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The Jean de Joyeuse/Jean-François Muno organ 
(1694/1998) of Auch Cathedral

Auch, the former capital city of Gascony, boasts a magnificent Gothic cathedral, Ste Marie, erected 
on top of a hill above the valley of the River Gers. Originally completed in 1371, it was destroyed 
twice by lightning in 1469 and 1474 (incidentally, the current building was hit by lightning during 
the very recording session for this CD!). The cornerstone of the present cathedral was laid by 
Bishop François Philibert de Savoie on 4 July 1489. Archbishop Jean de Trémouille (1490-1507) 
supervised the reconstruction carried out by architect and stone expert Jean Marre, who decorated 
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Dr David Ponsford is an organist, harpsichordist, musicologist and conductor, and an 
authority on keyboard music of the seventeenth and eighteenth centuries. He held the 
Greenwood Exhibition at Emmanuel College, Cambridge, and was extremely fortunate to 
be able to study organ with Peter Hurford, Lionel Rogg and Piet Kee, and harpsichord with 
Kenneth Gilbert and Gustav Leonhardt. On graduating from Cambridge, he was appointed 
Assistant Organist at Wells Cathedral. Later, he studied for a PhD on performance practice 
in French Baroque organ music with Professor Peter Williams. He is now Associate Lecturer 
at Cardiff University, where he conducts the University Chamber Orchestra and gives 
lectures in performance practice. He also teaches organ and harpsichord at Bristol Universi-
ty, 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 Cla-
vierübung Part 3, and the complete Handel recorder sonatas with Alan Davis. He has been 
Publications Officer for the British Institute of Organ Studies, and together with Anne Page 
he founded the Cambridge Academy of Organ Studies. In recent years, he has given 
concerts in Singapore, Poland, Germany, New York and Montreal, in addition to Westmin-
ster Cathedral and the London Oratory. His edition of Biber’s Mystery Sonatas was pub-
lished by Ut Orpheus, Bologna, in 2007, and his book ‘French Organ Music in the Reign of 
Louis XIV’ was published by Cambridge University Press in May 2011. His series of 
recordings for Nimbus to record the essential repertoire of French Baroque organ music on 
historic French organs began in 2012. 

French Organ Music of the Golden Age
Volume 1: François Couperin & Pierre Du Mage; organ of the Prytanée National 
Militaire, La Flèche (NI 6213).
Volume 2: François Couperin & Marc-Antoine Charpentier; organ of the Prytanée 
National Militaire, La Flèche (NI 6225).
Volume 3: Andre Raison & Louis-Nicolas Clérambault; organ of Saint-Michel-en-
Thiérache (NI 6268)
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greater influence of secular dance. For example, the final Dialogue à 2 choeurs is based 
on the metrical ambiguity of the courante, with two beats per bar alternating with three 
beats. Elsewhere, playing around with metres seems to have been a preoccupation for 
Nivers, with phrase lengths often being at odds with the time signature and the 
regular bar lines, revealing him to be a composer of real invention and conceptual 
musical thought. Nivers’s récits were among the first to be adapted to the organ from 
the vocal air de cour. Hereafter, récits became an essential feature of French organ 
music for the whole of the period. However, his Diminution de la basse represents a 
short-lived form, a genre that developed into the tierce en taille through Lebègue’s 
addition of the pedal in 1676. 

In contrast to Nivers’s irregular phrases lengths, Lebègue’s phrases are much more 
predictable, but his wonderful melodic invention and his mastery of variation tech-
nique is well captured in the two Elévations, three Noëls and in his Offertoire sur le chant 
d’O Fillii et Filiae from his Troisième livre d’orgue (c. 1685), which are some of the most 
attractive pieces from this period. Les cloches is one of a genre of pieces in imitation of 
bells. Registered for the grands jeux, it particularly illustrates the power and drama of 
Auch’s famous historic organ.

 David Ponsford, Cirencester 2014
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(Paris: CNRS Editions, 2004).
Ponsford, David, French Organ Music in the Reign of Louis XIV (Cambridge University Press, 2011).
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the building in late ‘Flamboyant’ Gothic style. The building was consecrated by François de 
Tournon on 12 February 1548, well before it was eventually completed in the seventeenth century. 
In 1629, Archbishop Dominique de Vic commissioned a Parisian architect, Jean Cailhon, to build 
the triforium, the vaulting in the chapels, the ambulatory and the nave, the mullions and studwork 
of the stained glass windows, the complete flooring, the western façade wall, and the organ gallery. 
The towers and porch were only completed as late as 1678. In 1662, the sculptor Jean Doullé signed 
a contract to build a gilded wood reredos in each of the 10 chapels of the nave and the 3 chapels 
in the chevet. The cathedral also contains 18 magnificent stained-glass windows and remarkable 
sculpted oak stalls, all designed by Arnauld de Moles (1460-1520). 

