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If, for modern historians, the French Revolution no longer 
represents the birth of the modern nation in European 
history, many of its attributes and consequences have nev
ertheless profoundly shaped European national conscious
ness. Among the most compelling for historians of the arts 
are the Revolutionary government's efforts to create a new 
cult of the nation. Official celebrations of the French Repub
lic were to be distinctly popular. The music and pageantry 
of the Revolutionary period drew on a variety of publicly 
familiar sources, most prominently the rituals of the Catho
lic church, to create a panorama of the new national identi
ty.1 The people were invited not only to identify themselves 
in that panorama, but also to participate in the celebration. 
As a tool of public persuasion, this new method was a bril
liant political maneuver. The people would actually enact 
the creation of their own new identity, following a script 
provided for them by the government in power. 

After the defeat of France in the Franco-Prussian War of 
1870, the proponents of a new Republic resorted to those 
same effective tools used in the early days of the Revolu
tion. Most prominent and long-lasting of their efforts to 
drum up popular support for the Third Republic were the 

1. Comad Donakowski discusses the Revolution, its music, rituals, and 
their relationship to the Catholic church in A Muse for the Masses: Ritual 
and Music in an Age of Democratic Revolution, 1770-1870 (Chicago: 
University of Chicago Press, 1977), 33-75. 
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founding of Bastille Day as the official national holiday of 
France in 1880 and the adoption of the Marseillaise as the of
ficial national anthem. The celebration of 14 July was a sym
bol deliberately constructed to legitimize the new 
Republic's claims to Revolutionary inheritance. This date 
was not chosen immediately, but followed a significant 
amount of debate over the appropriateness of many alter
natives. Ultimately the date of the storming of the Bastille 
showed the greatest number of advantages. The fifth of 
May 1789 (the opening of the Estates General by Louis XVI), 
for example, seemed too much a concession to the monar
chists. Commemorating the execution of Louis XVI, how
ever, horrified moderates and suggested imagery of the 
Terror, not the sort of Revolutionary associations sought in 
1880. 

In contrast to these and other dates, 14 July 1789 could 
symbolize the Republican slogan of Liberte, Egalite, Frater
nite in a particularly effective fashion. It could conjure up 
images of the French people rising up spontaneously 
against a repressive ancien regime, as narrated by Jules 
Michelet and Victor Hugo. More significantly, it could de
pict a people united from all classes of French society
Parisian bourgeois standing alongside peasants from the 
city and the countryside, vividly invoking the most attrac
tive social inheritance.of the Revolution.2 

The date could also be taken as a point of no return in 
the defeat of the ancien regime, a summation of all the goals 
of the Revolution in one act. It could rise above the ensuing 
events of the decade following the storming of the Bastille 
(events about which opinion was strongly divided even 
among the supporters of the Third Republic). More than the 

2. Christian Amalvi, "Le 14-Juillet: du Dies iraea Jour de fete," in Les Lieux 
de memoire, ed. Pierre Nora, vol. 1 of La Republique (Paris: GalIimard, 
1984),424. 
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concrete events of the Revolution, it embodied the spiritual 
hopes of the people-hopes that had been denied all too of
ten by reactionary regimes in the nineteenth century. As 
Leon Gambetta proclaimed on 14 July 1872: "And here is 
why it is the true revolutionary date, the one that thrilled all 
of France .... We understand that on this day our New Tes
tament was given to us, and that from it everything must 
follow."3 The Right responded with its own historical inter
pretation by associating 14 July 1789 with the bloodshed 
and chaos of the Terror. More effective, though, was its re
sponse through" spiritual armaments": silencing of church 
bells, refusing to decorate church buildings with the flag of 
the Republic, and celebrating of Requiem masses for the 
"victims" of 1789.4 Yet the most the Right could do in 1880 
was to produce a flurry of pamphlets denouncing the entire 
Revolution as the beginning of "national enslavement"; as 
for symbolic dates, it had nothing to offer. 

Leaders of the Third Republic modeled its day of cele
bration on Catholic festivals in much the same way as the 
Revolutionary government had done nearly a century earli
er. Banners of saints became Tricolor flags; statues of the 
Virgin were displaced by statues of Marianne. Clergy were 
required by law to ring the church bells, and army offic
ers-in general hostile to the Republic-to organize grand 
parades and military bands. Occasionally Republlcan offi
cials even concocted new Republican" prayers" based on 
the Pater Noster and the Ave Maria. 5 The public response to 
Bastille Day was overwhelmingly positive, due in no small 
part to the fact that, in contrast to the public demonstrations 
under the constitutional monarchy and Empire, the people 

3. Leon Gambetta, Discours prononce it la Ferte-sous-Jouarre, Ie 14 juillet 1872 
(Paris: Leroux, 1870), 13-14; quoted in Amalvi, "Le 14-Juillet," 427. All 
French translations are my own. 
4. Amalvi, "Le 14-Juillet," 436. 
5. Ibid., 439-41. 
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were now granted their own festival: lila France S' est fetee 
elle-meme." 6 

The celebrations of Bastille Day went through various 
levels of popularity over the next fifty years, with an apex in 
the postwar euphoria of 1919. The holiday's primary de
tractors were limited to the extreme Left (who preferred the 
international May Day celebration) and the extreme Right 
(who initiated the alternative celebration of 10 May, the 
feast of Jeanne d'Arc, in 1893). As was true of many long
standing rifts in French society, smoldering political ten
sions over Bastille Day as an appropriate symbol for the 
French nation reignited in particularly dramatic fashion 
during the chaotic years from 1936 to 1944. In this paper, I 
shall examine four crucial years in the struggle over French 
national identity: 1936, 1939, 1941, and 1944. The public cel
ebrations of that identity were nothing if not politically 
charged: each political force in power used its position to 
promote its own favored images of the French nation. Con
structed in 1880 for specific political aims, the celebration of 
Bastille Day itself was already a contested national symbol 
from its inception. In the years under examination, the issue 
of how, or whether, to observe Bastille Day was always cen
tral to the public dimension of French national identity, and 
the arts participated in that public dimension to a much 
greater degree than they had since the Revolution. 

The role of French art music in particular was of great 
concern to the organizers of festivities celebrating French 
national identity in the years 1936 to 1944. The Popular 
Front, elected in 1936 as an anti-fascist coalition of moderate 
and left-wing parties, sought a complete overhaul for the 
role of the state in public and private life, including wide-

6. Paul Berne, Souvenir du 14 juillet 1880: trois dates:fete nationale du 14 juil
let 1880-le 14 juillet 1789-1e 14 juillet 1790 (Lyon, 1880), 6; quoted in Amalvi, 
uLe 14-Juillet," 443. 
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spread support for the contemporary arts, previously ne
glected by the Ministry of National Education. Under the 
leadership of Prime Minister Edouard Daladier, a center
Right coalition defeated the Popular Front in 1938 and con
cerned itself in the immediate prewar years 1938-1939 with 
national unity and the creation of artistic symbols to cele
brate that unity. Finally, during the Vichy regime, art at all 
levels of social appeal participated in the development of 
conservative symbols to counteract Republican ones. 
Throughout these years, French composers had to cope 
with rapidly changing conceptions for the role of contem
porary art music in society. When each government turned 
to composers to provide occasional works, the political and 
social climate affected both the choice of the composer and 
his or her product. Yet, whatever the occasion and whatever 
the work provided, the weight of France's Revolutionary 
heritage had a profound effect on music composed for offi
cial celebrations of national identity. By reconstructing the 
explicit political contexts for these works, I highlight the 
ways in which composers manipulated their style in re
sponse to the occasions at which their works were to be per
formed. Ultimately, my discussion of these explicitly 
nationalist works will provide a framework for placing 
compositions funded by the government but without official 
occasion in the context of the heated debates on French na
tional heritage that took place during the years 1936 to 1944. 

1. 14 July 1936 

There exists a fascinating correspondence in time between 
these intensely contested showcases of official nationalism 
and the French state's new-found interest in channeling of
ficial patronage toward contemporary French art music as 
an embodiment of its national heritage. In 1936, the Popular 
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Front celebrated its rise to power with a series of official 
spectacles, all meant to attract the collaboration of the most 
prestigious living artists in France. The coalition continued 
its lavish support for representatives of French culture dur
ing the International Exposition of 1937, at which France 
was simultaneously host to all and competitive participant 
(with an especially keen eye on the showings from Berlin, 
Moscow, and Rome). Finally, in 1938 the Division of Fine 
Arts consolidated its support for French contemporary art 
music by founding a program to grant commissions to com
posers on a regular yearly basis, divorcing the idea of state 
support from the necessity of an official occasion. Such gen
erous support for contemporary music was largely in re
sponse to the particular anxieties of the time: massive 
unemployment of artists as well as of the general popula
tion, with the added threat posed by aggressive arts fund
ing in neighboring totalitarian regimes. Government 
officials spoke of "intellectual workers" whose personal sit
uations, while tragic on their own terms, were a dangerous 
sign of a more general threat against "the future of the na
tional cultural heritage.,,7 In the context of official ceremo
nies as well as cultural activities on a broader scale, then, 
contemporary music constituted, for the leaders of the Pop
ular Front, an emblem of French national identity. 

