt 8’

Pedal: Subbbas 16’, Ekobas 16’, Violon 16’, Gedakt 8’

Koppel: II/I

 And the registration of the same movement on the Cavaillé-Coll organ (Music Example 2):

Récit: Flûte Harmonique 8’, Flûte octaviante 4’, Nazard 2 2/3’, Octavin 2’, Basson et Hautbois 8’   

Positif: Cor de nuit 8’, Flûte douce 4’, Nazard 2 2/3’, Tierce 1 3/5’, Quarte de Nazard
Grand-Orgue: Bourdon 8’, Flûte Harmonique 8’
Pédale: Soubasse 16’, Flûte 8’

C.P. (Copula Pos. au G. O.)
A.R. (Anches Réc.)
A. P. (Anches Pos.)
In the fourth movement – Adagio – in the same symphony a similar problem arises with the registration. Almost at the end (bar 127) we find the following registration indication:

Récit: Cor de nuit, Voix humaine, Trémolo
Pédale: Fonds doux 16’, 8’

Péd. R.
On the Vasa organ there is no Voix humaine, but I used instead the following registration (Music Example 3):

III manual: Gedakt 8’, Euphon 8’, Violin 4’, Tremulant

Pedal: Subbas 16’, Ekobas 16’, Violoncelle 8’, Gedakt 8’

Koppel: III/P

And the registrations on the Cavaillé-Coll organ (Music Example 4): 
Récit: Voix humaine 8’, Trémolo

Positif: Cor de nuit 8’

Pédale: Soubasse 16’, Flûte 8’

T. P. (Tirasse Pos.)

C. P. R. (Copula Réc. au Pos.)
Vierne’s pleno registration 

In the symphonies, Vierne usually has Fonds et Anches 16’, 8’, 4’ on the manuals and similar registrations on the pedal.

Here are listed some typical pleno registrations from the symphonies:

R. Fonds et anches 8’, 4’

P. Fonds et anches 8’, 4’

G. Fonds et anches 16’, 8’, 4’

Péd. Fonds et anches 16’, 8’, 4’


Claviers accouplés
These registrations are indicated for the following movements:

– the fifth movement – Final – from the Second Symphony 
– the second movement – Allegro molto marcato – from the Fifth Symphony 

– the fifth movement – Final – from the Sixth Symphony.

From this example we can see that Vierne would like to have Fonds et anches – 16’, 8’, 4’ on the Grand-Orgue and Pédale and Fonds et Anches 8’, 4’ on the Récit and Positif.

Another example of Vierne’s pleno registration is when he added Fonds et Anches 16’ also on the Positif:

R. Fonds et anches 8’, 4’

P. Fonds et anches 16’, 8’, 4’

G. Fonds et anches 16’, 8’, 4’

Péd. Fonds et anches 16’, 8’, 4’

Claviers accouplés

This is the registration indication regarding:
  – the first movement – Allegro – from the Second Symphony
  – the fifth movement – Final – from the Fourth Symphony

  – the first movement – Allegro maestoso – from the Third Symphony

 In the beginning of the sixth movement – Final – from the First Symphony, Vierne added also Fonds et anches 16’ on the Récit and Fonds 32’ on the Pédale :
G. P. R. Fonds et  Anches 16’, 8’, 4’

Péd. Fonds 32’, 16’, 8’, 4’

Anches 16’, 8’, 4’ 

He added Anches 32’ on the Pédale in the first movement – Prélude – from the First Symphony:
R. Fonds et anches 16’, 8’, 4’

P. (expressif) Fonds 16’, 8’, 4’ (anches 16, 8’, 4’  préparées)

G. Fonds 16’, 8’, 4’ (anches 16’, 8’, 4’ préparées)

Péd. Fonds 32, 16’, 8’, 4’ (anches 32’, 16’, 8’, 4’ préparées)

The Anches on the Positif are added in bar 62, on the Grand-Orgue in bar 64, and in bar 65 on the Pédale.

Later he also adds Mixtures and the 2 foot to the registration indications such as the last movement of the Fifth Symphony:
G. P. R. Fonds, Mixtures et Anches 8’, 4’, 2’

Péd: Fonds et anches 16’, 8’

Claviers accouplés
 And in the beginning of the first movement – Introduction et Allegro – from the Sixth Symphony, he adds again Mixtures in the registration indications:
R. Fonds et anches 8’, 4’, mixtures

P. (expressif) Fonds 8’, 4’ (anches 8’, 4’ et mixtures préparées)
G. Fonds 16’, 8’, 4’(anches 16’, 8’, 4’ et mixtures préparées)
Péd. Fonds 16’, 8’ (anches 16’, 8’, 4’ préparées)

This is the registration for the Introduction section – bars 1-29 and in bars 30-31, before the Allegro section begins, the Anches on the Positif, Grand-Orgue and Pédale are added. From the scores it can be seen that Vierne will have in the Introduction section also Claviers accouplés and Récit and Positif to be coupled to the Pédale and from bar 20 the coupler from the Grand-Orgue to the Pédale is added.

Another example is the second movement – Allegro – of the Fourth Symphony, where Vierne will not have 16’ on the Grand-Orgue:
R. Fonds et anches 8’, 4’

P. Fonds et anches 8’, 4’

G. Fonds et anches 8’, 4’

Péd. Fonds et anches 16’, 8’

Claviers accouplés, Tirasses
Most of Vierne’s pleno registrations are similar if we look at the indications but he also varied them depending on the character of the movement. I think it is good to differentiate the pleno registrations, even when they have similar indications. We could orient ourselves not only around the character of the movement, but also the dynamic indications and the instrument on which we play. 
Here I will list my registration decisions for the first movement of the Second Symphony on the Cavaillé-Coll organ and on the Vasa organ. 
Vierne’s registration indications for this movement are the following:
R. Fonds et anches 8’, 4’

P. Fonds et anches 16’, 8’, 4’

G. Fonds et anches 16’, 8’, 4’

Péd. Fonds et anches 16’, 8’, 4’

Claviers accouplés
Here are listed my own registrations on the Cavaillé-Coll organ. In order to have more variation in the pleno sound I choose to begin the movement without Plein-jeu IV-V on the Grand-Orgue (which could be in the “pleno,” because of the fff dynamics in the beginning ) and Anches 8’, 4’ (Trompette 8’, Clairon 4’) on the Pédale and to put them almost at the end of the movement, in bar 222.
Bars 1-37
Récit: Bourdon 16’, Flûte harmonique 8’, Viole de Gambe 8’, Flûte octaviante 4’, Basson et Hautbois 8’, Nazard 2 2/3’, Octavin 2’, Trompette harmonique 8’, Clairon harmonique 4’

