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The Abbey of Saint-Michel (Thiérache, Aisne, France).
The origin of the Abbey of Saint-Michel goes back to the first chapel erected there by Bishop 
Ursmer in 693AD. Between 930 and 940, Lady Herisinde had Ursmer’s chapel restored and she 
founded a Benedictine abbey there. However, nothing remains of the first building that burnt 
down in 1169 and was replaced by a Gothic church at the end of the twelfth century. The zenith of 
the abbey’s prosperity was reached around 1285, before a troubled period in Flanders marked by 
war, famine and epidemics. The monks were eventually forced to leave the abbey in 1536 and the 
building was ravaged by fire in 1542. Gradually, however, the abbey was restored, thanks in 
particular to Jean-Baptiste de Mornat, 37th Abbot of Saint-Michel, who had the church rebuilt 
following his appointment in 1597. New difficulties followed after his death, as well as during the 
Thirty Years War (1618-48) and during the War of Spanish Succession (1701-14). A new revival 
occurred at the beginning of the eighteenth century under the long leadership of Guy Seve de 
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Rochechouart, Bishop of Arras, who spent 61 years at Saint-Michel. It was under his tenure that 
the organ by Jean Boizard was erected in 1714. However, disaster struck again when yet another 
fire, due to negligence, damaged the abbey badly. Thankfully the organ was saved by a person 
named Imbert, who sacrificed his life in the process. In 1759, a vast building was erected next to 
the church to house ladies visiting the abbey. After the French Revolution, the abbey was confiscat-
ed and sold in 1791 to the grain-merchant Jean-Louis Lalouette, the Mayor of Saint-Michel. 
Subsequently, Lalouette made a gift of the abbey to the town. Worship resumed in 1802 when the 
Abbey became the parish church.

The Gothic choir of the abbey, dating back to the twelfth century and the oldest part of the church, 
is still extant. Its original architectural disposition, with apsidal chapels grafted onto an ambulato-
ry, was to influence many other churches and was one the reasons why the Abbey of Saint-Michel 
became famous. The beautiful façade of the church, which dates back to the rebuilding instigated 
by Jean-Baptiste de Mornat during the first half of the seventeenth century, evinces a strong Italian 
influence and is a model of classical architecture. The transept crossing was also altered in the 
seventeenth century. The cloister was damaged by the fire of 1715 but is still partly visible today, 
and its north gallery contains six sixteenth-century painted walls that were discovered in 1987 and 
restored. Today, the abbey is used for some religious ceremonies and it hosts an important music 
festival in June each year.

Recorded: 8-10 July, 2013
Consultant: Pierre Dubois

Recording & editing : Paul Arden-Taylor  www.dimore-records.co.uk
Organ tuning: Georg Westenfelder

We acknowledge with grateful thanks the assistance of the staff 
at St-Michel-en-Thiérache, and in particular Jean-Michel Verneiges, 

Délégué Départemental à la Musique.
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1 The Abbey Bells 3:06

André Raison (c.1650-1719)
Messe du premier ton (1688)

KYRIE 
2 Premier Kyrie: Plein jeu: Gravement  1:16
3 Autre Premier Kyrie: Grand Plein Jeu: Gravement 1:51
4 Second Kyrie: Basse et dessus de trompette 1:45
5 Christe: Trio 1:34
6 Quatriesme Kyrie: Duo 1:19
7 Dernier Kyrie: Dialogue sur les grands jeux 1:19

GLORIA 
8 Et in terra pax: Plein jeu 1:29
9 Benedicimus te: fugue sur toute sorte de jeux 0:47
10 Glorificamus te: Récit de cornet 1:47
11 Domine: Récit de cromorne 2:00
12 Domine Deus agnus: Trio 1:28
13 Qui tollis 3:23
14 Quoniam tu solus: Basse de trompette 1:15
15 Tu solus altissimus 1:36
16 Amen: Dialogue sur les grands jeux 1:35