For Bastille Day 1936, the first of the Popular Front's 
three collaborative artistic projects was centered around the 
Revolutionary imagery that the newly elected government 
was proclaiming as its own. The Maison de la culture re
vived Romain Rolland's historical manifesto 14 juillet on a 
grand scale, with actors from the Come die Franc;aise, a cur
tain designed by Picasso, and incidental music composed 

7. See the comments of Joanny Berlioz in the Senate debates over the 1938 
budget, cited in Myriam Chimenes, fiLe Budget de la musique sous la IIIe 
republique," in La Musique: Du theorique au politique, ed. Hugues Dufourt 
and Joel-Marie Fauquet (Paris: Klinkseik, 1991), 299. 



repercussions Spring-Fall 1996 

for the occasion by seven luminaries of French music: 
Auric, Milhaud, Honegger, Ibert, Lazarus, Roussel, and 
Koechlin. As the renown of the composers implies, this pro
duction sought to exploit the prestige of its musical 
participants. As the cultural historian Pascal Ory has ob
served, the Maison de la culture hoped that an open demon
stration by the big names of the music world would show 
that support for the Popular Front went beyond enthusias
tic militants to include the most highly regarded profes
sionals.8 

Even the choice of Rolland was enough to attract musi
cians who might not otherwise be politically associated 
with the Popular Front. Rolland, appointed the first profes
sor of music history at the Sorbonne in Paris, had more than 
fifty years' experience as a music critic, and he consistently 
made a place for incidental music in his plays. Still, music 
was being provided to illustrate a play, and the seven com
posers faced various limitations in writing their contribu
tions. The most stringent limitation was the group of 
musicians provided by the Federation musicale populaire. 
The ensemble consisted of a small choir and a forty-piece 
orchestra without strings-an obvious reference to the 
Revolutionary-era music of Gossec and Mehul. The com
posers had only three weeks to finish their scores, which 
had to fit into the structure of Rolland's drama. This was ac
complished by providing preludes and finales to each of the 
three acts, with an overture to begin the whole production 
(figure 1). 

The music composed for 14 juillet is not readily avail
able today? Aside from Milhaud's contribution, none of the 

8. Pascal Ory, La Belle Illusion: Culture et politique sous Ie signe du Front pop
ulaire 1935-1938 (Paris: PIon, 1994), 328. 
9. Autograph manuscripts of the musical contributions of 14 juillet are 
preserved in the Departement de la musique at the Bibliotheque nation
ale in Paris. 
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Overture .......................................... Ouverture .......................................... Ibert 
Prelude to Act I .......................... Le Palais-Royal.. .............. .................... Auric 
Finale to Act I ................. Introduction et Marche funebre .................. Milhaud 
Prelude to Act II .................................................................................... Roussel 
Finale to Act II ................................... Liberte ...................................... Koechlin 
Prelude to Act IlL ................ Marche sur la Bastille ........................ Honegger 
Finale to Act III... ........................ Fete de la liberte ............................... Lazarus 

Figure 1. Music provided for Rolland's 14juillet. 

pieces was published or widely disseminated (although a 
complete recording was made by the Garde Republicaine in 
1966). A revealing descriptive review of the premiere, how
ever, was provided to the Revue musicale by Leon 
Kochnitzky, who focused almost exclusively on the musical 
side of the evening. With just a hint of reserve, Kochnitzky 
praised the overall effect of the spectacle: 

The composers, the designers asked to collaborate on this spectacle 
have perhaps not all understood what was expected of them. Mem
ories of opera-comique, of matinees at reduced prices haunt certain 
ones among them. However, it's not about all that. The marvelous 
curtain of Picasso, the chorus of. Koechlin "Liberte, dans ce beau 
jour" (which ends the second tableau) constitute, I think, the most 
perfect parts of this collective work, the most adequate to the pro
posed theme .... 10 

Koechlin's chorus, praised by Kochnitzky, consists of a 
street song sung by a young girl and taken up by the choir: 

[The song] remains always recognizable, fresh, animated, and, high
lighted by delicate instrumentation, it gathers around itself rare har
monies and carries forth the findings of an exquisite musical quality. 
This, here, is the music of the people.ll 

Kochnitzky also commended Milhaud's Marche funebre ("It 
seems that Milhaud wished to show to his listeners a 
counterpoint without tears") and Auric's gentle parody 
of aristocratic gavottes in "scintillating timbres.,,12 He 

10. Leon Kochnitzky, "Le Quatorze Juillet. Action populaire de Romain 
Rolland," Revue musicale 167 Ouly-August 1936): 43. 
11. Ibid. 
12. Ibid. 
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criticized the rest of the contributions mainly for being in
appropriate: he found the works of Ibert, Roussel, and 
Honegger too complex and symphonic, the finale of 
Lazarus not serious enough. 

One of the pieces from this collection was published 
separately in 1936 in an arrangement for full orchestra: 
Milhaud's Introduction et Marche junebre. The reference to 
Revolutionary marches from the 1790s by Gossec, Catel, 
Jadin, and others, is clear from the opening of the Introduc
tion (example 1). The full orchestra, complete with timpani 
and drum rolls, announces in continuous dactyls the arrival 
of a military fanfare. Proceeding in two-measure segments, 
the march maintains the reference even when the domi
nant-tonic harmonic motion is clouded by parallel triads or 
modal inflections (here, in the lower voices). This predomi
nantly military mood continues throughout the two 
sections of the piece. 

Unlike his Revolutionary predecessors, Milhaud alter
nates the straightforward military style of the two-measure 
rhythmic fanfare with more lyrical eight-bar phrases. Melo
dies allow him to write a more extended piece and also 
make the music more sophisticated than a simple illustra
tive march for the occasion of the play. In the published or
chestration of the piece, the cellos and flutes share the 
Introduction's principal melody, which retains a certain 
amount of martial simplicity in its repetitive two-measure 
structure (example 2). Underneath, timpani and drums 
maintain, as they do throughout the piece, the steady 
marching beat and military-style triplet upbeat rhythm. 
Harmonically, the basses and bassoons repeat measure
long arpeggiations of the tonic triad (E~ major). As with the 
parallel triads of example 1, Milhaud here reconciles his 
own modern style with the continuous references to Revo
lutionary marches. The melody, harmonized in thirds, 
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Example 1. Milhaud, Introduction et Marche funebre, mm. 1-7. 
Paris: Editions sociales internationales, 1936. 

Reprinted by permission of the publisher. 
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Paris: Editions sociales intemationales, 1936. 
Reprinted by permission of the publisher. 
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implies more and more the key of the minor mediant (note 
the gradual increase in A~s and F#s over the eight bars) and 
comes to rest on G as its tonic in measure 43. A similar com
bination of more sophisticated compositional techniques 
alongside elements of the Revolutionary march takes place 
in the Marche funebre section (predominantly in E minor af
ter the C-major opening of the Introduction). Here, Milhaud 
marks the denouement of the piece by combining contra
puntally the primary melody of the Marche with a second
ary theme from the Introduction as countermelody (example 
3). The solo violin plays the melody, while the counter
melody (mm. 52-57) is played by the piccolo and doubled 
by the clarinet. This curious orchestration in the piece's 
published version with strings creates an eerie imbalance, 
in which the more militaristic countermelody is brought 
forward to drown out a single violin with the more pene
trating and militaristic sounds of the piccolo and clarinet. 

The contemporary harmonic idiom adds Milhaud's 
own signature to a piece that otherwise maintains its clear 
reference to Revolutionary models. In Kochnitzky's terms, 
Milhaud's piece succeeded in fulfilling the goals of the occa
sion by combining accessibility (in its avoidance of sym
phonic complexity) with appropriateness to the themes of 
Rolland's play. What Milhaud has managed to write, in ef
fect, is a contemporary version of a Revolutionary march
Gossec with polymodal parallel harmonies and contrapun
tally combined melodies. 

Kochnitzky's impressions were seconded by Francis 
Poulenc. Never a supporter of the Popular Front, Poulenc 
nevertheless commented in a letter to Hemi Sauguet that "I 
was at the '14.' The music of Darius is sublime, that of 
Georges very pretty, the curtain admirable; apart from that 
it's full of shit.,,13 It is difficult to ascertain whether 

13. Francis Poulenc to Hemi Sauguet, 5 August 1936, in Francis Poulenc: 
Correspondance, 1910-1963, ed. Myriam Chimenes (Paris: Fayard, 1994), 
421. 



repercussions Spring-Fall 1996 

[]QQJ 
f'-' .. ,~'~~, J~f'-' .. (~~U. .. ~ _f'-#~~~ f:~ " Piccolo 

@! 

" u t.',. ~' Jill .. t.'",. .. -~ .. f': f:~ 
Clar. in B flat 

~ 

Bassoon : ...... '" .... . "* -of 
............. 

Timpani : 

I I I I 

Snare Drum 
I I I I I I I Tam-~m ~ -

[]QQJ 

" 
Solo 

Violin I 
@! .,; -<t.; .,; --..!!' .,; 71 *.-171""" 

" 
Solo 

Violin II 

V ~"4 ~ .... ~ .. -til- 1>' ~ "4~" 
Solo -Viola 

I 

Solo ~ 

Cello : 

Bass : 
,. .. .. .. ">- ... -$-

Example 3, Milhaud, Introduction et Marche junebre, mm. 100-08, 
Paris: Editions sociales intemationales, 1936, 

Reprinted by permission of the publisher, 
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Poulenc's disgust was with the political aspects of 14 juillet 
or whether he simply did not care for the other musical con
tributions: most likely he meant to imply both. Indeed, 
aside from Kochnitzky at the Revue musicale, critical re
sponse to the spectacle of 14 juillet, like Poulenc's own re
sponse, did not separate the artistic merits of the production 
from its politics. The production, after all, was one of many 
demonstrations on Bastille Day 1936, a special day for the 
newly-elected Popular Front. The day in general marked 
the Left's appropriation of the symbols of the Revolution: 
the taking of the Bastille, the singing of the Marseillaise as 
truly belonging to the people. During the election campaign 
earlier in the spring, Popular Front slogans proclaimed: 
"One choice: 6 February or 14 July!" in which the first date 
referred to the riots of the extreme Right in February 1934. 
The Popular Front's electoral victory, stimulating hopes for 
workers' rights as well as for international peace, contribut
ed to a general sense of euphoria. And the Popular Front's 
concern for creating a mass culture to rival that of its fascist 
neighbors was first made manifest in the celebrations of 
Bastille Day 1936. 