Positif: Cor de nuit 8’, Salicional 8’, Flûte traversière 8’, Prestant 4’, Flûte douce 4’, Nazard 2 2/3’, Quarte de Nazard 2’, Plein-jeu III-IV 1 1/3’, Cromorne 8’
Grand-Orgue: Principal 16’, Montre 8’, Salicional 8’, Bourdon 8’, Flûte harmonique 8’, Prestant 4’, Quinte 2 2/3’, Doublette 2’, Trompette 8’, Cornet IV 4’
Pédale: Soubasse 16’, Contrebasse 16’, Flûte 8’, Bombarde 16’
Pédales de combinaison: T. G. O., T. P., T. R., C. P., C. R., C. R. P, A. Péd., A. G. O.,  A. P., A. R
Bars 20-28
Récit: - Bourdon 16’

Bars  28-37
Récit: + Bourdon 16’ 

Bars 37-62
Positif: - Nazard 2 2/3’, Quarte de Nazard 2’, Plein-jeu III-IV 1 1/3’, Cromorne 8’
Grand-Orgue: - Quinte 2 2/3’, Doublette 2’, Trompette 8’, Cornet IV 4’
Pédale: - Bombarde 16’

Pédales de combinaison: - T. G. O.

Bars 63-70
Pédales de combinaison: + T. G. O.

Bars 71-72
Positif: + Nazard 2 2/3’, Quarte de Nazard 2’, Plein-jeu III-IV 1 1/3’, Cromorne 8’
Bars 73-74
Grand-Orgue: + Quinte 2 2/3’, Doublette 2’, Trompette 8’, Cornet IV 4’
Bars 75-82
Pédale: + Bombarde 16’

Bars 82-86
Récit: - Bourdon 16’ 
Bars 86-95
Récit: + Bourdon 16’ 

Bars 95-111
Récit: - Bourdon 16’ 
Positif: - Nazard 2 2/3’, Quarte de Nazard 2’, Plein-jeu III-IV 1 1/3’, Cromorne 8’
Grand-Orgue: - Quinte 2 2/3’, Doublette 2’, Trompette 8’, Cornet IV 4’
Pédale: - Bombarde 16’

Pédales de combinaison: - T. G. O. , T. P. 

Bars 111-139
Pédales de combinaison: + T. G. O. , T. P. 

Bars 140-149
Récit: + Bourdon 16’ 

Bars 150-154
Récit: - Bourdon 16’ 
Pédales de combinaison: - T. G. O. , T. P. 

Bars 155-160
Récit: + Bourdon 16’ 
Bars 160-161
Pédales de combinaison: + T. G. O. , T. P. 

Bars 162-163
Positif: + Nazard 2 2/3’, Quarte de Nazard 2’, Plein-jeu III-IV 1 1/3’, Cromorne 8’
Bars 164-166
Grand-Orgue: + Quinte 2 2/3’, Doublette 2’, Trompette 8’, Cornet IV 4’
Bars 167-222
Pédale: + Bombarde 16’

Bars 222-228
Grand-Orgue: + Plein-jeu IV-V 1’

Pédale: + Basse acoustique 32’, Trompette 8’, Clairon 4’

Here are listed my registrations on the Vasa organ.
I’d like to mention that playing this movement on the Vasa organ the problem arises with the sound of the III manual, because the Récit on the Cavaillé-Coll organs is much more powerful. I choose, when there is an indication in the scores to play on the Récit, to play instead on the second manual on the Vasa organ, taking out some registers and the Koppel III/II (see below the registration indications for bars 20-28).

Vasa organ registrations:
Bars 1-20
III man.: Salicional 8’, Quintatön 8’, Konsertflöjt 8’, Gedakt 8’, Bassethorn 8’, Oboe 8’, Harmonia aetherea 3ch, Ekoflöjt 4’, Violin 4’, Waldflöjt 2’
II man.: Gedakt 16’, Violin Principal 8’, Violin 8’, Gemshorn 8’, Rörflöjt 8’, Flûte Harmonique 4’, Trumpet 8’, Oktava 4’, Rauchquinta 2ch

I man.: Principal 16’, Borduna 16’, Principal 8’, Gamba 8’, Flûte Harmonique 8’, Dubbelflöjt 8’, Fugara 8’, Oktava 4’, Rörflöjt 4’, Trumpet 8’, Kvinta 2 2/3’, Oktava 2’, Cornett 4ch

Ped.: Gedakt 8’, Violoncelle 8’, Principal 8’, Ekobas 16’, Subbas 16’, Violon 16’, Oktava 4’, Basun 16’

Koppel: III/II, II/I, III/I, III/P, II/P, I/P

Bars 20-28
II man.: - Gedakt 16’, Gemshorn 8’, 

Koppel: - III/II

Bars 28-37
II man.: + Gedakt 16’, Gemshorn 8’

Koppel: + III/II

Bars 37-61
III man.: - Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: - Gemshorn 8’

I man.: - Trumpet 8’, Kvinta 2 2/3’, Oktava 2’, Cornett 4ch

Ped.: - Oktava 4’, Basun 16’

Koppel: - I/P

Bars 61-71
+ I/P

Bars 71-72
III man.: + Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: + Gemshorn 8’

I man.: + Kvinta 2 2/3’, Oktava 2’

Bar 73
I man.: + Trumpet 8’, Cornett 4ch

Ped.: + Oktava 4’

Bar 74

Ped.: + Basun 16’

Bars 78-82
III man.: - Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: - Gedakt 16’, Gemshorn 8’

Bars 82-86
Koppel: - III/II

Bars 86-95
III man.: + Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: + Gedakt 16’, Gemshorn 8’ 

Koppel: + III/II

Bars 95-111
III man.: - Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: - Gedakt 16’, Gemshorn 8’

I man.: - Trumpet 8’, Kvinta 2 2/3’, Oktava 2’, Cornett 4ch

Ped.: - Oktava 4’, Basun 16’

Koppel: - III/II, III/P, I/P
Bars 111-139
Koppel: + III/P, I/P
Bars 140-149
II man.: + Gedakt 16’

Koppel: + III/II

Bars 150-154
II man.: - Gedakt 16’
Koppel: - III/II, III/P, I/P

Bars 155-160
II man.: + Gedakt 16’

Koppel: + III/II

Bars 160-161
Koppel: + III/P, I/P

Bars 162-163
III man.: + Quintatön 8’, Oboe 8’, Harmonia aetherea 3ch, Waldflöjt 2’