In 1684, Archbishop De La Motte-Houdan allocated 10,000 Livres in his will for the construction of 
an organ in the cathedral. Four years later, the Cathedral Chapter took advantage of a visit by the 
organ-builder Jean de Joyeuse (1635-1698) to commission a new instrument, which was completed 
in 1694. Jean de Joyeuse (whose real name was originally ‘Joyeux’ but who signed ‘de Joyeuse’ not 
to be mistaken for his brother, also called Jean) was born in Chémery-sur-Bar in the Ardennes 
around 1638. He then worked in Paris, before establishing himself in the south-west of France. 
From 1676 until his death in 1698, he did major work in the cathedrals of Rodez (1676), 
Carcassonne, Toulouse and, of course, Auch. In 1684, he was commissioned to build a new organ 
(27 stops, 3 manuals and pedals) for Saint-Michel in Carcassonne (which later became the 
cathedral). The case of this organ now houses the Cavaillé-Coll organ of Poligny in the Jura. De 
Joyeuse then rebuilt almost entirely the organ of Perpignan Cathedral between 1688 and 1689. He 
was then entrusted with the building of the organ of Auch Cathedral. His last, uncompleted work 
was the organ for Narbonne Cathedral in 1698. From contemporary accounts, he was considered 
to be one of the best organ-builders of his time. 

The Jean de Joyeuse organ in Auch, built in the contemporaneous ‘Parisian’ style, boasted 41 stops 
on four manuals and pedals, with five bellows. In spite of various minor alterations, it remained 
almost unchanged until the contentious rebuild of 1958. Robert Audouin, from Villiers-Cotterêts, 
repaired it in 1744. In 1767, another organ-builder, Labruyère, intervened, and other repairs were 
carried out by Fourcade in 1810-11. In 1819, maintenance was entrusted to the care of Jean-
Dominique Jeande from Dax, who made some alterations and additions in 1832: he added five 
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notes to all the manuals and replaced the pedal-board which now went down to bottom F at 
12-foot pitch. He altered the Grand Orgue Trompette and Clairon which became respectively a 
Bombarde and a Trompette. At an earlier stage the Positif 4' Flûte and the Echo Plein Jeu had 
disappeared, and the 1' Flageolet of the Grand Orgue had been replaced by an Hautbois. However, 
these changes did not really modify the structure of de Joyeuse’s instrument. Two later 
reconstruction projects – by Biver (from Gimont) in 1850, and Aristide Cavaillé-Coll in 1864, 
respectively – were submitted but never executed. Nonetheless, Cavaillé-Coll was commissioned 
to build the chancel screen organ in 1854, a 12-stop instrument with 2 manuals and pull-down 
pedals and 6 combination ventils (restored by Bernard Raupp in 1997). In 1870, Jules Magen, from 
Agen, restored the de Joyeuse organ; he moved the Hautbois and Voix Humaine of the Grand Orgue 
to the Echo, where he also added a new Trompette. The whole of the pipework was also shifted one 
semi-tone lower so that organ could now sound at modern pitch. The general tonal character was 
therefore altered.

Due to the lack of financial resources, a complete restoration of the instrument was impossible and 
it fell into disrepair, becoming mute by 1932. Listed, however, as a historical monument in 1934, 
it was deemed worth a restoration and the National Organ Commission appointed Joseph Bonnet 
and Norbert Dufourcq as consultants. The said consultants proposed a restoration in two stages: 
first the restoration of the Grand Orgue, Positif and Pédale divisions, and secondly, the restitution 
of Jean de Joyeuse’s Echo division, which had lost its Plein Jeu. The plan was approved in December 
1938 and Victor Gonzalez was chosen the following year to carry out the first stage. The war 
however brought all work to a halt.