Two critics from left-wing papers describe in detail the 
enormous popular success of the reprise of 14 juillet at the 
Alhambra Theater. According to an advertisement in 
L'Humanite (26 July 1936), the success enabled the produc
tion to be extended to the beginning of August with daily 
performances and matinees on Saturday and Sunday. 
Fran<;ois Lassagne, writing for Vendredi ten days after the 
premiere, described the event at length: 

The miracle has lasted now for a week: the proof is solid. It has 
also been established that the time, the spirit of the times in which 
we live, presents a singular analogy with the beginning of the Revo
lutionary epoch .... 

On the night of 14 July, the crowd which came to the Alhambra 
was returning from the Bastille. It was a handful of the million men 
who, all day long, commemorated, side by side, heart to heart, not 
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only 1789, but 1935, and prepared victories to come. Havingreestab
lished the sense of the fourteenth of July, the crowd came in the 
evening to hear its cradle song and to rediscover its origins. 

[The crowd] did not come as one goes "to the comedie" in 
search of distraction but to exalt itself, to search for a serious and 
beautiful emotion, to see itself live, that is to say to see, transfigured 
but not altered by art, the essential feelings that the crowd feels in
tensely but knows not how to express .... This crowd came to take the 
Bastille, to recognize its original leaders and to conquer liberty. 

It was prodigious. A current passed from the hall to the stage, a 
current so intense and continuous that fiction itself was abolished, 
like centuries past. It was not actors who played a part, but Marat, 
DesmouIins, Hoche, La Contat themselves who spoke, and they 
spoke to the people of '89, to the people in the halL All contributed 
to creating this common and warm climate: the day, the topic and 
the spirit. The Bastille was really taken this evening of 1936. And 
when at the end of the spectacle, actors, participants, and audience 
sang in one voice La Marseillaise and the International, there was not a 
single person left to hear, or to see, any actor who remained in 
character.14 

Common to both Kochnitzky and Lassagne is a concern 
for the audience. Not only did they want to know exactly 
who was in the" crowd" at the Alhambra that night, but 
they scrutinized how this crowd participated in the specta
cle, how it responded to art produced in its name, an "art of 
the people." Kochnitzky declares Koechlin's chorus the 
"true music of the people," presumably because it rendered 
a popular song in the voice of a collective. Milhaud's imita
tions of Revolutionary-era music would support Lassagne's 
reasoning that 14 July 1936 became 14 July 1789 in the eyes 
and ears of the people in the theater on that night. As for the 
spontaneous singing of the Marseillaise and the International, 
the critic at La Lumiere interprets this in even stronger com
munitarian terms: 

14. Fran<;ois Lassagne, "Une Semaine de theatre populaire. Le Quatorze 
juillet de Romain Rolland," Vendredi (24 July 1936), quoted in Louis Bodin 
and Jean Touchard, Front Populaire 1936 (Paris: Armand Colin, 1961), 162-
63. (I cite Lassagne at length in order to provide the original context for 
the oft-quoted remark that the "Bastille was really taken" that evening.) 
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Don't these manifestations prove that today an entire public exists 
that desires to attend a show, not only to attend a dramatic produc
tion, but also to mingle with a neighbor, to feel himself become a 
"neighbor," to be transported with all the other spectators in the 
same unanimous spirit which expresses the collective preoccupation 
of the moment?15 

Each of these critics accepted the terms through which 
14 juillet was made by the Maison de la culture of the Popu
lar Front into a patriotic and political symbol of the masses. 
Yet the spectacle still took place within a closed theatrical 
context. To cite the beginning of Lassagne's article, it was 
only a handful of the million participants in Bastille Day 
that came to the theater to see Rolland's play. A more skep
tical critic, Maurice Savin at the Nouvelle Revue Fran9aise, de
plored the hypocrisy of a theater full of men dressed for golf 
and wealthy students with their parents presenting them
selves as "the people": 

It's a unanimous homage of artists to the workers of the people. 
And, if the people were in no way present in the hall, it is they who 
make up the entire cast, and with such enthusiasm! So it is that in the 
opening night of popular theater, the people will enact the drama of 
their deliverance before the cultivated bourgeois.16 

Savin finished his article by criticizing the music for the 
spectacle. Here he became even more biting in his objection 
to the idea of an " art for the people" : 

One could have without inconvenience shortened greatly the over
tures and divertissements. The public did not listen at all to a fairly 
dull symphony, which deadened suspense instead of creating it, 
poetry in the wrong direction, clairs de lune of department stores, 
sour arabesques, more apt to irritate the popular soul than to charm 
it. The Art of the People is neither mannered art, nor art of Propa
ganda. Two artifices. I insist. We do not have to give lessons to the 
People. We ought to give them nothing but geniuses,17 

15. Leon-Pierre Quint, "Le Theatre populaire," La Lumiere (15 August 
1936); quoted in Bodin and Touchard, Front Populaire, 164. 
16. Maurice Savin, "Le 14 juillet de Romain Rolland," Nouvelle Revue 
Franfaise 275 (August 1936): 397. 
17. Ibid., 399. 
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In short, critical reception of 14 juillet played out more 
general conflicts of the year 1936 over art for the masses. 
Supporters of the Left favored a simplified yet contempo
rary musical style, as provided by prestigious artists repre
senting a broad spectrum of the contemporary music scene. 
To these critics, the appropriate kind of contributions, as 
represented by the pieces provided by Koechlin and 
Milhaud, made explicit political statements. Koechlin skill
fully incorporated popular song into a representation of 
community; Milhaud provided an updated version of 
Gossec so as to represent aurally the continuation of 1789 in 
1936 in his mixture of Revolutionary march and modern 
harmonic style. But critics sympathetic to the Right called 
the production hypocritical. If artists were truly producing 
art for the masses, these critics argued, they would go out
side the bourgeois theater and into the streets. Better yet, 
they would simply abandon their communitarian ideas and 
provide a discerning public with masterworks. As repre
sentatives of high art after all, that was their proper place in 
society. 

14 juillet was a high point for the artistic production of 
the Popular Front: collaborative, prestigious, wildly suc
cessful-and politically correct in every sense of the term. 
But the criticism by the Right points out the conflict inher
ent not just in the Federation musicale populaire, but in the 
artistic policies of the Popular Front as a whole. The com
munist insistence on a revolutionary art for the people was 
difficult to reconcile with the socialist compromise of great
er inclusiveness in existing cultural venues. The only real 
change under the Popular Front was that the traditional 
system of arts administration was restructured to include 
the voices of composers drawn from outside academic cir
cles (and drawn instead from the avant-garde or the oper
etta circuit) and sympathetic to the government's concern 
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for popular accessibility, if not necessarily its politics in a 
broader sense. 

II. 14 July 1939 

The Popular Front was a short-lived phenomenon in 
France. The euphoria evident in the Bastille Day celebra
tions of 1936 faded quickly in the face of the Spanish Civil 
War, continuing economic crisis, and Hitler's refusal to 
heed democratic leaders' pleas for moderation in his annex
ation of Austria and parts of Czechoslovakia. In 1939, ves
tiges of the Popular Front in the subsequent center-Right 
coalition government-most strongly evident in the Repub
lican stronghold of the Ministry of National Education
had ambitious plans for the celebration of Bastille Day, the 
sesquicentennial of the Revolution. It is a strong sign of the 
discord of the so-called "national unity" government under 
Prime Minister Edouard Daladier that the Ministry of Na
tional Education was not granted funds to organize a cele
bration until mid-April 1939-1ess than three weeks before 
the events were to begin.18 Nothing like the grand scale of 
the centenary in 1889, or the euphoria of 1936, would be po
litically possible. 

The proposed program for the 1939 celebration consist
ed of five grand historical commemorations: the opening of 
the Estates General (5 May 1789), the National Assembly (23 
June 1789), the fourteenth of July, the defeat of the Prussians 
at Valmy (20 September 1792), and, finally, the founding of 
the Republic (21 September 1792). The program would con
clude with a grand exhibition in November in Paris entitled 

18. Pascal Ory, "La Commemoration revolutionnaire en 1939," in La 
France et les Franrais en 1938-1939, ed. Rene Remond and Janine Bourdin 
(Paris: Presses de la Fondation Nationale des Sciences Politiques, 1978), 
116. 
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liThe Revolution and Intellectual History.,,19 Participants in 
the first two ceremonies, however, were limited almost ex
clusively to government officials. Already the people were 
made a nonessential element of what was by 1939 a tradi
tionally popular celebration. The evening of 23 June, for ex
ample, consisted of an official ceremony at the Theatre de 
Chaillot, with a combination of official speeches and artistic 
productions. Interestingly enough, the evening concluded 
with a choreographed performance of the Marseillaise as or
chestrated by Gossec.20 Revolutionary music had a place in 
the celebration of 1939, but only as a complement to official 
speeches and to an audience of government leaders. In ef
fect, the choice of Gossec's work could be justified solely for 
its elaborate presentation of every verse of the Marseillaise
still the official national anthem of France. The occasion it
self makes a stark contrast with the Popular Front's use of 
Revolutionary music as public imagery: an exclusive meet
ing of government officials has replaced the earlier attempt 
to join music and artistic prestige to the people's celebration 
of Bastille Day 1936. 