II man.: + Gemshorn 8’ 

I man.: + Kvinta 2 2/3’, Oktava 2’

Bars 164-166
 I man.: + Trumpet 8’, Cornett 4ch

Ped.: + Oktava 4’

Bars 167-222
Ped.: + Basun 16’

Bars 222-228
I man.: + Trumpet 16’, Mixtur 3-4ch
Ped.: + Untersatz 32’, Trumpet 8’

Vierne’s atypical registrations:
In the second movement – Aria – from the Sixth Symphony we have another problem regarding registration. In bar 79, Vierne prescribes the unusual solo registration “Cor français ou Ophicléide” which are not typical registers for the Cavaillé-Coll organs. To have a sound near to the “Ophicléide” it is better to use the “Trompette” registration. But, having in mind that the whole second movement is played with the solo registration “Trompette” and in order to have more variation in the sound, on the Cavaillé-Coll organ I use the Cromorne 8’ and Cor de nuit 8’ on the Positif while on the Vasa organ I play instead on the Klarinett 8’ and Röhrflöjt 8’ on the second manual.

2.2. Tempo

“Nothing is more deceiving than a metronome indication: it rarely hits the mark; when it is written at the top of the piece, one has, in spite of oneself, a tendency to be easily influenced by the ticking of that machine and, if that tempo falls a little short of our ideal, we decide on the number closest to what we think to be truth. But the metronome is often so far from that truth that, if the majority of works were played in metronomic time, they would be deplorably travestied by a ridiculous speed or a fastidious slowness. Not once, but a hundred, a thousand times, have I personally had this experience.” L. Vierne

 “None of Vierne's manuscripts has the metronome markings in his hand, yet all the printed scores carry such indications ... In recordings of his own works Vierne's tempi are exactly those of the printed indications.”

In this order I think that to take into consideration the metronome markings in the scores when playing Vierne's symphonies are an important orientation and could help the performer to have more clear idea about the music. But one could interpret the metronome markings considering that for Vierne one very important rule was clarity.
 To reach this clarity it should be taken into consideration, when choosing a tempo, the acoustics in which we are going to play, the possibilities of the instrument, the indicated registration.

 I will now give some examples of how I interpret the metronome indications in some movements considering these particulars. To make the examples more clear I would also say that the Vasa Church, Gothenburg has a circa 8-second reverberation time as opposed to the less than 2 seconds of reverberation in the Organ Hall at the Academy.

First I will give example with movements with “pleno registration,” where I decided to play in a tempo which is a slower than indicated metronome marking and I took my decision taking in consideration the character of the music, the acoustics in which I played and the registration.

 The second movement from the Fifth Symphony – Allegro molto marcato – has a metronome marking ♩ =  80 (see Figure 1) but considering that the music is rich with modulations, dissonances and also the chromatic second theme I decided to play it a little bit slower ♩ = 70 on the Cavaillé-Coll organ in order to have more time to show these particulars (Music Example 5).
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 Figure 1: Second movement from the Fifth Symphony

The following is a recording on Vasa organ, when taking in consideration the large church acoustics and the “pleno registration” I decided that it is proper to play this movement ♩ = 62 (Music Example 6). 

Another example, with “pleno registration” could be the first movement – Allegro – from the Second Symphony (see Figure 2):


[image: image2]
Figure 2: First movement from the Second Symphony

Here the metronome marking is ♪ = 138, but in order to have more clarity I played it ♪ = 122 on Vasa organ (Music Example 7). On the Cavaillé-Coll organ I play this ♪ = 128 (Music Example 8). 

Completely another case is when we have a registration like in the third movement – Scherzo – from the Sixth Symphony (see Figure 3):


[image: image3]
Figure 3: Scherzo from the Sixth Symphony

The registration indicated by Vierne (R. Flûtes 8’, 4’, Quinte, Octavin et Basson-Hautbois, P. (expressif) Bourdon 8’, Flûte 4’, Nasard, Tierce, Quarte di nasard, G. Bourdon et Flûte 8’, G. Bourdon et Flûte 8’, Péd. Flûtes 16’, 8) permits to play it both in the Organ Hall in the Academy of Music and Drama, Gothenburg (Music Example 2) and in Vasa church (Music Example 1) almost in the same tempo without losing the clarity. I'd like to mention that I play the Scherzo in a tempo ♪. = 107 which is a little bit faster than indicated metronome marking i.e. : ♪. = 100 because this helps to better reach the grotesque character of this movement.
 Another important fact to consider, when choosing a tempo, is that there could be a few errors in the printed metronome indications in the symphonies. One case, which is cited in Smith’s book is the indication for the first movement of the Third Symphony ♩= 120, which is extremely fast and the reason could be “Vierne’s possible confusion in reading the number above or below the metronome cursor.”
 

2.3. Rubato
On Rubato: “It is these small particulars that give life to organ music and without which the organ becomes a stiff, cold instrument of expression.” L. Vierne

There are a number of moments in Vierne’s organ symphonies that  require rubato. We can find illustrations of this, for example, in the second movement – Cantilène – from the Third Symphony (see Figure 4) with the expressive theme whose development and harmonic changes require rubato (Music Example 9). 
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Figure 4: Second movement from the Third Symphony

I think that one very important rule governing the use of this type of “rubato” which could help to produce more expressive playing, without disorganizing the whole form, is to have a very clear idea about the form of the piece and also to have very good control of the rhythm. When the performer has real control of these components and has them as a foundation they could help the organist to have the sense of the measure. This sense is so important when playing rubato. 
2.4. Legato

“Legato playing is best suited to the organ for, by the very nature of the instrument, the evenness of all notes in the same register quite naturally calls for precisely connecting these notes one after the other.” L. Vierne
 
In Vierne’s unfinished Méthode d'Orgue we can also read that Vierne says “The current style of organ music is that of polyphony in which each sound of a same part must be linked hermetically to its neighbor.”
 In the same chapter he also recommends different exercises regarding finger substitution – “changing fingers on the same note, without any discontinuity in the emission of sound”
 and glissando – “finger sliding”
 with which help the performer can develop this legato technique which is needed for playing this style. In his Méthode d'Orgue Vierne gives exercises for simple substitution, double substitution, triple substitution, quadruple substitution, substitution from one hand to the other and glissando. Performing Vierne’s organ symphonies we find many pages that cannot be played without finger substitution and glissando.
One example is the fourth movement – Adagio – from the Sixth Symphony, where in bars 36-44 (see Figure 5), it’s necessary to use double substitution in order to obtain a good legato:
[image: image4.emf]       Figure 5: Fourth movement from the Sixth Symphony, bars 36-49
Another example is the second movement – Aria – from the Sixth Symphony (see Figure 6) in which to have absolute legato, I use both glissando and finger substitution. [image: image5.emf]
Figure 6: Second movement from the Sixth Symphony