After the war, the state of the organ had deteriorated further: the Principals, façade Montre and 
Plein Jeu pipework had been attacked by tin leprosy and several hundred pipes were completely 
lost. In May 1952, a new contract was finally signed with Gonzalez, who started dismantling the 
organ in January 1953 and made an inventory of the pipework. The organ was reinstalled in the 
cathedral in Autumn 1956. At that time, the decision to rebuild the façade pipework was approved 
by the Chief Architect of the Historic Monuments Commission. The new façade pipes were ready 
by February 1957. André Marchal (who replaced Joseph Bonnet after the latter’s death in 1944) and 
Norbert Dufourcq approved the final reception. 
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The array of genres established by Nivers was founded upon a) Roman Catholic 
liturgical practice, b) the adaptation of secular genres to the organ, and c) the largely 
consistent design of the French classical organ. Tracks 1 – 10, the Suite du premier ton 
from his Livre d’orgue contenant cent pièces de tous les tons de l’église (1665), was the very 
first suite of pieces to be published in the school of French Baroque organ music. In 
this volume, Nivers laid out all the genres in all of the church modes in accordance 
with Martin Sonnet’s Caeremoniale Parisiense (1662), which prescribed the uses of 
organ music within the liturgy. Nivers’s second publication, his second Livre d’orgue 
contenant la messe et les hymnes de l’église (1667), from which the Offertoire en fugue et 
dialogue (Track 11) is taken, was the first complete model of an organ mass together 
with settings of the most important hymns for the church year. As such, these must 
have served as pedagogical models for improvisation, prescribing appropriate genres 
and their length, as well as demonstrating the compositional textures associated with 
the registrations. The Offertoire, that part of the Mass that involved liturgical ceremo-
nies lasting for between five and ten minutes, gave the opportunity for organists to 
play pieces of substantial length, and Nivers’s Offertoire en fugue et dialogue (1667) is 
his longest and most interesting piece. Whereas Nivers’s Fugues are dense and concise, 
the fugal writing in the Offertoire is expansive. Dialogue between Grand Orgue and 
Positif serves to emphasize the subject rather than its ‘accompaniment’, and the 
middle section is reminiscent of the changement de mouvement in Louis Couperin’s 
longer unmeasured preludes. In this middle section, Nivers’s alternation of 3/2 and 6/4 
metres, together with imaginative hemiolas, leads to some complex plays on metre 
and phrasing.    

In his third Livre d’orgue (1675), Nivers retained the format of his 1665 book, but one 
can sense in his later Suite du premier ton (Tracks 19-31) an expansion both in the 
number and in the length of some of the pieces. In this later book, there is also a 
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Born in Laon, Lebègue was described as ‘fameux organiste de Paris’ in 1661. Besides his 
post at the Chapelle Royale, he held the position of organist at St Merry in Paris from 
1664 until his death. In addition to his three livres d’orgue, he published two books of 
harpsichord pieces (1677, c. 1687) and some motets. He was considered an expert in 
organ building, and he was an influential organ teacher. Among his pupils were 
Grigny, Dagincour, Nicolas Geoffroy, and possibly Jullien and Gabriel Garnier.    

Nivers’s first Livre d’orgue (1665) was the first published organ book to set out the 
genres that became established for the more than a century: Plein jeu, Fugue, Duo, Récit 
(de dessus and de basse) and Grand jeu. This range of genres was extended by Lebègue 
to include the trio à deux dessus, the trio à deux claviers et pédalle and the récit en taille in 
his Les pièces d’orgue (1676). In addition, Nivers’s preface to his 1665 Livre d’orgue is one 
of the most important performance practice documents about playing the organ from 
this period. This includes a table and a discussion of church modes, a method for 
fingering scales and chords, ornaments, metre and the mouvement of pieces (with a 
discussion of notes inégales), good organ touch, and a full description of the art of 
registration. Many of these instructions were confirmed by Lebègue in the preface to 
his own first organ book in 1676, but some of Nivers’s instructions are surprising, for 
example the method of registering a fugue: gross jeu de tierce (based on a 16’ with the 
31/5’ grosse tierce) with tremulant (heard on Tracks 7 and 26). With the flageolet (1’) or 
larigot (11/3’), Nivers prescribes only the Bourdon 8’ (heard on Track 20). Fortunately, 
the 1694 organ at Auch is sufficiently large (see specification) to incorporate all 
Nivers’s and Lebègue’s instructions, although unusual stops for the period such as the 
Pedal 16’ Bombarde (extending to bottom AA) and the Rossignol (heard on Tracks 8 and 
13) enabled us to extend both composers’ instructions to a degree.
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Behind the pretence of their respect for, and preservation of, the historic instrument, what 
Dufourcq and Marchal encouraged was a deep alteration of the very nature of de Joyeuse’s 
instrument. Dufourcq explained disingenuously: ‘De Joyeuse’s organ has recovered its life. 
Modernised, but barely so. All the ancient pipe-work is there, as well as its keyboards, chests and 
action.’ Yet in actual fact, the stop action was electrified and the key action modified to enable the 
installation of a Barker machine; the console was rebuilt and modernised; the stop list was 
apparently almost unchanged on paper but in reality an important proportion of the original 
pipework was discarded and replaced. As for the Plein jeu, it was ruthlessly reorganised following 
the Neo-Classical mantra, to make it more ‘polyphonic’. The idea of the restoration was that the 
organ should be ‘slightly modernised’ so that it could be used, not only to perform the 
seventeenth-century French repertoire for which it had been designed, but also the whole of the 