The Communist Party, however, took up the Popular 
Front theme of art for the masses in their own celebrations 
of Bastille Day. Explicit references to the Revolution were 
calculated to continue the parallels that had been drawn be
tween the Declaration of the Rights of Man and the social 
objectives of communism during the Party's period of 
political prominence in 1935-36. Parades, public dances, 
and planting of liberty trees took place in communist sub
urbs of Paris throughout the months of May and June 1938. 
The mainstream press chose to remain completely silent on 
the subject. Perhaps in response to this treatment, the prin-

19. Ibid. 
20. Jean Zay, Souvenirs et solitude (Le Roeulx: Editions Talus d' Approche, 
1987),324. 
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cipal communist newspaper L'Humanite made the Revolu
tion a primary focus. In contrast to the disorganized and 
overly officious government ceremonies, L'Humanite went 
so far as to produce a commemorative calendar for popular 
distribution. The calendar's cover is a clever photographic 
collage, juxtaposing imagery of 1789 with that of 1939 (fig
ure 2). The historical meaning of the anniversary is given 
pride of place in the text of the upper-right corner
"Centcinquantieme Anniversaire de la Grande Revolu
tion" -while below the collage the Communists proclaim: 
"Nous continuons la France." 

Such use of Revolutionary symbolism was exactly what 
the center-Right coalition government hoped to avoid if any 
semblance of national unity was to be maintained in its cel
ebrations. Although the conservative Right did not out
wardly proclaim its antipathy toward the Revolution, its 
leaders were mostly responsible for the lack of planning on 
the part of the government, accomplished mainly by stall
ing the Ministry of Finances until the last possible minute. 
Moreover, the extreme Right had grown virulent in the 
wake of the Popular Front's use of Republican symbolism. 
The number of scholarly books reinterpreting the history of 
the Revolution in as bloody a light as possible had risen 
significantly by 1939. The press of the extreme Right seized 
on these books for citations, reviews, and interviews con
demning the Revolution as "the origin of all our troubles" 
and "a period of terrorism" for the French na hon. 21 On 
Bastille Day 1939, the extreme Right newspaper Ie suis 
partout chose to review one of the most antagonistic of these 
books. Praise for Edmond Pilon's Dansons la Cannagnole, de
clared the "book of the week" during the Republican com
memorations of the Revolution, accompanies a gruesome 
caricature of a skeleton dancing in blood before the 

21. Ory, "La Commemoration revolutionnaire en 1939," 123. 
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Figure 2. Cover illustration for commemorative calendar, L'Humanite: 14 July 
1939. Reproduced in Les Lieux de memoire, ed. Pierre Nora, vol. I, La Republique 

(Paris: Gallimard, 1984),424. Reprinted by permission of the publishers. 
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Ch.tnscms 10 C4rmagnoJe 
Figure 3. Satirical cartoon, "Le livre de la semaine: Dansons la Cannagnole 

(Scenes et tableaux de la Revolution) par Edmond Pilon," Je suis partout, 14 July 
1939. Courtesy of the Hoover Institution Archives, Stanford University. 

93 



94 Sprout Muse of the Revolution fran<;:aise 

guillotine, in what seems to be a direct parody of L'Human
itt's calendar image of an attractive young revolutionary 
(figure 3).22 

The Daladier government had a calculated solution to 
the problem of celebrating the fourteenth of July as a day of 
national unity in the dangerously divided political climate 
of 1939. The central event ceased to be any recreating of the 
euphoria of the masses over the fall of the Bastille. In fact, 
the masses' participation was significantly reduced in the 
series of official ceremonies. On 14 July they became mere 
spectators to an enormous military parade on the Champs
Elysees. British soldiers and the army of the French Empire 
marched side by side in an awesome show of alliance and 
military force. It was perhaps the most public manifestation 
of the hope that the Munich accords had successfully de
terred Hitler. In addition, the Legionnaire had pride of 
place, testifying to the solidity of the French Empire. By 
avoiding any reference to Republican symbolism, the Right 
and extreme Right could participate wholeheartedly in the 
"fete de la force fran<;aise.,,23 The mainstream press saw 
Empire; the Left saw national unity and alliance for peace 
with Britain; the Right saw revenge against the Popular 
Front's Revolutionary symbolism; and the extreme Right 
gloried in the show of military might. Only the Commu
nists were left to complain that the Bastille had been forgot
ten. 

If the Popular Front's efforts had aimed to counteract in 
some way the methods of mass persuasion used so effec
tively in totalitarian regimes, the government in 1939 chose 
instead to embrace these methods wholeheartedly. Jean 
Zay, Minister of National Education during both the 

22. Review of Dansons la Cannagnole, by Edmond Pilon, Ie suis partout (14 
July 1939), 9. 
23. Ory, "La Commemoration revolutionnaire en 1939," 133-34. 
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Popular Front and the Daladier coalition, highlighted this 
source of inspiration in his wartime account of the official 
celebrations. Writing in a Vichy jail cell in the spring of 
1943, Zay reminisced about the events following the mili
tary parade: 

On the esplanade of the Palace of Chaillot was attempted, for the 
first time in France, after the military parade on the Champs-Elysees, 
one of those public demonstrations unifying the masses with official 
ceremonies, just as had only been done successfully in the" totalitar
ian" demonstrations in Munich or in Rome. Perhaps in the past we 
had not had an appropriate setting: we realized that the esplanade of 
Chaillot, with the immense development along the banks of the 
Seine and the Champs du Mars, offered an incomparable setting. 
The decoration prepared by the Fine Arts, the gigantic panel of the 
"Marseillaise" that adorned the facade of the theater facing the foun
tains, were judged grandiose. The president of the Council and the 
president of the Republic came forth to speak. By a tour de force of 
synchronized radios, one could hear voices directly emanating from 
the colonies .... 24 

Fountains were dyed blue, white, and red, while military 
bands from six colonies joined the military bands of the 
metropole to provide music for the occasion. With 
Republican symbolism integrated into the atmosphere of a 
rally in a totalitarian state, all that the event lacked was an 
audience. Government officials boycotted the official cere
monies over petty disagreements, leaving halls reserved for 
them half-empty. And the masses who had cheered the 
morning's parade so enthusiastically stayed away from the 
ceremony at Chaillot because of a downpour of rain.25 

Hitler's invasion of Poland and France's ensuing decla
ration of war on 3 September prematurely ended the 
Republic's commemorative celebration of the Revolution. 
The last two events, planned for the twentieth and twenty
first of September, were eclipsed by mobilization and con
cern over war. One of the casualties of the cancellations was 

24. Zay, Souvernirs et solitude, 324-25. 
25. Ibid. 
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the one official commission given to a composer: Florent 
Schmitt's L'Arbre entre taus, for chorus and orchestra.26 By 
reconstructing the sequence of events in 1939 and 1940, we 
can deduce that Schmitt's piece was commissioned after the 
April meeting at the Ministry of National Education and 
was intended for public performance in the Place de la 
Nation in Paris on the twenty-first of September. The choice 
of Schmitt as composer makes a dear contrast with the line
up of the Popular Front in the production of 14 juillet. Con
sidering his advanced age, his position as a member of the 
Institut de France, and his musical style anchored in Paris of 
the teens, Schmitt was at the heart of the conservative musi
cal establishment. InMay 1939, Schmitt was given a text by 
Jules Supervielle. The original poem celebrates national 
unity and the one hundred fiftieth anniversary of the Revo
lution in the figure ofthe Liberty Tree of Valmy. The tree, as 
representation of liberty and the Revolutionary heritage, 
rises above" our joys and our angers" to become the prop
erty of all the people of France. Supervielle goes one step 
further: from the top of the tree, one can see all of Europe. 
As an occasional piece, the poem concentrates on the major 
themes of the specific Revolutionary celebration originally 
planned by the Ministry of National Education in April. 

But sometime between May and August 1939 (Schmitt's 
completion of the composition), the text was altered
presumably by Schmitt himself. Not content with the im
plied patriotism of the Revolutionary symbols, Schmitt has 
added a lengthy section of text to complete the piece (figure 
4). From the beginning of this added section, the tone of the 
poem has changed. It has immediately become much more 
sentimental: "Has one need of a voice to bear witness to 

26. The autograph manuscript of L'Arbre entre taus, plus the original 
version of the text, is preserved in the Departement de la musique at the 
Bibliotheque nationale in Paris. 
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Demandez-le ii. nos bois, ii. nos montagnes, nos plaines, 
Au silence des lointains comme ii. celui de nos morts. 
A-t-on besoin d'une voix pour temoigner qu' on aime? 
Demandez-le au grand vent de l' avenir, au vent de liberte qui souffle, qui 

anime nos drapeaux. 

II est si haut, il est si beau, l' arbre de Valmy, 
L' arbre chevelu, l' arbre geant de la famille fran<;aise. 
C' est l' arbre de liberte et de victoire! 

[Ask it of our forests, of our mountains, our plains, 
Of the silence of the horizon like that of our dead. 
Has one need of a voice to bear witness to one's love? 
Ask it of the great wind of the future, of the wind of liberty that blows, 

that animates our flags. 

[It is so tall, it is so beautiful, the tree of Valmy, 
The bountiful tree, the giant tree of the family of France. 
It is the tree of liberty and of victory!] 