Here comes an example with my fingering (see Figure 7). I use the same symbols as Vierne did in his Méthode d'Orgue – a short dash between the finger numbers for finger substitution and a long dash for glissando. 
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Figure 7: Second movement from the Sixth Symphony
This is only a suggestion, because the choice of fingering is always a personal decision.
For me, the difficulty of playing legato is not only technical but also mental. Vierne wrote in his Méthode d'Orgue: “Then, the touch on the organ, as well as on all the other keyboard instruments, as far as its duration and emission, is an absolutely manifestation of will.”
 It is from fundamental importance to have very clear idea about how we would like to performer one “legato” line or phrase. If we look again to figure 6: the chordal introduction bars 1-5 and the theme, played with “Trompette” on the Récit, which begins from bar 6. The both introduction and the “Trompette” theme are to be played legato, but is really important to differ and to be aware, sensible about the different kind of expression, which they have. The introduction is more narrative and reflective and the “Trompette” theme is both melancholic and anxious. Having in mind this we could reach a different expressiveness in the “legato,” which is important in this movement. Another aspect of the legato playing is to think about instrumental legato parts as if they were vocal parts in order to obtain a better “legato.” I think also about what another great romantic composer – Frédéric Chopin – required, according to his students when he taught “legato” playing: “His playing was always noble and beautiful. His tones always sang, whether in full forte or in the softest piano. He took infinite pains to teach the pupil this legato, cantabile way of playing.”
 Of course playing legato on the piano sets different technical difficulties for the performer than on the organ, but on the both instruments it is important to imagine the sound before playing it. And I believe that when we think about legato and imagine the way in which, we will sing legato, this will help us to have a better result, when playing it, because a sense of legato achieved with the voice give us more freedom in phrasing and more confluence between the tones.
2.5. Articulation
“As in all agents of musical expression, the organ must be able to translate all rhythms, and as a result to admit all different combinations treating the duration of sound emission. Therefore the style of the organ employs articulation, as do other instruments and voices...No interpretation of musical text would be intelligible without a precise, meticulous, and thorough study of these means of sound emission.” L. Vierne

Reading Vierne’s Méthode d'Orgue we can see his explanations of how to play the notes with different articulation marks. He also writes that “Modern musicians have adopted the habit of annotating their texts with precision and have tried to leave no doubt about their desire for accentuation: one must therefore know exactly the meaning of the characters employed for this purpose and to translate exactly their intention in this purpose.”
 From the text we can also understand that for Vierne, the precise articulation was a very important prerequisite for intelligible interpretation. In the six symphonies he uses different articulation marks: staccato, mezzo staccato, marcato, tenuto, martellato. One example is from the fifth movement – Final – of the Second Symphony (bars 86-100) where theme A of this movement appears in chords and he uses both staccato and mezzo staccato as articulation marks in the hands (see Figure 8). This helps very much to generate a clearer idea of the interpretation. It’s important also to know that Vierne suggested in his Méthode d'Orgue to play the staccato notes with half of their duration and mezzo staccato notes according to the same text must also be performed shorter than the real duration of the note, but longer than notes marked staccato. The chords with mezzo staccato on the second beat of the bar are to be performed a little bit longer than the other chords with staccato articulations and this gives also a natural accentuation on the second beat of the measure:


[image: image7]
Figure 8: Final from the Second Symphony, bars 92-99

The organ symphonies show at the highest level, Vierne’s attitude to the organ as a great symphony orchestra, and this can be seen as a source of inspiration for the interpretation. Taking into consideration the articulation marks in Vierne’s scores and when thinking about the articulation and making it more precise, the performer could also try to have the freedom to make associations with different instruments in the orchestra, and their characteristics.

Playing and studying the fourth movement – Allegro vivace – from the First Symphony and trying to have more clarity in the sixteenth notes with staccato articulation, I tried to imagine the way in which the flute would  perform them, and I think that this helped me not only to find the right tempo and to reach better “staccato,” but also to understand better the character of the piece. There is also a reason to make this comparison with a flute considering the registrations indicated by Vierne – R. Flûtes 8’, 4’ and G. Flûte 8’, Bourdon 8’ and the Récit to be coupled to the Grand-Orgue (see Figure 9).

[image: image8.emf]                                       Figure 9: Fourth movement from the First Symphony
        There are many moments in the symphonies, where I was inspired by the sound of the Cavaillé-Coll organ, and in Vierne’s music, taking into consideration his articulation marks, I had similar ideas that helped me to become more precise and more expressive in my articulation.

2.6. The cyclic form as a tool for my interpretation

Four of Vierne’s six symphonies are in cyclic form: the Second, Fourth, Fifth and Sixth. They are all built on two themes. I think it is important for the performer to understand how Vierne applies and develops the cyclic form through the symphonies because this will help to build a more organic and complex interpretation.

"Cyclic form is any compositional form characterized by the repetition, in a later movement or part of the piece, of motives, themes, or whole sections from an earlier movement in order to unify structure. The need for such a device arose during the 19th century, when the traditional classical restraint of Wolfgang Amadeus Mozart and Joseph Haydn yielded to ever greater extremes, emotionally as well as formally — when, in fact, the romantic novel superseded classical drama as the basic model for instrumental music."
 
One of the problems inherent in the interpretation of a musical form like a symphony is how to organize the form, the tempo proportions between the movements, as well as the proportions between the different parts of a single movement. Analyzing the symphonies and trying to understand the character of the themes and following how they change within the frame of the whole work helps very much to organize the form.
Here I will describe how analyzing the cyclical form affected my interpretation of the Sixth Symphony. I’d like to mention that I will describe some moments, that are important for the whole form and show in general my way of thinking.

The Sixth Symphony op. 59, was written in 1930. It consists of five movements just like the other symphonies (an exception is the First Symphony, which has six movements).