SANCTUS
17 Sanctus: Plein jeu 0:56
18 Second Sanctus: Récit de 2 dessus de tierce 0:47
19 Benedictus: Basse et Dessus de voix humaine 1:52
20 Elévation: Trio à 3 claviers 1:30
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lectures in performance practice. He also teaches organ and harpsichord at Bristol 
University, and gives series of lectures at Madingley Hall, Cambridge. Recent recordings 
include Bach’s complete violin sonatas with Jacqueline Ross, ‘Parthenia’ (1612), J. S. Bach’s 
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published by Ut Orpheus, Bologna, in 2007, and his book ‘French Organ Music in the Reign 
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It is immediately obvious that Clérambault’s pieces, whilst written in the same 
traditional French organ genres as Raison are composed in a larger format with more 
clearly articulated modulatory schemes, characteristic of the early eighteenth century. 
The seven pieces in each suite correspond to the seven versets required for the 
alternatim Magnificat. In the first suite, the Fugue is a model of conciseness with no less 
than 20 complete entries of the subject within 29 bars. The Duo and Trio are related to 
dance, and the Basse et dessus de trompette appears to unite the French and Italian styles 
of gigues – as did J. S. Bach in pieces such as the gigue from French Suite no. 6. The 
Récit combines solos for the cromorne and cornet, which are then combined in a trio 
with added Pedal. The Dialogue sur les grands jeux is a pure French overture in the style 
of Lully. 

In his second suite, Clérambault begins with a dialogue between a toccata-like petit 
plein jeu and a stately and sonorous grand plein jeu, similar to Raison’s Agnus Dei 
mentioned above. The Duo and Trio are written in the dance styles of bourrée and 
menuet respectively, and the basse de cromorne is based on military dactyl rhythms. 
Flûtes exploits the dialogue of those tonal colours on both Positif and Grand Orgue, 
whilst the Récit de nazard is written in the style of an Italian siciliano for the first time 
in French Baroque organ music. The final Caprice sur les grands jeux is also a new 
departure for the grand jeu, being related both in theme and contrapuntal procedure 
to Froberger’s Capriccio V (1658). However Clérambault, as in all 14 pieces contained 
in these two suites, expands the scope in terms of the modulatory scheme and the 
structure. He also increases the four-part texture to five contrapuntal voices at the end, 
thereby generating a crescendo as the tessitura becomes progressively lower, 
providing a wonderful climax to this recording.        

© David Ponsford 2014
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AGNUS DEI
21 Agnus Dei: Petit et grand plein jeu  1:43
22 Second Agnus: Duo 1:11
23 Deo gratias: Plein jeu 1:11

André Raison
24         Offerte du 5me ton,  Le vive le roy des Parisiens (1687) 7:22

Louis-Nicolas Clérambault (1676-1749)
Suite du premier ton (c.1710)

25 Grand plein jeu 2:30
26 Fugue 3:04
27 Duo 1:31
28 Trio 2:35
29 Basse et dessus de trompette 2:08
30 Récits de cromorne et de cornet sépare 3:24
31 Dialogue sur les grands jeux 2:28
  

Suite du deuxieme ton (c.1710)
32 Plein jeu 2:33
33 Duo 1:41
34 Trio 2:41
35 Basse de cromorne 1:45
36 Flûtes 2:31
37 Récit de nazard 3:08
38 Caprice sur les grands jeux 2:25
  Total playing time 78:45
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The Jean Boizard Organ
Little is known about Jean Boizard (c. 1675-1717), the organ-builder who erected the organ 
of Saint-Michel-en-Thiérache in 1714. He was the third child of Jean Boizard Sr, a baker, and 
Marguerite Deschesnais, from Fontaine Milon, near Angers (Maine et Loire). Together they 
had seven children. It seems Boizard was apprenticed to Paul Maillard, an organ-builder 
who worked in Angers and Saint-Malo. Boizard’s uncle, who was the Father Superior of a 
religious community near Augé, may have entrusted the education of his nephew to 
Maillard. Jean Boizard married Marie Simillart in Vervins in 1701. His four daughters, 
Françoise, Marie-Magdeleine, Marie and Anne, were all to become organists. Boizard 
appears to have settled in Sedan and his name is attached only to a few instruments 
(Donchery, 1702; Saint-Michel, 1714; Avioth, 1715; Stenay, 1716) as he died at the age of 42 
in 1717. 