Figure 4. Added stanza. Schmitt, L'Arbre entre taus. 
MS, Bibliotheque nationale, Paris. 

one's love?" At this point the imagery becomes more stereo
typically patriotic: the silence of the horizon is compared to 
the silence of "our dead"; the wind of the future is also the 
wind of liberty that" animates our flags." In the final lines of 
the text, Schmitt takes the final step of turning the tree of 
Valmy from a Revolutionary symbol to one of militant pa
triotism: "Cest l'arbre de liberte et de victoire!" 

Like Milhaud's Revolutionary march, L'Arbre entre taus 
begins with a fanfare. Schmitt fulfills the communicative as
pect of his commission by centering the musical interest of 
the composition around the setting of the celebratory text 
provided for him. In setting the first two stanzas of the 
poem, Schmitt varies the mood and texture of the music ac
cording to the imagery of the text. After the expository first 
stanza, the tempo quickens for the choral proclamation of 
the second stanza: "It is so tall that one may easily compare 
it to mountains." The contrast in metaphorical imagery for 
the tree-between the grandeur of the mountains and the 
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diminutive symbol that II enters into our hearts" is repre
sented in the text-setting. For the second half of the second 
stanza, a solo soprano soars above the declaiming chorus, 
singing in vocalise. The composer makes the third stanza the 
musical climax by bringing back the fanfare from the open
ing. Here, the voices and instruments unite in a homo
phonic texture to proclaim what was the final stanza in the 
original poem, and what was originally its culmination in 
nationalist imagery. Schmitt emphasizes this latent nation
alism by repeating the first line of the stanza at the end. 

The harmonic language of the third stanza contributes 
to the sense of sheer power represented by the orchestral 
fanfare united with the chordal declamation of the text (ex
ample 4). Schmitt uses triads in root position, leaping most 
often by thirds, with little recurring pattern to the harmonic 
progression. The lines of the stanza are set in a loose se
quence: that is, the chorus declaims each line in a pattern of 
parallel triads, after which the orchestra responds with a 
chromatic flourish. With the majority of the triads in root 
position, there is little sense of melodic continuity in the 
soprano line of the chorus. Thus musical continuity is not 
maintained by harmonic progression or melodic line. In
stead, the force of the unified chorus and the projection of 
the text in clear, repeated phrase patterns unites this climac
tic section of the piece. 

The Communist celebrations in the summer of 1939 em
phasized above all the popular side of commemorative fes
tivities. Like the Revolutionary council in the 1790s, the 
Communist Party leaders in 1939 believed that participa
tory celebrations would inculcate the proper political 
orientation in the masses, while at the same time giving 
them a sense of ownership in the broader messages being 
imparted. The Popular Front festivities had retained this 
orientation even in a formal theatrical setting. The com-
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posers involved highlighted their Revolutionary creden
tials by modeling their music directly on famous 
Revolutionary composers. Thus, for Milhaud, the obvious 
style to adopt for a funeral march was that of Gossec and his 
contemporaries. 

Yet, unlike Milhaud in his 1936 contribution to 14 juillet, 
Schmitt had no public incentive to display his Revolution
ary credentials. Still, the dominant image of Supervielle's 
poem is a direct reference to a Revolutionary symbol, the 
Liberty Tree, which had its own musical precedent from 
Revolutionary times. In 1799, Gretry wrote a Ronde pour la 
plantation de l' arbre de la Liberte for the official planting of the 
first Liberty Tree. Gn~try' s text, written by Maherault, is 
much more militaristic than Supervielle's, given the occa
sion being celebrated: the departure of Ferdinand IV and 
Marie-Caroline from Naples, and the capture of the Neapol
itan flags by the French. The Liberty Tree here represents 
the French collectivity in its military glory: in the text, the 
refrain returns to the victory of the French after every stan
za (for example, liThe games and songs are an homage to 
the success of the French"). In keeping with the general con
cerns for public participation in Revolutionary celebrations 
of the nation, Gretry provided a simple round with sparse 
orchestral accompaniment (example 5). One can easily 
imagine this song, while first presented at an official cere
mony, to have been sung by many people in the crowd both 
during and after the original occasion. 

Schmitt mayor may not have known Gretry's music; at 
any rate, it would have been readily available to him. 27 

Regardless, when provided an analogous situation to 
Gretry's nearly one hundred fifty years later, Schmitt was 
not interested in public participation. In contrast to Gretry's 

27. Gretry's piece is reproduced in Constant Pierre, Musique de fetes et cere
monies de la Revolution fram;aise (Paris: Imprimerie nationale, 1899), 454-55. 
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easily remembered round melody, Schmitt's use of vocalise 
and his declamatoryfanfare setting work instead to impose 
the message contained in the words. And Schmitt's har
monic language, the always surprising and often harsh pro
gression of triadic sonorities, overwhelms the listener with 
a show of force. 

Indeed, the composer makes the fanfare of L'Arbre entre 
taus refer explicitly to militaristic idioms in the final 
measures of the piece, to underscore his own patriotic clos
ing line: "It is the tree of liberty and of victory!" As the cho
rus proclaims in sustained homorhythmic chords the 
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concluding line of text, the orchestra builds up to a final ex
plosion of triplet sixteenth-notes to embellish the arrival on 
the tonic (approached with the substitution of a dominant 
eleventh chord on ~VI for the dominant) (example 6). The 
brief reference here to military music is just enough to en
hance the recurring fanfare sounds with a final flourish. 
Clearly this is military music in the abstract, as opposed to 
a sustained reference to Revolutionary music inthe style of 
Milhaud's Marche funebre. Without the textual references to 
the Tree of Valmy and its age of one hundred fifty years, the 
specific occasion for which this piece was commissioned 

!r~~~~~ 
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(piano reduction) 
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Example 6. Schmitt, L'Arbre entre taus. MS, Bibliotheque nationale, Paris. 
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would be masked by the music Schmitt provided. In this 
sense it is a perfect musical analog to the parades on the 
Champs-Elysees on the morning of 14 July 1939. The mili
tary show of strength representing the health of the French 
Empire and the Franco-British alliance impressed a public 
reduced to a position of responding with awe. In each case 
the specific occasion had no place in its own commemora
tion. 

The political events of early September 1939 may have 
led to the cancellation of the remaining celebrations for the 
sesquicentennial anniversary of the Revolution, but if 
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anything they only heightened the need in France for 
demonstrations of national unity. Postponed from its origi
nal presentation for the Place de la Nation and transposed 
to the concert hall of one of Paris's leading orchestral societ
ies, L'Arbre entre taus was given its premiere at the Concerts 
Pasdeloup in March 1940.28 The scarcity of critical re
sponses in the press testifies to the extent to which the Rev
olutionary symbolism and original public commemorative 
venue had disappeared from Schmitt's work. A single brief 
paragraph appears in Firmin Dubois's report on recent art 
events in Paris for the Cahiers Franco-Allemands, a bilingual 
journal shared by the Deutsch-Franzosische Gesellschaft in 
Germany and the Co mite France-Allemagne in Paris and 
dedicated to the arts and letters of the two countries. A 
piece celebrating the French Revolution would be out of 
place in this journal, but a work celebrating the force of the 
French nation would not be, especially when composed by. 
a member of the Cornite d'honneur for the Comite France
Allemagne.29 Dubois concludes his report with a negative 
assessment of the public, whose interest in the arts waned 
after war had been declared: lilt is admittedly shameful, 
how few people show interest for such an event during 
wartime. It is in this way that, due to mobilization, our mu
sicallife is thoroughly disorganized and threatened.,,30 In 
only a few months, peace with Germany would rectify the 
situation, and the arts would become, once again, a major 
focus of the French nation in its latest incarnation. 

28. Yves Rucher, Florent Schmitt (Paris: PIon, 1953), 208. 
29. Florent Schmitt was one of the prominent artists to join the Comite 
d'honneur when the Comite France-Allemagne was founded in Novem
ber 1935. See Pascal Dry, Les Collaborateurs 1940-1945 (Paris: Seuil,1976), 
18-20. 
30. Firmin Dubois, "Pariser Kunst- und Theaterbrief," Cahiers Franco
Allemands 7, no. 2 (March-April 1940): 137. 
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III. The Vichy Years: 1941 and 1944 

In granting full powers to Petain on 10 July 1940, the 
National Assembly of the Third Republic voted itself out of 
existence. With it went the dominant public role for the Re
publican symbolism that had vexed the Right and extreme 
Right for seventy years. Even before signing it into law, the 
government of Vichy was exhorting the population to ob
serve Bastille Day 1940 "with a dignified and meditative at
titude appropriate to the particular significance of the 
national holiday in these difficult hours.,,31 Bastille Day 
1940, arriving so soon after France's defeat and Petain's as
cendance, nevertheless retained some of its patriotic signif
icance. Changed essentially into a day of remembrance for 
the dead, the flag was hung in mourning and church bells 
were rung, but military parades still took place in towns 
where troops were garrisoned. 

One year later, however, the Vichy government had 
transformed Bastille Day into a national religious holiday 
rather than a celebration of the state. Along the same lines 
as the original anti-Bastille Day protesters in I880-and in a 
curious twist on the Third Republic's original appropriation 
of religious symbolism-under Vichy the Church replaced 
the state as locus of national identity. On 14 July 1941, 
Petain attended a grand mass at the cathedral of Saint-Louis 
de Vichy, accompanied by prominent clergymen and am
bassadors. After the ceremony, Petain led those attending 
the service in homage to the slain soldiers of France at the 
city's monument to the dead. In Paris, a brief official cere
mony consisted of laying a wreath at the Tomb of the Un
known Soldier. Any sign of rejoicing by the population was 
forbidden.32 

31. Notes, 14 July 1940, Ministry of the Interior,Archives of the Ministry 
of Foreign Affairs, Quai d'Orsay, Paris. 
32. Rosemonde Sanson, Les 14 Juillet (1789-1975); Fete et conscience nation
ale (Paris: Flammarion, 1976), 128. 
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Petain signaled these radical changes to the populace in 
one of his many radio addresses: 

People of France, 

The day of 14 July, which the nation and the army have former
ly made their celebration, will remain this year a holiday. I have de
creed this in the free zone; I have requested it of the German 
authorities in the occupied zone. 