The first movement of the Sixth Symphony is Introduction et Allegro, where are represented the two themes on which is built the whole work. The Introduction section of this movement begins with sixteenth-note passages in the first two bars and in bar 3 we can hear the main motive from theme A in the left hand accompanied by passages in thirds in the right hand, which is reminiscent of the manual parts when the whole theme A (see Figure 10) is represented later, for the first time, in the pedal (bars 32-36). This passage in thirds and later in chords will often accompany theme A in the first movement, when it appears. The thematic material in bars 1-19 has more of an improvisational character which is also emphasized with the tempo indication – Poco agitato e a piacere (♩. = 56). Having in mind this I play bars 1-2 with more freedom and in bars 3-4 when the motive from theme A appears I think it is good to have a stable tempo and to emphasize this motive by playing it legato. The same repeats in bars 11, 12 and 13, 14 only that the sixteenth-note passages from bar 1 and 2 are now in the left hand and the motive from theme A is in the pedal.
[image: image9.emf]
[image: image10.emf]                    Figure 10: Theme A, first movement from the Sixth Symphony, bars 32-39
Theme B appears also in the Introduction section in bars 20-25. It is chromatic and the tempo indication is – Lento (♩ = 48). This theme makes a contrast to the first theme with its more reflective character. In the Introduction section of the first movement, the two themes have different tempo indications and then in the Allegro section (which is in sonata form) they appear in the same tempo. To think about the character of the themes and play them in different tempi in the Introduction helps me also to perform them later, in the Allegro risoluto section, more expressively and with more contrast between them when they must be performed in the same tempo, which is (♩ =  60).
[image: image11.emf]                        Figure 11: Theme B, first movement from the Sixth Symphony, bars 63-68
In the beginning of the Allegro risoluto (bars 32-39) theme A appears for the first time, in its entirety, in the pedal, accompanied by chords and thirds on the manual. Thinking about this I tried to perform it with a clear rhythm and also to differ the articulation between the manuals (staccato) and the pedal (legato), so that theme A and the accompanied motive can be heard clearly. In bar 40 theme A appears again but this time in the manuals, so it is good to prepare this entry with a ritardando in the second half of bar 39. Prepared by ritardando and a large diminuendo (bars 60-62) theme B appears in bar 63 (see Figure 11), in the right hand accompanied by ostinato figures in the left hand and in the pedal. The different character of the two main themes is emphasized also with a different registration. Theme A has a pleno registration (bar 32) and dynamics fff, played on the Grand-Orgue, theme B is played on the Positif, dynamics p and with the following registration indication: R. Fonds et anches 8’, 4’, mixtures, P. Fonds 8’, 4’, G. Fonds 8’, 4’, Péd. Fonds 16’, 8’, 4’, Récit to be coupled to the Positif, Récit and Positif to be coupled to the Pédal.
I emphasize this change in dynamics and registration, with ritardando (bars 60-62). After the representation of theme B (bars 63-76), theme A sounds again in bar 77 and after this begins the development section (bars 90-163). In this section are present both theme A and theme B (also in inversion). It is good to prepare in some cases the thematic material with a small changes in the tempo – for example in bar 11o, before theme A sounds after an increase in dynamics and with a new registration (adding anches on the Positif). In bars 162-163 theme A appears again in the end of the development section, accompanied by a chromatic motive in the pedal and this leads to additional registers (anches on the Positif, Grand-Orgue and Pédal) and prepares the reprise of the sonata form, so that in bars 162-163 I think it’s proper to make a small ritardando. 

Almost at the end of the first movement, after a large dynamics increase and changes in the harmony, theme A sounds for the last time in the pedal (bars 210-213). This time theme A appears in B major (in the beginning of the movement it is in B minor) so I think it is appropriate, in order to emphasize these changes in character, harmony and dynamics to prepare the last entry of theme A with a ritardando in bar 209.

The second movement is an Aria. It begins with a chordal introduction followed by a theme with the “Trompette” on the Récit and accompanied with a Flute 8’ on the Grand-Orgue. The chordal introduction comes again in bar 18 and in bar 23 the “Trompette” theme sounds, but this time in the lower voice. The same theme appears again in bars 35-42 and in bar 43 a development begins, when the eighth-note pulse becomes more and more a sixteenth-note pulse and as well as syncopations, which make a natural accelerando. Theme A is heard in bars 67-68, which became a culmination for the development section. Almost at the end, in bar 79, theme A sounds again with unusual solo registrations on the Récit “Cor français ou Ophicléide” and Vierne emphasizes this with a new tempo indication Poco più lento (♩ = 58). It is good to play theme A more expressively this time, and also with the help of the Swell.

The third movement is a Scherzo. It is in A-B-A-B-A form and has a grotesque character. In the B section we can hear a version of theme A on the Récit, staccato, with the registration – R. Flutes 8’, 4’, Quinte, Octavin, Basson-Hautbois which emphasizes the character of this movement. Later the version of theme A appears in inversion (bars 169-184). Analyzing theme A and how it changes and becomes grotesque in the Scherzo helps me to solve different problems like the character of this movement, and to find appropriate articulations, which are also fundamental to resolving the technical problems, that arise when performing it.

In the beginning of the fourth movement – Adagio – we can hear an inversion of theme B in the pedal and in bar 18 theme B sounds, this time in its initial form. This movement is in A-B-A form and the A section is built on theme B, which is represented in different ways: in its original form, but also in inversion. The calm and reflective character, which theme B has in the Introduction section of the first movement, changes now and it has dramatic elements. In order to have intensity in tempo Larghetto (♩ = 48) it is important to listen well and follow the development of theme B, which  appears in the pedal and in the manuals and to analyze and understand its points of culmination and also in the accompanied voices. The middle section of the movement is faster – Poco piu mosso (♩ =  48) and built on a syncopated variant of theme A. The last section begins in bar 127 and an inversion of theme B is heard again with a new registration: Récit: Cor de nuit, Voix humaine, Trémolo, Pédale: Fonds doux 16’, 8’, Récit to be coupled to the Pédale. Later in bar 148 theme B appears in its original form and this time with the following registration: Récit: Gambe, Voix céleste et Octave grave, Pédale: + 32 pied doux, Récit to be coupled to the Pédale.
The last movement – Final – is in a rondo form. The main theme of this movement is accompanied by sixteenth-note figures in the pedal. After a pause, a contrasting episode begins in bar 29 where a version of theme B appears, with a lyrical character and a registration, similar to the registration that theme B has in the first movement. A development of thematic material from theme B and an increase in the dynamics prepare the entry of the main theme in bar 69. The next episode of the rondo form begins in bar 105, with a new theme, that is combined later, in bar 239, with theme A. This is the last time that theme A is heard, with a pleno registration, so I think it is good to take a breath before it appears.