‘classical’ repertoire, in particular the music of J. S. Bach, which betrayed an obvious 
misunderstanding of the specific characteristics of national schools of organ building. Thus the 
long-awaited restoration of the de Joyeuse organ proved greatly disappointing. The rebuilt organ 
turned out to be very different indeed from de Joyeuse’s master-work, once praised as the best in 
the Kingdom. Due to its inappropriate voicing, it could now barely fill the vast, resonant acoustic 
of the cathedral. All this triggered a major controversy, because the alteration of this instrument 
was seen as one of the biggest losses in French organ heritage. One of the side-effects of the 
controversy was the founding of the A.F.S.O.A. (Association Française pour la Sauvegarde de l’Orgue 
Ancien) in 1967, a charity that was to play an important and militant role for the safeguard and 
informed protection and restoration of historic organs in France for decades to come, and to which 
a salutary awareness of the guiding principles governing a historicist approached was owed.

Finally, a new reconstruction was undertaken by organ-builder Jean-François Muno in 1994, the 
guiding idea of which was to reconstitute the specifications of the 1694 de Joyeuse organ, 
including its mechanical action, its famous, majestic Plein Jeu, the Echo Plein Jeu, the French 
pedal-board, etc. The organ was opened officially by Odile Pierre and André Isoir on 9 October 
1998. In its present state, the organ is an interesting mix of old and new – in actual fact, a modern 
reconstruction of a historic organ. Whereas the case, disposition and stop-list are original, the 
console, action, wind-chests and bellows are new, albeit inspired by what is known of the de 
Joyeuse instrument. Some of the historic pipes have survived (all the wooden pipes and most of 
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the pipes made from plain metal or lead) but, as previously mentioned, Gonzalez had melted 
down, or simply cast away, much of original material in his disastrous intervention in 1956, so that 
whole ranks of pipes had to be completely rebuilt. The magnificent 17 ranks of Plein Jeu pipes were 
entirely recreated. Similarly, the anachronistic Barker machine was replaced by Jean-François 
Muno with a new suspended tracker action. 

16 years after its last reconstruction, the Auch organ may not be perfect (the touch leaves 
somewhat to be desired being somewhat uneven, spongy and noisy, and the tuning is not very 
stable), but it remains a fascinating instrument to approach the specific French repertoire of the 
period when it was first erected; hence the choice of this particular organ for the music of Nivers 
and Lebègue, who were both contemporaries of de Joyeuse. It is difficult for this author to 
condone the odd decision made by the advisory committee to retain the extended range of the 
manuals (53 notes instead of the original 48) – increased by Jeandel in 1829 – and likewise to build 
a 29-note pedal-board, probably with the intention of enabling the performance of a wider 
repertoire (to include the music of de Grigny and Marchand). The music recorded here does not 
call for the extra notes in question and the organ can be heard in its integrity, with all the 
magnificence of the characteristic sonorities of the great French Baroque tradition. All the 
registrations used in this recording are those specified by Nivers and Lebègue in the prefaces to 
their Livres d’orgues and they prove extremely and ‘naturally’ effective. If the Plein Jeu immediately 
strikes the listener by its brightness and splendour, the Grand Jeu is no less remarkable in spite of 
the limited number of reeds (three only for the manuals: Positif Cromorne, G.O. Trompette and 
Clairon) efficiently strengthened by the Cornet and Jeu de Tierce. One will relish the Rossignol in 
some Echo pieces and Noëls. In his estimate, de Joyeuse boasted of the inclusion of ‘a jeu de brode 
[i.e. the large G.O. 31/5 tierce], a brand new invention that sounds one third above the Prestant’ and 
accordingly one will not fail to be enthralled by the unique, moving Fugue registration consisting 
of the Grand Jeu de Tierce with the tremulant, as recommended by Nivers. 

