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The Jean-François Lépine/Bertrand Cattiaux organ
(1752/2005) in the Cathédrale Saint-Sacerdos,

Sarlat-la-Canéda
Strange as it may seem, there is today no large 16 foot organ extant in France dating back to the
high point of French Baroque music. The largest classical organs – such as those of St-Maximin
(built by Isnard, 1774) or Poitiers (Clicquot, 1791) – were erected in the late eighteenth century,
while the majority of the most prestigious witnesses to seventeenth-century organ-building were
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Timothy Burton, Jeremy Marshall, Elvin Young, Daniel Gilchrist (singers)

Deryck Webb and Russell Burton (singers and directors)
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altered beyond recognition in the course of the eighteenth, nineteenth and twentieth centuries.
Only the case of the organ famously played by Nicolas de Grigny in Rheims Cathedral – and for
which he composed his Mass and Hymns, respectfully dedicated to the Cathedral Chapter – has
survived to this day. The exact specification of this organ is not known, but a 1696 report indicates
that there was a Pedal ravalement and that the organ-builder Jean Vuisbecq added a Récit Cornet
to the three existing manuals and replaced the Positif Flageolet with a Larigot – perhaps at de
Grigny’s request.

Any recording of de Grigny’s sole surviving Livre d’orgue (1699) therefore implies that some
compromise be made. If one opts for a large but late eighteenth-century 16 foot instrument, this
may be to the detriment of authentic tone colours, for although the Ancien Régime tradition of
organ-building evolved only gradually, later instruments sounded somewhat differently from
their earlier counterparts. For example, the distinctive tone of the jeu de tierce including the Larigot
disappeared in the course of the eighteenth century, and while the principles of registration
evolved, the reeds became more numerous and more powerful. In spite of the date of its construc-
tion and its somewhat limited size, the organ erected by Jean-François Lépine in Sarlat Cathedral
in 1752 is therefore a relevant choice for recording de Grigny, for it has the disposition and
contains all the stops required for the performance of his music. Recently restored to its original
specification by Bertrand Cattiaux, it is also particularly striking and beautiful.

Jean-François Lépine (1732-1817) was the elder son of François Picard de Lespine. He learnt the
trade under his father’s guidance from 1747 and was close to the renowned Dom Bédos de Celles,
whose treatise on the art of organ-building is so crucial to our understanding of the French
organ-building tradition. Lépine was only 20 years of age when he built the Sarlat organ. For a
long time, the instrument had been mistakenly attributed to François-Henri Clicquot (whose sister
was to marry Lépine’s younger brother Adrien). However in 1973, whilst undertaking doctoral
research, Jean-Louis Bergnes discovered important documents proving that the Sarlat organ had
been built by Lépine with the help of Antoine Guillain. This misattribution of the instrument to
Clicquot testifies to the remarkable quality of Lépine’s work (even though it seems clear today that
the voicing differs from Clicquot’s own organs). Among the documents found by Jean-Louis
Bergnes is the maintenance contract between Lépine and the organ-builder Dupont, the appraisal
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signed by Dom Bédos himself on 22 October 1752, and the certificate signed by the Bishop and the
Chapter.

The organ was installed in an elegant case (five towers in the Grand Orgue and three in the Positif)
on a large swallow’s nest pedestal over the west door of the Cathedral. The contract between the
Chapter and Lépine specified that the organ was to have four manual keyboards: 51 keys for Grand
Orgue and Positif, 34 keys for Récit and Echo, and a Pedal keyboard of 27 notes. During the troubled
times of the French Révolution, Pierre Dominique Albert Chauchat, organist from 1771 to 1823,
looked after the instrument and succeeded in preventing its transfer to the nearby town of
Périgueux.