Boizard was paid 3800 Livres for the organ of Saint-Michel. The instrument was miraculous-
ly spared from the two fires that destroyed part of the church in 1715 and 1971; it also 
survived the French Revolution (thanks to the sale of the abbey to Lalouette on 4 May 1791) 
and, miraculously, both world wars. Unlike many other local organs, its pipe-work was not 
requisitioned to be melted down during WW I, and the organ was not modified too 
drastically during the years since. It is therefore particularly important from a historical 
point of view because it is a rare surviving example of French organ-building from the early 
eighteenth century. It is a characteristic middle-sized, 8-foot-based, ‘provincial’ organ such 
as could be heard in many parish churches at the time of Louis XIV (1638-1715). It was 
overhauled by the organ-builder Pol Renault from Signy-le-Petit in 1885, and Félix Raugel 
drew attention to it in 1919. In 1950 it was listed as a Monument Historique. Its original 
keyboards had been removed in 1885 and so the organ-builders Haerpfer-Erman, entrusted 
with the rebuilding in 1972, installed four new manuals following the instructions given by 
Dom Bédos in his treatise L’art du facteur d’orgue (1766-78), and the French pedal-board was 
copied from the original. The pipe-work and wind-chests are all essentially original. The 
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in the Entrée des forgerons from Lully’s opera Isis (1677), and Raison’s verset appears to 
be a reworking of Lully’s piece. If so, this is a fine example of the influence of secular 
styles upon the organ mass, surely intended to enrich the organ genres in the late 
seventeenth century.

Raison’s Offerte du 5me. ton, Le vive le roy des Parisiens  . . .  (dated 30 January, 1687) was 
written to celebrate the recovery of Louis XIV from a dangerous operation to remove 
an anal fistula, which he endured without anaesthetic. During January 1687 
celebrations of thanksgiving for his recovery resounded throughout Paris. Raison’s 
Offerte, a French overture with added populist dance-related sections, was written in 
honour of the occasion and for the ‘happy convalescence’ of the king. In the final 
section the shouts of ‘vive le roy’ were evidently the inspiration behind the four-note 
theme, and are printed in the musical score above the relevant notes .  

Raison’s preface is also important for its ornament table and for its instructions on 
registering the organ for the various pieces. For this recording, these instructions (and 
the various stated options) have been followed as closely as possible.

The Premier livre d’orgue contenant deux suites was dedicated in the warmest terms to 
Raison by his pupil, the composer and organist Louis-Nicolas Clérambault (1676-
1749). Published around 1710, Clérambault’s organ book represents some of the most 
mature and inventive pieces from the French Baroque period. In 1707, Clérambault 
was organist of the Grands Augustins in Paris, and he soon found royal appointments 
at court: first supervising concerts arranged by Mme de Maintenon for Louis XIV in 
the last years of the king’s life; then as organist of the Maison Royale de St Cyr, 
succeeding Nivers. He also succeeded Nivers as organist of St Sulpice, and succeeded 
Raison as organist at the Jacobins in addition to his other appointments.
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A full analysis of Raison’s pieces can be found in my book ‘French Organ Music in the 
Reign of Louis XIV’ but a brief guide to some of the genres found in his first mass will 
help to identify some of the wonderfully varied styles found therein.

The brilliant and imposing Plein jeu for the first Kyrie that begins the mass (played on 
flue pipes from the lowest 16’ to the highest mixtures) is followed by an alternative 

‘Autre Premier Kyrie’, this time with an obbligato pedal part for the Trompette that 
traverses the entire pedal compass in a virtuoso manner. French organ mass 
movements were very much constructed on the principle of colour. The second Kyrie 
is a solo of the trompette and cornet based on military dactyl rhythms, whilst the 
Christe for cromorne and jeu de tierce is based on the minuet dance. The fourth Kyrie is 
based on another dance, a canonic gavotte, whilst the final Kyrie for the grand jeu is an 
imitation of Lully’s orchestra of strings, oboes and trumpets in which the influence of 
dance is prevalent.