 Pierre Dubois, Souvigny, June 2014
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The Music
The organ music of Guillaume-Gabriel Nivers (c. 1632-1714) has always been valued 
for its historical significance, but rarely recorded and hardly ever played (particularly 
in England). In 2014, the 300th anniversary of his death, it seemed appropriate to create 
a CD focusing on his suites and his fine large-scale Offertoire en fugue et dialogue, and 
to record on one of the largest and most important historical organs in France: the 
1694 Jean de Joyeuse organ at Auch Cathedral. It also seemed appropriate to include 
music of somewhat different genres (noëls, élévations, Les cloches and the Offertoire for 
Easter Day) by Nivers’s almost exact contemporary, Nicolas-Antoine Lebègue (c. 
1631-1702). Besides being born at approximately the same time, both were appointed 
Organistes du Roi for the Chapelle Royale at Versailles on 19 June 1678, Nivers for the 
July quarter and Lebègue for the October quarter.     

Born into a prosperous family, Nivers held the post of organist at the Parisian church 
of St Sulpice from the early 1650s until his death. In addition to his post at the Chapelle 
Royale he succeeded Dumont as master of the music to the queen in 1681, and was 
given charge of the music at the Maison royale de St Louis at St Cyr in 1686. His three 
Livres d’orgue (1665, 1667 and 1675) were the first published organ books that estab-
lished the traditions of the French Baroque organ school, and which was to inspire 
organ livres by Lebègue (1676, c. 1678 and c. 1685), André Raison (1688), Jacques 
Boyvin, Gilles Jullien and François Couperin (1690), Nicolas de Grigny (1699) and 
Louis-Nicolas Clérambault (c. 1710), extending (with changes) to the late eighteenth 
century. He also composed and published vocal motets, a mass and a cantata in 
honour of Mme de Maintenon. Nivers was also highly influential through his editions 
of plainchant and his writings, which include a Traité de la composition de musique 
(1667), a Dissertation sur le chant grégorien (1683) and a Méthode certaine pour apprendre 
le plein-chant de l’Eglise (1699).
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Recorded: 19-21 May 2014
Consultant: Pierre Dubois

Recording & editing: Paul Arden-Taylor  www.dinmore-records.co.uk

Organ tuning: Patrice Bellet

We acknowledge with grateful thanks the assistance and cooperation of the following 
persons: Abbé Jean-Claude Lagouanelle (Parish Priest), Jean-Christophe Revel 
(Organist of Auch Cathedral), Michel Mahé (Association des Amis des Orgues du 
Pays d’Auch), Jacques Troubet (Chaplain), and Patrick Arnaud (technicien des 
Bâtiments de France au service territorial de l’architecture et du patrimoine). We 
would also like to thank Jean Francois Muno, who restored the organ, for his positive 
support for this project.

Making a recording on an organ from 1694 involves rather more challenges than on a 
modern instrument. Not only is the console likely to be ‘individual’ (if not eccentric) in its 
physical layout and arrangement of stops, but the action may be clattery, notes could stick, 
and some of the solo reeds may either be late in speaking or suddenly leap a quarter of a 
tone out of tune (and then back again) for no apparent reason. There were also revelations, 
such as the discovery of the working Rossignol. What made this recording particularly 
challenging was the sudden direct hit of a lightening bolt during one session, destroying the 
microphones, the recording machine and the cathedral’s electronic systems. However, the 
project was completed the following day using back-up equipment. 
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Guillaume-Gabriel Nivers (c. 1632-1714)
Suite du premier ton 

(from Livre d’orgue contenant cent pièces de tous les tons de l’église, 1665)
1 Prélude 1:34
2 Fugue 1:14
3 Diminution de la basse 1:40
4 Récit de voix humaine 2:07
5 Duo 0:53
6 Récit de cromhorne 2:26
7 Fugue grave 1:44
8 Echo 2:42
9 A 2 coeurs 1:27
10 Plein jeu 1:13