Analyzing the thematic material and how it changes over the entire form creates awareness about the form which is fundamentally important when playing a symphony. Understanding the potential for development and the variety which the thematic material has, helps to construct an interpretation rich with nuances and to make the character of the different movements more clear. Another possibility which the analysis of the thematic material in the cyclical form gives is also the freedom to add new nuances every time one interprets the whole form.

The sixth symphony is the most mature example from all Vierne's six symphonies regarding application of the cyclical form and creating so many different characters and moods from one thematic material.

Music Example 10 – the Sixth Symphony.

Conclusion

Does it make sense to revive Louis Vierne's works for the organ today? After the renewal of the musical language of the French organ school through works by composers like Jehan Alain and Olivier Messiaen, after the revolution of European musical thought following the First World War, thanks to the affirmation of atonal music and neo-classicism, after the new avant-garde movement following the Second World War and the integral application of serialism, after the simplification of musical language due to movements like minimalism, neo-romanticism and other similar movements, how is Vierne's organ music likely to be perceived? How will the great cyclic form be understood, the refined timbre ideas and Vierne’s superior instrumental virtuosity? 
Every movement in art music from this period had as its goal to develop possibilities inherent in the musical language and to look for new ones. Vierne applies in most of his symphonies the cyclical form which was developed during the Romantic era and adds his ideas regarding timbers, thematic elaboration, harmonic language and a chromaticism that leads to a tonality enlarged to the greatest degree. This great potential of nuances which the cyclical form gives to the performer makes it rich with possibilities of expression. I believe that today, we can view all these things in their right perspective, we are able to fully appreciate the significance and value of Vierne's works, and particularly his six symphonies for organ. The sincerity of the musical inspiration, the exceptional talent for improvisation and the emblematic position Vierne held during the greater part of his life (at the console of the great Cavaillé-Coll organ in Notre-Dame Cathedral in Paris); the same powerful inspiration which arose from the instrument itself and from the architecture of the church are transformed in Vierne's musical creations, and we are able to appreciate in his works the mature fruition of an age-old tradition. 
Working on the six symphonies and reading his Mes Souvenirs and Méthode d'Orgue and other sources I had the opportunity to learn more about Vierne’s ideas concerning organ playing. Also playing the symphonies on two different instruments gave me the chance to enrich my interpretation. To find proper registrations while playing on the Vasa organ, I had to revisit other aspects of the interpretation, including the use of the swell pedal in order to make more convincing nuances, and this process led me to new ideas.

 For Vierne, as for many other romantic French organist-composers, it was very important that organists had a command of their technical tools so that they could make the performance “intelligible,” but he also wrote that the artist must interpret “the spirit, not the letter of the law.” Interpreting the symphonies, organists need to learn to have a control of their technique and at the same time to have the freedom, to interpret “the spirit of the music.” In his symphonies a high virtuosity is combined with extraordinary intensity of the harmonic language, drama in the music and mastery of the use of the organ's various timbres. Vierne's combination of high virtuosity and aesthetically valuable music provoked me to develop more technical control and to develop more fantasy and freedom in my interpretation in order to be able to communicate the especially musical dramatic language, which Vierne discovered.
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Appendix I: 

The Cavaillé-Coll organ of the Notre-Dame Cathedral
	Aristide Cavaillé-Coll 
1868

	Modifications under the direction of Charles Mutin 
1904

	Modifications under the direction of Joseph Beuchet 1932


	I. Grand-Chœur 
 56 notes

Jeux de fonds

Principal 8’
Bourdon 8’ 
Prestant 4’ 
Quinte 2 2/3’ 
Doublette 2’ 
Tierce 1 3/5’
Larigot 1 1/3’

Septième 1 1/7’
Piccolo 1’

Jeux de combinaison
Tuba magna 16’
Trompette 8’
Clairon 4’


	I. Grand-Chœur 
 56 notes

Jeux de fonds

Principal 8’
Bourdon 8’ 
Prestant 4’ 
Quinte 2 2/3’ 
Doublette 2’ 
Tierce 1 3/5’ 
Larigot 1 1/3’ 
Septième 1 1/7’ 
Piccolo 1’

Jeux de combinaison
Tuba magna 16’
Trompette 8’ 
Clairon 4’


	 I. Grand-Orgue

 56 notes

Jeux de fonds

Violon-basse 16’ 
Bourdon 16’ 
Montre 8’
Viole de gambe 8’ 
Flûte harmonique 8’
Bourdon 8’ 
Prestant 4’

Jeux de combinaison
Octave 4’
Doublette 2’
Fourniture harmonique
   II-V ranks 
Cymbale harmonique 
   II-V ranks 
Basson 16’ 
Basson 8’ 
Soprano 4’



	II. Grand-Orgue
 56 notes

Jeux de fonds
Violon-basse 16’
Bourdon 16’ 
Montre 8’ 
Viole de gambe 8’ 
Flûte harmonique 8’
Bourdon 8’
Prestant 4’

Jeux de combinaison
Octave 4’
Doublette 2’ 
Fourniture harmonique
   II-V ranks 
Cymbale harmonique 
   II-V ranks 
Basson 16’
Basson 8’ 
Clairon 4’

	II. Grand-Orgue
 56 notes

Jeux de fonds
Violon-basse 16’
Bourdon 16’ 
Montre 8’
Viole de gambe 8’ 
Flûte harmonique 8’
Bourdon 8’ 
Prestant 4’

Jeux de combinaison
Octave 4’ 
Doublette 2’
Fourniture harmonique

 II-V ranks 
Cymbale harmonique

  II-V ranks 
Basson 16’ 
Basson  8’ 
Clairon 4’


	II. Positif

56 notes

Jeux de fonds

Montre 16’ 
Bourdon 16’ 
Salicional 8’ 
Unda maris 8’ 
Flûte harmonique 8’
Bourdon 8’ 
Flûte douce 4’

Jeux de combinaison
Prestant 4’ 
Nasard 2 2/3’
Doublette 2’


Plein jeu harmonique

  III-V ranks

Clarinette-basse 16’ 
Cromorne 8’ 
Clarinette aiguë 4’



	III. Bombarde

56 notes
 

Jeux de fonds
Principal-basse 16’ 
Soubasse 16’ 
Principal 8’ 
Flûte harmonique 8’
Grosse Quinte 5 1/3’ 
Octave 4’ 
Grosse Tierce 3 1/5’
Jeux de combinaison
Quinte 2 2/3’
Septième 2 2/7’ 
Doublette 2’ 
Grand Cornet 
   II-V ranks 
Bombarde 16’
Trompette 8’ 
Clairon 4’