The normally homophonic plein jeu could also be written in a stately contrapuntal style, 
as in the Et in terra pax, and the remaining Gloria movements demonstrate all the 
significant tonal colours of the French Baroque organ. Rhetoric also played a 
significant part, as in the Domine, a Récit de cromorne, and particularly in the Qui tollis, 
in which the Cornet (‘gayement’) is juxtaposed against its own ‘Eco’ and the magisterial 
cromorne played very slowly (perhaps symbolising the word of God). Elsewhere 
dance rhythms prevail, particularly minuets, and the contrast between the toccata-like 
Petit plein jeu (played on the Positif) and the Grand plein jeu (played on the Grand orgue) 
is heard to marvelous effect in the Agnus Dei. The Duo for the second Agnus is a 
puzzle. I believe it is the movement de forgeron mentioned by Raison in his preface, with 
the cornet and the trompette being played in fast disjunct movement to imitate the 
sounds of blacksmiths working in their forge. Similar characteristic writing is found 
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façade pipes that had suffered from tin leprosy were restored with historic metal taken from 
the larger pipes in the towers, so that most of the original façade should be preserved. The 
original pitch (A=415) was retained. The restored organ was opened by André Isoir in 
September 1983. Georg Westenfelder has maintained the organ since 1990, restoring the 
pipe-work in 1992 and rebuilding the keyboards and the wedge-bellows in 1996. The 

‘Lambert Chaumont’ temperament adopted at the time of the restoration by Haerpfer-
Erman was replaced with that described by J. P. Rameau.

The elegant ‘classical’ design consists of two cases, Grand Orgue and Positif, with three 
towers each, framing flats with the smaller pipes. Each tower is topped with flame pots 
except for the central tower of the Positif, which is surmounted with a beautiful sculpture 
representing the Angel of the Last Judgment. The composition of the organ is original. It has 
31 stops on four manuals and pedals. A novelty for the period is the treble Flûte allemande 8' 
replacing a 4-foot Flûte on the Positif. There is only one reed-stop (Cromorne) on the Positif, 
which, added to the Jeu de Tierce, makes up part of the Grand jeu registration obtained with 
the Grand Orgue Trompette, Claron and Cornet. The organ has only one 16’ stop, the GO 
Bourdon 16'. The Récit and Écho divisions both consist of only one stop each, viz. a Cornet 
(speaking directly, without draw-stops), enabling melodic récits and dialogues with the 
Cromorne, together with echo effects. There is no pedal ‘ravalement.’ Although it is relatively 
small, the organ sounds glorious in the acoustic of the building. The Boizard organ may not 
evince the same refinement and balance as later instruments by some of the great Parisian 
organ-builders, yet it is endearing and convincing, ideally suited to late seventeenth- and 
early eighteenth-century music. The registrations indicated by André Raison in the preface 
to his 1688 Livre d’orgue can all be perfectly accommodated, as though he had composed his 
music with such an instrument in mind. 

© Pierre Dubois 2014, 
Souvigny.
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  Specification

I. Positif/Chair (48 notes)   
1. Bourdon 8      
2. Flûte allemande 8 (from e1)   
3. Montre 4     
4. Quinte 3     
5. Doublette 2     
6. Tierce 1 3/5     
7. Larigot 1 1/3     
8. Fourniture III     
9. Cymbale II     
10. Cromorne 8      

II. Grand Orgue/Great (48 notes)
1. Bourdon 16
2. Montre 8
3. Bourdon 8
4. Prestant 4
5. Flûte 4
6. Nazard 3

7. Doublette 2
8. Quarte 2
9. Tierce 1 3/5
10. Fourniture IV 
11. Cymbale III
12. Cornet V
13. Trompette 8
14. Clairon 4
15. Voix humaine 8

III. Récit/Swell (25 notes)   
1. Cornet V (No drawstop)   
  
IV. Écho/Echo (30 notes)
1. Cornet V (No drawstop)
        
Pedal (24 notes)
1. Flûte 8
2. Flûte 4
3. Trompette 8
4. Clairon 4

Compass: 
Grand Orgue and Positif : 48 notes (C-c3)                    Récit : 25 notes (c1-c3) 
Écho : 30 notes (g-c3)                                                     Pedal : 24 notes (C-c1, no C sharp) 

Coupler: Grand Orgue/Positif.
a1 = 415HZ  ‘Rameau’ temperament.
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being based on plainchant, their secular emphasis is suggested by Raison’s statement 
that:

It is necessary to observe the time signature of the piece one is playing 
and to consider if it has some similarity to a sarabande, gigue, gavotte, 
bourrée, canaris, passacaille and chaconne, mouvement de forgeron etc., so that 
you give the same character that you would on the harpsichord - except 
that it is necessary to set a slightly slower tempo because of the sanctity 
of the place.’