 Guillaume-Gabriel Nivers
(from 2. Livre d’orgue contenant la messe et les hymnes de l’église,1667)

11 Offertoire en fugue et dialogue  5:07

Nicolas-Antoine Lebègue (c. 1631-1702)
(from Troisième livre d’orgue, c. 1685)

12 Une vierge pucelle 2:10
13 Noël pour l’amour de Marie 4:40
14 Or nous ditte Marie 2:22

15 Offertoire sur le chant d’O Filii et Filiae   4:23
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16 Elévation en Gb (G minor) 2:08
17 Elévation en G (G major) 2:23

18 Les cloches  2:43

Guillaume-Gabriel Nivers
Suite du premier ton 

(from 3. Livre d’orgue des huit tons de l’église, 1675)

19 Prélude 2:54
20 Fugue 1:00
21 Récit 2:25
22 Duo 1:08
23 Basse 1:08
24 Echo 3:02
25 Dialogue à 2 choeurs 2:27
26 Fugue grave 2:32
27 Récit 1:51
28 Duo 1:04
29 Basse 1:11
30 Dialogue de récits 4:05
31 Dialogue à 2 choeurs 1:35

  Total playing time 69:33
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21.  Récit: GO 3, 4
  Pos 11
  Ped 2
22. Duo: GO 1, 2, 3, 5, 6, 7, 8, 10
  Pos 1, 2, 3, 4, 5, 6, 7, 8
23.  Basse: GO 3, 15
  Pos 1, 2, 3
24.  Echo: Pos 1, 2
  Récit 1
  Echo: 1, 2, 3, 4, 5
25.  Dialogue à 2 chœurs: GO 5, 12, 15, 16
  Pos 3, 11; Pos/GO
  Ped 5, 6; tirasse
26. Fugue Grave: GO 1, 2, 3, 5, 6, 7, 8, 10
  Tremblant
27.  Récit:  GO 4
  Pos 2, 4, 5
  Tremblant
28.  Duo: GO 1, 2, 3, 5, 6, 7, 8, 10
  Pos 1, 2, 3, 4, 5, 6, 7, 8
29. Basse: GO 3, 5, 15
  Pos 1, 3, 6
30.  Dialogue de récits: GO 3, 4
  Pos 11
  Récit 1
  Ped 2
31.  Dialogue à 2 chœurs: GO 5, 12, 15, 16
  Pos 2, 3, 5, 6, 7, 8, 11; Pos/GO
  Ped 4, 5, 6; tirasse
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Lebègue (Troisième livre d’orgue, c. 1685) 
12.  Noël ‘Une vierge pucelle’:  GO 3, 5
  Pos 2, 4
  Récit 1
13.  Noël ‘Pour l’amour de Marie’:  GO 4
  Pos 2
  Echo 7
  Tremblant
14. Noël ‘Or nous dittes Marie’:  GO 7, 17
  Pos 1
15.  Offertoire sur le chant ‘O Filii et Filiae’: GO 5, 12, 15, 16
  Pos 2, 3, 5, 6, 7, 8, 11; Pos/GO
  Ped 4, 5, 6; tirasse
  [Verse 3, middle section: Pos 11, Récit 1]
16.  Elévation in G minor: GO 4
  Récit 1
  Pos 2, 4
17.  Elévation in G major:  GO 3, 4
  Pos 11
  Récit 1
  Ped 2
18.  Les cloches : GO 5, 12, 15, 16
  Pos 2, 3, 5, 6, 7, 8, 11; Pos/GO
  Ped 4, 5, 6; tirasse

Nivers: Suite du premier ton (Troisième livre d’orgue, 1675)
19. Prelude [Plein Jeu]:  GO 1, 2, 3, 4, 5, 9, 13, 14
  Pos 1, 2, 3, 6, 9, 10; Pos/GO
  Ped 1, 2, 3; tirasse
20.  Fugue: GO 4, 11
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Specification

I. Positif 
1.  Montre 8’
2. Bourdon 8’
3. Prestant 4’
4. Flûte 4’
5. Nasard 2 2/3’
6. Doublette 2’
7. Tierce 1 3/5’
8. Larigot 1 1/3’
9. Fourniture IV
10. Cymbale III
11. Cromorne 8’