	III. Bombarde

56 notes


Jeux de fonds

Principal-basse 16’
Soubasse 16’
Principal 8’ 
Flûte harmonique 8’
Grosse Quinte 5 1/3’ 
Octave 4’
Grosse Tierce 3 1/5’

Jeux de combinaison
Quinte  2 2/3’

Septième 2 2/7’ 
Doublette 2’ 
Grand  Cornet

 II-V ranks 
Bombarde 16’ 
Trompette 8’ 
Clairon 4’


	III. Récit expressif

56 notes

Jeux  de fonds

Quintaton 16’ 
Flûte traversière 8’
Diapason 8’ Mutin 
Viole de gambe 8’ 
Voix céleste 8’ 
Flûte octaviante 4’ 
Basson et Hautbois 8’ 
Voix humaine 8’

Jeux de combinaison
Octave 4’ Mutin 
Quinte 2 2/3’ 
Octavin 2’ 
Fourniture IV ranks Mutin 
Cymbale III ranks Beuchet 
Cornet III-V ranks 
Bombarde 16’
Trompette 8’ 
Clairon 4’ 





	IV. Positif

56 notes

Jeux de fonds

Montre 16’
Bourdon 16’
Salicional 8’ 
Unda maris 8’ 
Flûte harmonique 8’
Bourdon 8’ 
Prestant 4’

Jeux de combinaison
Flûte douce 4’
Doublette 2’ 
Piccolo 1’
Plein jeu III-VI ranks 
Clarinette-basse 16’ 
Cromorne 8’ 
Clarinette aiguë  4’

	IV. Positif

56 notes

Jeux de fonds

Montre 16’ 
Bourdon 16’ 
Salicional 8’
Unda maris 8’

Flûte harmonique 8’
Bourdon 8’ 
Prestant 4’

Jeux de combinaison
Flûte douce 4’ 
Doublette 2’ 
Piccolo 1’ 
Plein jeu III-VI ranks 
Clarinette-basse 16’ 
Cromorne 8’ 
Clarinette aiguë  4’


	IV. Solo

56 notes

Jeux de fonds

Principal-basse 16’
Soubasse 16’ 
Principal 8’ 
Flûte harmonique 8’
Grosse Quinte 5 1/3’ 
Octave 4’ 
Grosse Tierce 3 1/5’


Jeux de combinaison
Quinte 2 2/3’
Septième 2 2/7’ 
Doublette 2’
Cornet II-V ranks 
Bombarde 16’
Trompette 8’
Clairon 4’




	V. Récit expressif

56 notes

Jeux de fonds

Quintaton 16’
Quintaton 8’ 
Viole de gambe 8’
Voix  céleste 8’
Dulciane 4’ 
Basson et Hautbois 8’ 
Clarinette 8 ‘
Voix humaine 8’
Jeux de combinaison
Flûte traversière 8’
Flûte octaviante 4’

Nasard  2 2/3’

Octavin 2’

Cornet harmonique 
   III-V

Bombarde 16’

Trompette 8’

Clairon 4’

	V. Récit expressif

 56 notes

Jeux de fonds

Quintaton 16’ 
Diapason 8’ (Mutin) 
Viole de gambe 8’
Voix céleste 8’

Flûte octaviante 4’ (replaced)
Basson et Hautbois  8’ 
Flûte harmonique 8’ (replaced)
Voix humaine 8’

Jeux de combinaison
Octave 4’ (Mutin) 
Quinte  2 2/3’ 
Octavin 2’ 
Cornet harmonique

III -V ranks 
Fourniture IV ranks (Mutin) 
Bombarde 16’ 
Trompette 8’ 
Clairon 4’


	V. Grand-chœur

56 notes

Jeux de fonds

Principal 8’’ 
Bourdon 8’ 
Flûte 8’ Beuchet 
Prestant 4’
Quinte 2 2/3’ 
Doublette 2’ 
Tierce 1 3/5’ 
Larigot 1 1/3’ 
Septième 1 1/7’ 
Piccolo 1’
Jeux de combinaison
Tuba magna16’ 
Trompette 8’ 
Clairon 4’

	Pédale

30 notes

Jeux de fonds
Principal-basse 32’ 
Contrebasse 16’
Soubasse 16’ 
Grosse Quinte 10 2/3’ 
Basse ou Flûte 8’ 
Violoncelle 8’ 
Grosse Tierce 6 2/5’ 
Octave ou Flûte 4’
Jeux de combinaison
Quinte 5 1/3’ 
Septième 4 4/7’ 
Contre-Bombarde 32’ 
Bombarde 16’ 
Basson 16’ 
Trompette 8’ 
Basson 8’ 

Clairon 4’

	Pédale

30 notes

Jeux de fonds

Principal-basse 32 
Contrebasse 16 
Soubasse 16’ 
Grosse Quinte 10 2/3’ 
Flûte 8’ 
Violoncelle 8’ 
Grosse Tierce 6 2/5’ 
Octave 4’
Jeux de combinaison
Quinte 5 1/3’
Septième 4 4/7’
Contre-Bombarde 32’
Bombarde 16’ 
Basson 16’ 
Trompette 8’ 
Basson 8’
Clairon 4’


	Pédale

30 notes

Jeux de fonds

Principal-basse 32’ 
Contrebasse 16’ 
Soubasse 16’
Violoncelle 16’ Beuchet 
Grosse Quinte 10 2/3’ 
Flûte 8’ 
Violoncelle 8’ 
Bourdon 8’ Beuchet 
Grosse Tierce 6 2/5’
Octave 4’

Jeux de combinaison
Quinte 5 1/3’ 
Septième 4 4/7’ 
Contre-Bombarde 32’ 
Bombarde 16’ 
Basson 16’
Trompette 8’ 
Basson 8’ 
Clairon 4’



	
	
	Beuchet 1932 added:

Tirasse Récit

Coupler Récit au Positif

Six pedal pistons for the pneumatic stop combinations


Pédales de Combinaisons at the 1868 Cavaillé-Coll organ

1. Effets d’Orage 

2. Tirasse Grand-Chœur

3. Tirasse Grand-Orgue

4. Anches Pédale

Octaves Graves des Claviers

5. Grand-Chœur

6. Grand-Orgue

7. Bombarde

8. Positif

9. Récit 
Appels des Jeux de Combinaison
10. Grand-Chœur

11. Grand-Orgue

12. Bombarde

13. Positif

14. Récit

15. Grande Pédale Collective des Jeux de Combinaison

Accouplements au le Clavier

16. Grand-Chœur

17. Grand-Orgue

18. Bombarde

19. Positif

20. Récit

21. Trémolo du Récit

22. Expression du Récit

Registres de Combinaison
First terrace of stop jambs.
Duplicate set on right and left.