In thinking of our dead, of our prisoners, of our ruins, of our 
hopes, you shall know how to make of this holiday a day of reflec
tion and meditation. Your peace shall not be troubled either by agi
tators in the street or by entertainment and spectacles. 

I reaffirm to you, people of France, my faith in the unity of the 
nation, in the future of the country.33 

The rhetoric of Petain's Bastille Day address reflects many 
of the changes in national symbolism under Vichy. The peo
ple, far from being the focus of the national festivities, were 
now to remain out of sight and are to reflect in religious 
meditation on their fate, no longer "troubled" by "agitators 
in the street." If any national symbolism were to be re
tained, it would be mediated through the figure of Petain as 
leader of France. The strongest statement of national unity 
in Petain's Bastille Day address is the reaffirmation of the 
Marechal's personal faith in the nation. In a moment when 
the nation is occupied and broken, "nationalism" becomes 
an act of faith. 

In fact, Bastille Day 1941 took place in the middle of the 
most intensely reactionary period of the National Revolu
tion. From Petain's ousting of his prime minister Pierre 
Laval in December 1940 (for, among other things, his too 
obvious sympathy for Hitler) to the Germans' reimposition 
of Laval in April 1942, Petain and his supporters had free 
rein in the government and broad support in the populace 
to rethink the French nation. Reaction went beyond resent-

33. Philippe Petain, Radio Address, 14 July 1940, Ministry of the Interior, 
Archives of the Ministry of Foreign Affairs, Quai d'Orsay, Paris. 
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ments toward the Third Republic to encompass the entire 
heritage of 1789. Abolishing Bastille Day as a national cele
bration and replacing it with a day of national mourning led 
by the figure of the Marechal were among the most symbol
ically charged of many radical revisions of the structure and 
symbolism of the nation. But the transformation of Bastille 
Day into a private, solemn day of mourning was only a first 
step in the National Revolution, enacting the adaptation of 
previous national symbols for a new national situation. The 
Vichy regime went one step further. It sought to create a 
new set of national images, appropriate to the new France 
in ways the Republican festivities would never be. 

If one were to pinpoint the Vichy regime's most concert
ed effort to found a new national holiday, it would be its ef
forts to celebrate the Feast of Jeanne d'Arc on 10 May 1941. 
As in its transformation of Bastille Day into a day of mourn
ing, the Right's alternative veneration of Jeanne d'Arc had 
been a classic response to Republican symbolism since the 
end of the nineteenth century. The feast day of Jeanne d' Arc 
was to be a mixture of religious and civic rituals. The Vichy 
regime even distributed posters and instructions about the 
proper way to observe the new official holiday throughout 
the villages and cities of France.34 

Yet most of Vichy's efforts to instigate a new sense of 
national pride were more diffuse than the orchestrations of 
a single national holiday. The key to the new celebrations of 
the French nation was "Ie Marechal de France, Chef de 
l'Etat" -as Vichy censors required the press to refer to 
Philippe petain. Always at the center of Vichy nationalist 
imagery, the figure of Petain represented in turn the savior 
of France, the military hero whose patriotism was unques-

34. Laurent Gervereau, "Y a-t-il un 'style Vichy'?" in La Propagande sous 
Vichy, 1940-1944, ed. Laurent Gervereau and Denis Peschanski (Paris: 
Publications de la Bibliotheque de Documentation Internationale Con
temporaine, 1990), 122. 
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tionable, the aged and benevolent father figure, and the pa
tient martyr for the sake of his defeated nation. With the 
enthusiastic support of the Catholic Church, Petain himself 
became venerated; with the acclamations of the traditional 
Right, Petain was envisioned as a new monarch for 
France.35 

It was in the context of the cult of the Marechal that 
Vichy's own official music appeared. Thus, even when re
pudiating the heritage of the Revolution, the leaders of the 
Vichy regime were as eager in 1941 as the governments had 
been in 1936 and 1939 to use music symbolically and public
ly to celebrate the nation. The Vichy regime's official musi
cal manifestations differed in many important respects 
from those of preceding years. With the powerful imagery 
of Petain himself, there was no need for a single day of cel
ebration, as in the Popular Front's Bastille Day euphoria. 
More important was the regime's exploitation of modern 
technology for its national imagery. In the style of France's 
totalitarian neighbors, the National Radio ensured the pos
sibility of a nation-wide audience for its productions-yet 
another reason that an official holiday was no longer neces
sary for an official celebration of the nation. 

Vichy's official national music centered around the 
works of Andre Gailhard, a conservatory-trained composer 
who had won the Prix de Rome in 1908 and worked in the 
arts division of Vichy's new Commission for the Fight 
against Unemployment. If, for official occasions, the Popu
lar Front had selected its composers for their artistic pres
tige, and if the 1939 commission had been awarded to a 

35. An enormous range of votive objects were manufactured bearing his 
image: the artisans of Sevres, Baccarat, and the Monnaie· de Paris all 
worked for the government. Petain had his own personal photographer 
and took great interest in the images of himself transformed into posters. 
For reproductions of items relating to the cult of the Marechal, see 
Gervereau, La Propagande sous Vichy, 1940-1944. 
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paragon of the conservative musical establishment, then 
Vichy's composer had been chosen for his loyalty and affin
ities with those now in power. In this way a composer like 
Gailhard-an aging composer with academic credentials, 
working as a functionary in the Vichy administration-was 
the most appropriate choice for official occasions. His job, 
however, was much less prescribed than those of former 
composers, for in 1941 he had no official occasion to com
memorate. He had a figure instead: the Marechal petain. 

In a sense, this made Gailhard's job more difficult. Un
like both Milhaud and Schmitt, who could draw upon mu
sical precedents from the Revolution (even if, as shown 
earlier, Schmitt chose not to refer to the precedent), 
Gailhard was faced with creating a new tradition. Yet he 
did have something in common with these composers: 
namely, a mandate to create a work in a learned style that 
would, at the same time, provide nationalist symbolism 
meaningful to the broad population. And access to the air
waves of the National Radio made Gailhard's potential au
dience the broadest national population possible. 

On 25 June 1941, the National Radio broadcast a live 
concert performance of Gailhard's La Franfaise, Hymne au 
Marechal, for solo tenor, chorus, and orchestra.36 In La 
Franfaise the tenor is the star of the show, narrating the 
heroism of the Marechal in three short verses and an effu
sively patriotic refrain, echoed each time by the full choir 
(figure 5). The musical high point of the piece occurs in the 
setting of the most patriotic segment of the text. The tenor 
begins the refrain quietly, while the orchestra and the singer 
gradually build in volume, culminating in the Vichy slogan 

36. The score of La Franr;aise is preserved in manuscript form at the Centre 
de documentation musicale, Maison de la Radio France, Paris. Broadcast 
dates are provided in the weekly magazine Radiodiffusion nation ale, pre
served at the Bibliotheque centrale, Maison de la Radio France, Paris. 
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Fran~ais, suivons le Marechal 
Unis dans une foi nouvelle 
Par lui notre France immortelle 
A lui notre serment nous lie 
Voici notre nouveau destin 
Travaille, Famille, Patrie 
Nos coeurs s' ouvrent a lui 
Vive la France, Gloire a Petain 

[France, let us follow the Marechal 
United in a new faith 
Through him our immortal France 
To him our oath allies us 
Here is our new destiny 
Work, Family, Country 
Our hearts open to him 
Long live France, Glory to Petain] 

Figure 5. Refrain of La Franfaise: Hymne au Marechal. 
Text by Jean Thouvenin and March-Andre Fabre. 

MS, Centre de documentation musicale, 
Maison de la Radio France, Paris. 

"Travaille, Famille, Patrie." As the tenor arrives at this point 
in the text, he soars to a high B~ while the timpani and trum
pet enter on a dominant-seventh ostinato. The tenor con
cludes the refrain by proclaiming over a final E~ cadence: 
"Vive la France, Gloire a Petain!" supported by the full or
chestra, including string tremolos, chimes, and woodwind 
fanfare (example 7). With a piece in which a solo melody 
dominates the entire texture over a harmonic progression 
only minimally varied through applied dominant chords 
and bass ostinati, Gailhard has, as Anne Girardot suggests 
in the New Grove Dictionary, "remained close to the Conser
vatoire tradition of his student days.,,37 The imagery is 
pared down to the essential elements of the veneration of 
Petain, providing a textual and musical equivalent to the 
sparse and direct style of propaganda posters bearing his 
image (figure 6). 