II. Grand-Orgue
1. Montre 16’
2. Bourdon 16’
3. Montre 8’
4. Bourdon 8’
5. Prestant 4’
6. Grosse Tierce 3 1/5’
7. Nazard 2 2/3’
8. Quarte 2’
9. Doublette 2’
10. Tierce 1 3/5’
11. Flageolet 1’
12. Cornet V
13. Fourniture VI
14. Cymbale IV
15. Trompette 8’
16. Clarion 4’
17. Voix humaine 8’III. Récit

1. Cornet V

IV. Écho
1. Bordon 8’
2.  Prestant 4’
3. Nazard 2 2/3’
4. Quarte 2’
5. Tierce 1 3/5’
6. Fourniture V
7. Voix humaine 8’

Pédale
1. Bourdon 16’
2. Flûte 8’
3. Flûte 4’
4. Bombarde 16’
5. Trompette 8’
6. Clarion 4’
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Manual compass:
Grande Orgue, Positif: 53 notes (C-f3, without first C#)
Recit: 30 notes (c1-f3),  Echo: 42 notes (c-f3)

Pedal compass: 29 notes (C-f1; C# key plays AA)

Couplers:
Positif/Grande Orgue (shove coupler)
Grande Orgue /Pedal (tirasse)

Rossignol
Strong and soft Tremulant
Temperament: Modified meantone, with 4 pure thirds on C, D, G and A
Pitch: A=415Hz
5 wedge bellows

Bibliography:
Lacas, Pierre-Paul, Jean-François Muno, Louis Meunier-Rivière, et al. 
La cathédrale d’Auch et son grand orgue, booklet published for the opening of the restored organ in 
1998 (no publication details).

Anon.  http://www.culture.gouv.fr/culture/orgues/instrument/ins_auch.html.
http://www.musiqueorguequebec.ca/orgues/france/auchsm.html.

Registrations

Nivers: Suite du premier ton (1665)
1 Prélude [Plein Jeu]:  GO 1, 2, 3, 4, 5, 9, 13, 14.
  Pos 1, 2, 3, 6, 9, 10; Pos/GO.
  Ped 1, 2, 3; Tirasse.
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2.   Fugue:  Pos 1, 2, 3, 4, 5, 6, 7. 
3.   Diminution de la basse:  GO 3, 4.
  Pos 1, 2, 3, 4, 5, 6, 7, 8. 
  Ped 1, 2.
4. Récit de Voix Humaine: GO 17.
  Pos 2, 4.
  Tremblant
5.  Duo: GO 1, 2, 3, 5, 6, 7, 8, 10.
  Pos 1, 2, 3, 4, 5, 6, 7, 8.
6.  Récit de cromhorne: GO 3, 4.
  Pos 11.
7. Fugue grave: GO 1, 2, 3, 5, 6, 7, 8, 10.
  Tremblant
  Ped 2; tirasse
8.  Echo:  Pos 2, 4.
  Récit 1.
  Echo 1, 2, 3, 4, 5.
  Rossignol
9.  A 2 chœurs: GO 5, 12, 15, 16.
  Pos 1, 3, 5, 6, 7, 8, 11; Pos/GO.
  Ped 4, 5, 6; tirasse.
10. Plein Jeu:  GO 1, 2, 3, 4, 5, 9, 13, 14.
  Pos 1, 2, 3, 6, 9, 10; Pos/GO.
  Ped 1, 2, 3; tirasse.

Nivers: Offerte en fugue et dialogue (1667)
11.   GO 5, 12, 15, 16.
   Pos 1, 3, 5, 6, 7, 8, 11; Pos/GO.
   Ped 4, 5, 6; tirasse.



DDD

Guillaume-Gabriel Nivers (c.1632-1714)
1-10 Suite du premier ton   17:05

(Livre d’orgue, 1665)
11  Offertoire en fugue et dialogue (1667)  5:07

Nicolas-Antoine Lebègue (c.1631-1702)
(Troisième livre d’orgue, c.1685)

12-14 Three Noëls 9:12
15 Offertoire sur le chant d’O Filii et Filiae 4.23
16-17 Two Elévations   4:31
18 Les cloches  2:43

Guillaume-Gabriel Nivers
19-31 Suite du premier ton  26:28

(3. Livre d’orgue, 1675)

  Total playing time 69:33
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David Ponsford
French Organ Music from the Golden Age Volume 4

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 on the most
important historical organs in France, including
the music of Guillaume-Gabriel Nivers, Louis
Couperin, Nicolas-Antoine Lebègue, 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
Lasceux, 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.