Analysis of all the pieces in Raison’s Livre d’orgue does indeed reveal a comprehensive 
array of dance styles, which were intended to refresh the traditional organ genres of 
plein jeu, fugue, duo, trio, récit and grand jeu. This, of course, has significance for choices 
of tempi and all the important issues of performance practice.

The tradition of organ masses and suites followed the age-old tradition of alternatim 
practice. Each sentence of the Mass, Magnificat and Te Deum was divided between 
organ couplets and sung plainchant. To take one example, the nine sentences of the 
Kyrie would be divided alternately between five organ solos and four sung plainchant 
versets, and so on right through the Mass. This resulted in approximately 21 organ 
couplets : Kyrie (5), Gloria (9), Offertory, Sanctus and Benedictus (3), Agnus Dei (2), 
Deo Gratias. The Credo was not permitted to be played. Most of the pieces had to be 
fairly short, with the exception of the Offertory in which the organist could play for 
up to 10 minutes to cover the liturgical ceremonies. This obviously gave the organist 
much greater scope to play a piece of large-scale structure. Organ suites, such as the 
two by Clérambault could serve a wider range of liturgies, such as alternatim settings 
of the Magnificat.



12                         NI 6268

 Clérambault: Suite du deuxieme ton 
32 Plein jeu: GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO. 
33 Duo:  Récit 1; Pos 1, 10.
34 Trio:  Pos 1, 3, 4; GO 3, 15; trem doux.
35 Basse de cromorne:  GO 3, 4; Pos 10.
36 Flûtes:  Pos 1; GO 3, 5; trem doux.
37 Récit de nazard:  GO 3; Pos 1, 4; Ped 1.
38 Caprice sur les grands jeux:  Pos 1, 3, 4, 5, 6, 7, 10; Pos/GO;
  GO 3, 4, 12, 13, 14; Ped 1, 2, 3, 4.

The Music
Situated on the west-end gallery of the Benedictine abbey of Saint-Michel-en-
Thiérache, the beautiful Boizard organ dating from 1714 and with 90% original 
pipework was as perfect an instrument as one could find for this recording of the first 
organ mass by André Raison (1688) and the two suites by his pupil Louis-Nicolas 
Clérambault (c. 1710).

Raison (c. 1650-1719) was described as one of the highest-ranking organists in Paris. 
From 1666 he was organist at the royal abbey of Ste Geneviève, and later held the post 
of organist at the convent and college of the Jacobins de St Jacques. Raison’s five organ 
masses were published in his Livre d’orgue in 1688. In the extensive preface he suggests 
that the 21 movements of each mass could also serve for three settings of the 
Magnificat, and the five keys of the masses could be adapted to all eight church modes. 
Raison’s Livre d’orgue was the most significant and extensive organ publication 
following the tradition established in the three organ books by G.-G. Nivers (1665, 
1667, 1675) and N. Lebègue (1676, c. 1678, c. 1685), and represent an encyclopaedia of 
all the ways in which organ mass movements could be improvised or composed. Not 

NI 6268                                                        9
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Registrations

Raison : Messe du premier ton
KYRIE 

2 Premier Kyrie:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO.
3 Autre Premier Kyrie:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO;
  Ped 3, 4.
4 Second Kyrie:  Pos 1, 3, 4; GO 13; Récit 1.
5 Christe:  Pos 10; GO 3, 4, 5, 6, 9; trem doux.
6 Quatriesme Kyrie:   Pos 1, 3, 4, 5, 6, 7;

 GO 1, 2, 3, 4, 6, 8, 9.
7 Dernier Kyrie:  Pos 1, 3, 4, 5, 6, 10; Pos/GO;
  GO 4, 12, 13, 14; Ped 3, 4.