37. Anne Girardot, "Gailhard, Andre," in New Grove Dictionary of Music 
and Musicians, ed. Stanley Sadie (London: Macmillan, 1980), 7: 88. 
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Figure 6. Propaganda poster by Philippe Noyer. Equipe Alain-Fournier, 1940. 
Reproduced in La Propagande so us Vichy, 1940-1944, ed. Laurent Gervereau and 

Denis Peschanski (Paris: Publications de la Bibliotheque de Documentation Inter
nationale Contemporaine, 1990),145. Reprinted by permission of the publisher. 
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La Fram;aise suffered the fate of all such occasional 
pieces: performed only once, it was left unpublished and 
largely forgotten. Yet whereas Gailhard's piece used one 
new form of technology to reach the masses, another Vichy 
musical production from the same period used two. Played 
constantly over the National Radio in one recorded version 
and marketed to the masses in sheet music, the song 
'/Marechal, nous voilafl became a nationwide hit that argu
ably (if temporarily) dethroned the Marseillaise in French 
national consciousness. The team of Andre Montagard and 
Charles Courtioux created a song in which music and text 
interact to form a memorable musical impression with an 
unmistakable political message. A military march turned 
popular hit, this song remains even today for many people 
in France an emotionally charged symbol of the Vichy 
years. 

It must be mentioned, moreover, that, aside from dis
tancing itself from the Revolutionary associations of the 
Marseillaise, the Vichy regime had an added incentive to in
vent new national hymns. In the summer of 1941 the 
German occupying forces made official a strict prohibition 
against both the singing or playing of the Marseillaise in 
public and the ceremony of saluting the national flag. As 
the interdiction applied only to the occupied zone, the lead
ers of Vichy's Ministry of the Interior, Ministry of Foreign 
Affairs, and Ministry of War rapidly conceded that the pro
hibition was reasonable. A memo to the Minister of War in 
charge of the Armistice from Darlan (Admiral of the Navy, 
acting Secretary of State, and the most powerful man in 
Vichy after Petain during this period) signals the regime's 
acceptance of its powerlessness vis-a-vis the Third Reich. 
More significantly, it highlights these leaders' profound re
spect for the power of national symbols: 
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It seems difficult to contest that the ceremony of raising the flag 
[l'envoi aux couleurs] and the singing of the Marseillaise are likely to 
exalt the patriotic sentiment of the participants and could incite 
them in acts harmful to the occupying power. 

In general, the occupying authorities seem to have legitimate 
power to prohibit the display of the French national flag in occupied 
territory since it concerns the symbol of a country against which 
Germany is still at war and it is entitled not to tolerate the demon
stration of [such symbols 1 in the presence of its troops and its own 
flag.38 

Writing new hymns for the nation, then, would serve 
many purposes. Unlike the Marseillaise, intricately associat
ed with the now defeated French Republic, new Vichy 
songs would not threaten the German presence in northern 
France. Indeed, they could create an image of the nation 
that included an accommodating attitude toward the occu
pying forces. New national songs would be permitted on 
both sides of the demarcation line, thus maintaining the il
lusion that the Vichy regime governed the entire nation. 
And they would speak for the regime in its present state, 
directly and specifically, without the mediation of more 
generalized Revolutionary associations. 

The nationwide presence of "Man2chal, nous voila" on 
the airwaves of French radio testifies to its fulfillment of 
these requirements. In the cult of the Marechal the Vichy re
gime managed a skillful balance between the demands of 
an authoritarian regime for nationalist imagery and those of 
a more powerful occupying force for obedient accommoda
tion. Montagard's text substitutes calls for patriotism with 
calls to obedience: in every verse and refrain, a subjugated 
France, personified in the first person as a group of loyal pa
triots enlisting in the military, looks to Petain as its savior. 

38. L' Amiral de la Plotte, Ministre, Secretaire d'Etat aux Affaires 
Etrangeres, to Monsieur Ie Ministre Secretaire d'Etat a la Guerre, Direc
tion des Services de l' Armistice, 3 September 1941, Ministry of the Interi
or (Affaires diverses), Archives of the Minish)' of Foreign Affairs, Quai 
d'Orsay, Paris. 
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The first verse introduces the aura of spontaneous military 
enlistment and extends it to the entire nation, "uplifted" by 
the appeal of the Man~chal. In the refrain, the nation/ re
cruits swear fidelity to the "savior of France," who has re
stored their hope in the rebirth of the country (figure 7). 

Man~chal, Nous voila! 
Devant toi, Ie sauveur de la France, 
Nous jurons, Nous tes gars, 
De servir et de suivre tes pas. 
Marechal, Nous voila! 
Tu nous as redonne l' esperance, 
La Patrie Renaitra, 
Marechal, Marechal, Nous voila! 

[Marechal, Here we are! 
Before you, the savior of France, 
We swear, we your guys, 
To serve and to follow your every step. 
Marechal, Here we are! 
You have given us back hope, 
The country will be reborn, 
Marechal, Marechal, Here we are!) 

Figure 7. Refrain, Andre Montagard, "Marechal, nous voila." 
Paris: Editions du ver luis ant, 1941. 

Each of the successive verses continues the metaphor of 
military recruitment while elaborating on the main themes 
of Vichy's nationalist imagery. Central to this metaphor is 
the emphasis on the military career of Petain, presenting his 
past military glory as the primary source of his present 
power. The second verse, for example, evokes Petain's pop
ularity as the hero of Verdun who has come to save the 
country for a second time. In the third verse, Petain speaks 
directly to the nation: "People of France let us raise our 
heads, / Let us look to the future!" The quote is a direct ref
erence to the closing exhortations common to all of Petain's 
radio addresses (including the one given earlier in connec
tion with Bastille Day 1941).39 The shining gold stars that 

39. See Jean-Claude Barbas, ed., Discours aux franr;;ais: 17 juin 1940-20 aout 
1944, par Philippe Petain (Paris: Albin Michel, 1989). 
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dazzle the recruits at the end of the verse highlight the 
military career of the Man~chal emphasized in the second 
verse. Finally, in the fourth verse, there is a brief reference 
to the specter of the war and divisiveness from which, 
thanks to Petain's guidance, the nation has emerged. The 
verse ends by laying bare the equation of Petain with the 
nation of France: /I Car Petain, c' est la France! La France, 
c' est Petain!,,40 The cover illustration of the sheet music me
thodically reproduces in visual terms the various elements 
of the text (figure 8). 

The song written by Montagard and Courtioux is a mil
itary march, minimally altered to accommodate its presen
tation as a popular tune on the radio (example 8). In the 
arrangement for the recording made in 1941 by Andre 
Dassary, the mixture of genres is immediately apparent. 
Rather than using a military band as the accompaniment, 
the producers have chosen to orchestrate the song in the 
fuller instrumentation typical of popular songs of the time: 
strings, winds, and an electric organ. At the same time, the 
brassy sound of a trumpet fanfare is prominent throughout. 
Already from the introduction to the song, we sense that 
boundaries between civilian and military life are blurring 
together-that it is not just the military recruits for Vichy 
but all of Vichy's citizens who will be expected t9 show 
faithful obedience to Petain. 

40. This formula is in fact a citation from an utterance of Cardinal Gerlier, 
head of the Church in Lyon, the largest city in the unoccupied zone (cited 
by Gervereau, 135). That quotation, an oblique reference to the support of 
the Catholic Church for the Vichy regime, is one of many underlying re
ligious symbols in "Marechal, nous voila." From the use of the familiar 
"tu" for the Marechal (reserved for God and one's children in the formal 
French of Petain's generation), to the Resurrection imagery of the" sacred 
flame" rising from the native soil in the opening of the song, the text con
firms that Petain is the savior of France in the religious as well as the na
tionalist sense of the term. 
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Figure 8. Cover to original score of "Marechal, nous voila." Paris: Editions du Ver 
Luisant, 1941. Reproduced in La Propagande sous Vichy, 1940-1944, ed. Laurent Gervereau 
and Denis Peschanski (Paris: Publications de la Bibliotheque de Documentation Interna

tionale Contemporame, 1990), 18. Reprinted by permission of the publisher. 
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Example 8. "Marechal, nous voila," mm. 57-72. 
Paris: Editions du ver luisant, 1941. 

The uniformity of key and meter throughout verse and 
refrain, together with the repetitive use of the dotted
upbeat rhythm of the refrain (especially the setting of the 
words "Man§chal, nous voila") make the piece immediately 
memorable, even mesmerizing (example 8). The simplicity 
and the sparse scoring in the instrumentation make the 
words of the song especially prominent, assigning a sup
porting if colorful role to the musical setting. The incorpora
tion of the trumpet fanfares into the setting of the verses 
seems to be designed specifically for clarity of text. As the 
tenor sings each line in regular four-bar phrases, he sustains 
the last syllable of each line for the third and fourth bars. It 
is during these sustained notes that the brass responds with 
its militaristic fanfare. The military sound-imagery is inten
sified in the second appearance of the refrain, where a male 
chorus echoes the tenor after every repeated dotted-rhythm 
upbeat. In a repetition of the second refrain, the male chorus 
takes over the vocal part for a rousing finish, leaving the 
echoes to the brass section of the orchestra. 