1. Pédale

2. Grand-Chœur

3. Grand-Orgue

4. Bombarde

5. Positif

6. Récit
7. Sonnette
      Appendix II: organ dispositions

The French Symphonic Organ at the Academy of Music and Drama Gothenburg built by Verschueren Orgelbouw BV, Heythuysen, The Netherlands (Léon Verschueren)
	I. Grand-Orgue 
 58 notes

laie des fonds
Principal 16’

Montre  8’

Salicional 8’

Bourdon 8’ 

Flûte harmonique 8’
Prestant 4’

laie de

combinaison

Quinte 2 2/3’

Doublette 2’

Cornet IV 4’

Plein-jeu IV-V 1’

Trompette 8’

	II. Positif 
 58 notes

laie des fonds
Cor de nuit 8’

Salicional 8’

Flûte 

traversière 8’

Prestant 4’

Flûte douce 4’

Cor anglais 16’

laie de combinaison

Nazard 2 2/3’

Quarte de Nazard 2’

Tierce 1 3/5’ Plein-jeu III-IV 1 1/3’

Cromorne 8’


	 III. Récit
   58 notes

laie des fonds
Bourdon 16’
Flûte harmonique  8’
Viole de Gambe 8’
 Voix céleste  8’ 

 Flûte octaviante  4’

 Voix humaine 8’

 Basson et Hautbois 8’

laie de 

combinaison

Nazard 2 2/3’

Octavin 2’

Piccolo 1’

Basson 16’

Trompette harmonique 8’

Clairon harmonique 4’

         Trémolo

     

	 Pédale
32 notes

laie des fonds
Basse acoustique 32’

Soubasse 16’

Contrebasse 16’

Flûte 8’

Octave 4’

laie d’anches
Bombarde 16’

Trompette 8’

Clairon 4’

	Pédales de combinaison 
Orage 
Tirasse G.O.   
Tirasse Pos. 
Tirasse Réc. 
Copula G.O. (Barker Machine)
Octaves graves G.O. 
Appel Comb. (=Setzer)
Anches Péd.
Anches G.O.


	Anches Pos. 

Expression Pos.
Expression Réc.
Anches Réc.
Appel Comb. (= Setzer)
Copula Pos. au G.O. 
Copula Réc. au G.O. 
Trémolo Réc. 
Copula Réc. au Pos.




Mechanical key action Barker Machine for the G.O.; Orelle system (iso-pneumatics) for the Récit. 

Mechanical stop action, supplied with an extra “motor device” that can be operated  by an electronic Combination system. 

Wind supply system: 18 bellows (2 main bellows; 16 additional regulators: 6 for the Pédale, 4 for the G.O., 3 for the Récit, 2 for the Positif, 1 for the Barker Machine) 

Pitch: a1 = 440 Hz (at 20°C).

Temperament: equal. 

The organ in the Vasa Church, Gothenburg

1909 Eskil Lundén, Göteborg
1943 ombyggd av Olof Hammarberg, Göteborg

2002 restaurerad  av Grönlunds Orgelbyggeri
Consultant: Jan H. Börjesson

	I. Manual 
  56 notes

Principal 16’
Borduna 16’
Principal 8’
Fugara 8’
Gamba 8’
Flûte harmonique 8’
Dubbelflöjt 8’
Oktava 4’
Rörflöjt 4’
Kvinta 2 2/3’
Oktava 2’
Cornett 4ch
Mixtur 3-4ch 
Trumpet 16’
Trumpet 8’

	II. Manual (Swell)
   56 notes

Gedakt 16’
Violin Principal 8’
Violin 8’
Gemshorn 8’
Rörflöjt 8’
Oktava 4’
Flûte harmonique 4’
Flageolette 2’
Rauschqvinta 2ch

Trumpet 8’
Klarinett 8’

	III. Manual (Swell) 
   56 notes

Dulciana 16’
Basetthorn 8’
Konsertflöjt 8’
Salicional 8’
Woix coeleste 8’
Gedakt 8’
Qvintatön 8’
Violin 4’
Ekoflöjt 4’
Waldflöjt 2’
Harmonia aetherea 3ch
Oboe 8’
Euphon 8’

	IV. Manual (Ryggpositiv)
 56 notes

Gedakt 8’
Principal 4’
Rörflöjt 4’
Nasard 2 2/3’
Gemshorn 2’
Ters 1 3/5’
Regal 8’

	Pedal
  30 notes
Untersatz 32’
Violon 16’
Subbas 16’
Ekobas 16’
Kvinta 10 2/3’
Principal 8’
Violoncelle 8’
Gedakt 8’
Oktava 4’
Basun 16’
Trumpet 8’

	Couplers

I/P, II/P, III/P, IV/P
II/I, III/I, IV/I, III/II, IV/II, IV/III
4’-I, 4’-II, 16’-III, 4’-P
Register crescendo
Tremulant II, III & IV 

Combination system
 Electro-pneumatic action




     Appendix III: music examples
Track 1: Scherzo – third movement from the Sixth Symphony in B Minor, op. 59, bars 1-40, Vasa church

Track 2: Scherzo – third movement from the Sixth Symphony in B Minor, op. 59, bars 1-21, the Academy of Music and Drama

Track 3: Adagio – fourth movement from the Sixth Symphony in B Minor, op. 59, bars 127-147, Vasa church
Track 4: Adagio – fourth movement from the Sixth Symphony in B Minor, op. 59, bars  127-147, the Academy of Music and Drama

Track 5: Allegro molto marcato – second movement from the Fifth Symphony in A Minor, op. 47, bars 1-26, the Academy of  Music and Drama

Track 6: Allegro molto marcato – second movement from the Fifth Symphony in A Minor, op. 47, bars 1-26, Vasa church

Track 7: Allegro – first movement from the Second Symphony in E Minor, op. 20, bars 1-20, Vasa church

Track 8: Allegro – first movement from the Second Symphony in E Minor, op.20, bars 1-37, the Academy of Music and Drama

Track 9: Cantilène – second movement from the Third Symphony in F-sharp Minor, op. 28, bars 1-27, Vasa church
 Track 10: The Sixth Symphony in B Minor, op. 59, Vasa church
        I. Introduction et Allegro

        II. Aria

        III. Scherzo
        IV. Adagio

         V. Final
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