GLORIA     
8 Et in terra pax: Plein jeu:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO.
9 Benedicimus te:  Pos 10.    
10 Glorificamus te:  GO 3; Récit 1; Ped 1.
11 Domine:  Pos 10, GO 1, 2; Ped 1.
12 Domine Deus agnus:  Pos 1, 3, 10; GO 1, 2, 3, 4, 6, 7, 9. 
13 Qui tollis:  GO 3; Pos 10; Récit 1; Écho 1; Ped 1.
14 Quoniam tu solus:  Pos 1, 3, 4, 5; GO 13.
15 Tu solus altissimus:  Pos 10; Récit 1; GO 2, 3; Ped 1.
16 Amen:  Pos 1, 3, 4, 5, 6, 7, 10; Pos/GO
  GO 4, 12, 13, 14; Ped 1, 2, 3, 4.
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SANCTUS
17 Sanctus:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO.
18 Second Sanctus:  GO 2, 3; Pos 1, 3, 4, 5, 6, 7.
19 Benedictus:  GO 5, 15; Pos 1, 4.
20 Elévation:  Récit 1; Pos 10; Ped 1, 2.

AGNUS DEI
21 Agnus Dei:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO.
22 Second Agnus:   GO 13; Pos 1, 3, 4, 5, 6, 7, 10.
23 Deo gratias:  GO 1, 2, 3, 4, 7, 10, 11;
  Pos 1, 3, 5, 8, 9; Pos/GO.

Raison: Offerte du 5me ton 
24  Pos 1, 3, 4, 5, 6, 7, 10; Pos/GO;
  GO 4, 12, 13, 14; 
    Bars 107-138: Récit 1 with Pos 10; 
    Echo 1; Ped 1, 2, with 3 & 4 at end.

 Clérambault: Suite du premier ton  
25 Grand plein jeu:   GO 1, 2, 3, 4, 7, 10, 11;
   Pos 1, 3, 5, 8, 9; Pos/GO; Ped 3, 4.
26 Fugue:  GO 3, 4, 13; Ped 3.
27 Duo:   Pos 1, 3, 4, 6, 7; GO 1, 2, 3, 4, 6, 8, 9. 
28 Trio:   Pos 10; GO 2, 3, 5, 6, 8, 9. 
29 Basse et dessus de trompette:  Pos 1, 3; GO 13; Récit 1.
30 Récits de cromorne et de cornet sépare:  GO 2, 3; Pos 10; Récit 1; Ped 1.
31 Dialogue sur les grands jeux:  Pos 1, 3, 4, 5, 6, 7, 10; Pos/GO;
  GO 4, 12, 13, 14; Ped 3, 4.



DDD

André Raison (c.1650-1719)

Messe du pemier ton (1688)
2-7 KYRIE  9:04
8-16  GLORIA  15:20
17-20 SANCTUS  5:57
21-23  AGNUS DEI  5:05

24 Offerte du 5me ton (1687) 7:22
Le vive le roy des Parisiens

Louis-Nicolas Clérambault (1676-1749)

25-31 Suite du premier ton (c.1710) 17:40

32-38 Suite du deuxieme ton (c.1710) 16.44

Total playing time 78:45
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David Ponsford
French Organ Music from the Golden Age Volume 3

French organ music from the period of Louis XIV to the Revolution has always held fascination for
performers and listeners alike. The kaleidoscope of colours, the rich and varied styles, and the sheer
exuberance of the music never fail to captivate. Yet, performance practice of this music has never been fully
understood. David Ponsford has spent much of his career studying this repertoire, resulting in his book
French Organ Music in the Reign of Louis XIV (Cambridge University Press, 2011). The present series of
recordings, including the music of Louis Couperin, André Raison, Jacques Boyvin, François Couperin,
Nicolas de Grigny, Louis Marchand, Louis-Nicolas Clérambault, up to composers of the Revolution such
as Balbastre, Beauvarlet Charpentier and Lesceux, is therefore the fruit of many years of research by a
seasoned performer whose aim is to combine technical brilliance with intellectual understanding, to bring
the music alive with authority and meaning.