The key to the impact of "Marechal, nous voila" as a 
musical symbol of the nation lies first in its appeal to con
temporary popular genres, and second, in its exploitation of 
modern marketing methods to reach as broad a segment of 
the populace as possible. This song may symbolize Vichy's 
most profound rethinking of the Revolutionary heritage in 
music, illustrated in the striking similarity between the 

121 



122 Sprout Muse of the Revolution fran<;aise 

A I~e D p IF r j IF' 'piC' Dr r lIT pDDPlv pppJ11J.11 
La Vic- toire en chan - tant nollS ou - vre la bar - ri~-re,laLiber-te gui- denos pas, 

B i ~ t }l. hi F j D'P' ~I F fD'P'~1 D'P'~I D ~p'~1 IT I J )).}I 
Ma - re - chal,- Nousvoi-la!- Devanttoi lesauveur de la Fran -- ceNous ju-

Example 9. Comparison of "Le Chant du depart" (A) 
with the refrain of "Marechal, nous voila" (B). 

beginning of the refrain of "Marechal, nous voila" and pop
ular Revolutionary songs such as "Le Chant du Depart" 
(example 9).41 The Vichy regime was attuned to the use of 
contemporary art music as a resource for images of the na
tion, as shown by Gailhard's La Franr;aise and the same com
poser's later symphonic poem Ode a la France blessee 
(commissioned by the Ministry of National Education in 
1941).42 Yet unlike the Popular Front, whose leaders saw in 
the prestigious classical composers of France strong allies in 
the construction of national symbols with popular appeal, 
the leaders of Vichy were closer in spirit to the eighteenth
century revolutionaries. Just as in the 1790s, the central 
message of music for a new cult of the nation in 1941 would 
be cloaked in a musical language more readily available to 
a broader segment of the population. In a twentieth-century 
counterpart to Gretry's easily-remembered round-tune, the 
Vichy regime used the modern technologies of the radio 

41. "Le Chant du Depart" (Mehul) can be found in Ginette and Georges 
Marty, Dictionnaire des chansons de la Revolution: 1789-1799 (Paris: Tallan
dier, 1988), 185-87. While a direct connection between the two may be ul
timately unconvincing, the similarity shows, if nothing else, Montagard 
and Courtioux's mastery of the melodic and rhythmic formulas common 
to Revolutionary-era songs. 
42. Gailhard's Ode it la France blessee was completed at the beginning of 
1944. Although the score and parts remain today in the holdings of Radio 
France, there is no evidence that the work was actually performed. The 
work depicts the defeat and resurrection of France (with Petainplaying a 
central role in the latter) and is in three parts: The Torment, The Prayer, and 
The Reawakening. Centre de documentation musicale, Maison de la Radio 
France, Paris. 
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and the recording industry, as it did regularly with the 
voice and speeches of Petain, to propagate its imagery 
across the entire nation. 

It is not that contemporary composers were neglected 
by the Vichy government-quite the opposite. When faced 
with the Popular Front's generous support for contempo
rary music, Vichy altered the programs to suit its own im
ages of France's artistic heritage. Where the Popular Front 
had been inclusive and eclectic in its non-official commis
sions to composers, Vichy became academic and doctri
naire. As the government budget became more focused on 
the arts and unemployment, in 1942 classical composers re
ceived, in addition to commissions, generous funds to pro
vide for the copying and performance of their works. At the 
same time, Vichy's efforts to educate the populace in 
France's most academic musical tradition were high on the 
regime's list of priorities, under the leadership of Alfred 
Cortot. The pianist and pedagogue was in an unrivaled 
position of influence over Petain in such matters as the only 
musician on the National Council, a consultative body of 
appointed experts that served as Vichy's replacement for 
the democratic National Assembly. 

And of course the German presence in France meant 
much more for musical life than interdictions again~t sing
ing the Marseillaise. The Nazi high command in particular 
put a great deal of effort into assigning France's musical 
heritage to a role inferior to Germany's in the reconfigura
tion of national characteristics for the New Europe. Among 
its efforts at home, the performances of works by French 
composers were banned from concerts within the Reich. In 
Paris, the Propaganda Abteilung took a keen interest in pro
grams juxtaposing successful German works with inferior 
French ones. Some of these concerts were in fact jointly 
sponsored by the French group "Collaboration," the 
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successor to the aforementioned Comite France-Allemagne, 
at the Deutsche Institut in Paris.43 Prominent artists joined 
high-ranking Vichy officials in celebrating the combined ef
forts of the two nations. 

In the face of mounting German pressure, however, 
other Vichy officials went to great lengths to maintain con
temporary art music as an integral part of France's national 
heritage. After 1942 the Ministry of National Education 
teamed up with the Ministry of Foreign Affairs to develop 
ways to maintain France's prestige in modern music inter
nationally. As Vichy grew more and more isolated, govern
ment officials such as Louis Hautecoeur, General Director 
of Fine Arts, saw the promotion of France's contemporary 
arts abroad as benefiting both the arts and the political 
standing of the nation in the international community. In 
various items sent to embassies and French institutes 
abroad, including a journal showcasing the administra
tion's innovative arts programs and a newly-produced an
thology of recordings, French contemporary music was 
given pride of place in the most prestigious attributes of the . 
nation. 

This propaganda produced by the two Ministries in 
1943 and 1944 was at the center of a desperate campaign to 
remove political associations from the arts. At this point it 
was only in dissociating the arts of the French nation from 
politics that the leaders of Vichy could shield the nation's 
artistic prestige from its rapidly deteriorating political situ
ation. The forty works chosen for the anthology are notable 
for their artistic conservatism and determined avoidance of 

43. The statutes of the group "Collaboration" reveal both the continuity 
in membership from the Comite France-Allemagne, and the political 
aims behind the French artists' willingness to cooperate with German in
itiatives. Papers of the Cabinet of Abel Bonnard, Archives of the Ministry 
of National Education, Archives Nationales, Paris. 
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Bachelet, Alfred ..................................................... Pastourelle; Carole 
Delvincourt, Claude ..................................... Prelude choregraphique 
Dupre, Maurice ................................................................. Intermezzo 
Durufle, Maurice ............................................................... Tambourin 
Koechlin, Charles .......................................... Sonate pour deux flUtes 
Ladmirault, Paul .............. Valse melancolique; La Foire d'Herbignac 
d'Ollone, Max .................................................... Ad Lucem Aeternam 
Rabaud, Henri ...................................... Rolande et Ie mauvais gar(:on 
Sauguet, Henri ................................. Concerto pour piano et orchestre 
Schmitt, Florent.. ........................................... Majeza; Danse de corde 

Figure 9. Selected works from the 
Collection de Disques de l' Action Artistique. 

Archives of the Ministry of Foreign Affairs, Quai d'Orsay, Paris. 

political overtones (figure 9).44 The effort exerted to acquire 
the raw materials of this propaganda campaign was enor
mous. The necessary raw materials, such as paper for the 
journal and rubber for the records, were extremely rare at 
this stage in the war and stringently regulated by German 
authorities hostile to the purpose of the program. It is a 
wonder that any items were produced at all. Yet by late 
1943 not many copies were needed-the list of embassies 
still in communication with Vichy had shrunk to less than 
ten, mostly located in capitals either neutral or under Axis 
control (including, for example, Tehran, Bucharest, and 
Helsinki).45 

There is considerable irony in the Ministries' last-ditch 
attempt to mitigate a near-apocalyptic political crisis with a 
record collection of contemporary works chosen largely on 
the basis of their irrelevance to contemporary life. From the 
perspective of 1944, the Popular Front's 1936 national fes
tivities, created with the aid of France's most prestigious 
living composers, had a sheen of innocent efficacy. France's 

44. Collection de Disques de l' Action Artistique, Archives of the Ministry 
of Foreign Affairs, Quai d'Orsay, Paris. 
45. Correspondence between the Service des Oeuvres Fran<;aises a 
I'Etranger and the Association Fran<;aise d' Action Artistique, 1943-1944, 
Archives of the Ministry of Foreign Affairs, Quai d'Orsay, Paris. 
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prewar internal divisions, while bitter and long-standing, 
could be masked temporarily by a dazzling public display 
of the nation, complete with accentuation on the Revolu
tionary tradition of mass participation. In its final hours, the 
Vichy regime had all but abandoned its own National Rev
olution under the weight of increasing pragmatism and col
laboration. Its arts administrators retreated from contact 
with a population in crisis to construct an idealized image 
of the nation in music, based on their preferences for tradi
tionalism, academicism, and" contemporary" styles that in 
fact predated the First World War. These projects were not 
just removed from the population, but also from the nation 
itself, for the Ministries' journals and recordings formed an 
identity for French contemporary arts specifically tailored 
for export to gain prestige abroad. 

The recording anthology produced by the Ministries of 
Vichy at the end of the war points as well to a general para
dox in the regime's arts administration. Without a clearly 
defined policy and lacking any systematic method of con
trol over the final products, the Ministries of Vichy never
theless expanded in generous and innovative ways the 
scope and amount of government funding for classical 
music. At the same time, less systematic (but no less real) ef
forts to manipulate the political implications of the final 
products in the public eye had to endure the scrutiny of the 
German occupying forces. 46 As a mini-panorama of 
France's identity in contemporary music, the recording an
thology was a project over which the Ministries could exert 
much greater control than the process of funding commis
sions and live performances. They could also shield their ef
forts from German intervention by using modern recording 
technology and sending the records abroad. But these and 
other pragmatic considerations forced Vichy's officials into 

46. Serge Added discusses a similar paradox in Le Theatre dans les annees 
Vichy 1940-1944 (Paris: Ramsay, 1992), 87-90. 
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an extreme position of shielding their contemporary music 
project from as many" extramusical" implications as possi
ble. 

This little-known project's dual legacy of isolation from 
the populace and use of international opinion for prestige 
has been both an enticement and a burden for postwar com
posers and organizations increasingly dependent on gov
ernment funds. The administrators of the Fourth Republic 
sought to maintain the high level of funding created by the 
Vichy regime while reconfiguring the process to obtain 
greater say over the artistic product. The fact that most of 
these persons retained their positions from the previous re
gime suggests rather vividly that they were using the les
sons of the Vichy years to perfect their funding methods. In 
the decade after 1944 artists claiming the Revolutionary 
heritage of music for the masses as their own were most 
likely to be located east of the Iron Curtain. Composers in 
France had to grapple instead with the artistic implications 
of their most recent national heritage. 
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