The organ was restored and modified by Bessodès (from Albi) in 1849. The console was reduced
to three manuals and the Récit enclosed in a swell box, as was the fashion, but most of Lépine’s
pipework was preserved. The organ was in a bad state at the end of the nineteenth century, but
fortunately the project of building a symphonic instrument was never carried out. Subsequent
intervention only took place as late as 1930 when Claude Hermelin changed the pedalboard,
adding notes at the top and introduced shifting pedals for the reeds and coupling devices. After
World War II, the organ was listed as a Monument Historique, which made it possible to envisage a
restoration. This was entrusted to Haerpfer and Erman, who reinstated the four manuals, as in the
original disposition, but lacking precise documentation they were unable to reconstruct Lépine’s
instrument precisely. This was finally achieved by Bertrand Cattiaux and his team between 2000
and 2005, and the organ is today as close to Lépine’s original conception as possible.

The organ now possesses 38 stops on four manuals and a French pedalboard. Following the
suggestion made in the treatise by Dom Bedos, the pedal has an interesting jeu de tierce beside the
usual Flûtes 8’ and 4’, Trompette and Clairon. The wind is provided by 3 wedge bellows. Coupling
between Grand Orgue and Positif is done by pushing the lower manual (Positif) forward, while the
Écho Cornet speaks directly without any draw-stop. The pitch is A=400 Hz and the unequal
temperament is after Corrette, albeit slightly modified with 5 almost pure major thirds. Unusually,
the organ is tied to the west wall by enormous tie-bars, which restricts the overhang. Hence there
is very limited space for the organist at the console (only 20 inches between the back of the Positif
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Cathedral, the London Oratory, St George’s Hanover Square and Trinity College, Cambridge. His
edition of Biber’s Mystery Sonatas was published 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, subsequently released in paperback in 2016.

The present double CD set is volume 5 in the series ‘French Organ Music from the Golden Age’,
performed by David Ponsford on historic French organs, and released on the Nimbus Alliance
label.
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adapting and updating the source for German audiences (like their copies of Buxtehude may have
been)? Certainly some errors were corrected, but there are still many other quandaries. This
acknowledged situation presents opportunities for scholar-performers to change many details,
but it has also led to players vigorously adhering to putative errors in the original. In short, there
never can be an authoritative edition faithful to the composer’s intentions, unless an accurate
autograph manuscript were to be discovered. All one can do is to study, perform, edit and live
with this music over many decades, and then record it as I have done. But all editions and
performances are of their time, however one attempts to present the ‘truth’. Nevertheless, the
various editions and recordings are a historical testament and a witness to the stature and the
importance of this most marvellous music, which deserves much wider recognition amongst real
musicians and audiences everywhere.

ã David Ponsford, 2016
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case and the front of the Positif keys), and the small pedals are very close to each other, creating
certain technical challenges for the player. Yet, with its gripping sonorities and tone colours,
together with its idiosyncratic console and action, the restored historic organ of Sarlat enables the
curious, patient and humble devotee to explore, understand and serve the French Baroque
repertoire with a high degree of authenticity. The musical rewards are astounding.

ã Pierre Dubois, Souvigny, May 2016.

Nicolas de Grigny (1672-1703)
Premier livre d'orgue contenant une messe et les hymnes

de principalles festes de l’année (1699)

CD 1: La Messe

[Organ pieces are printed in italics; chants sung by L’école de Nivers are printed in normal type]

Kyrie
1 1er Kyrie en taille à 5 1:49
2 Chant: Kyrie eleison 0:31
3 Fugue à 5, qui renferme le chant du Kyrie  3:39
4 Chant: Christe eleison 0:25
5 Cromorne en taille à 2 parties  3:34
6 Chant: Christe eleison  0:25
7 Trio en dialogue  2:58
8 Chant: Kyrie eleison  0:24
9 Dialogue sur les grands jeux  3:22
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 Gloria
10 Chant: Gloria in excelsis Deo 0:13
11 Et in terra pax à 5 1:34
12 Chant: Laudamus te 0:09
13 Fugue  1:47
14 Chant: Adoramus te 0:09
15 Duo  2:36
16 Chant: Gratias agimus tibi propter magnam gloriam tuam 0:30
17 Récit de tierce en taille  5:16
18 Chant: Domine Fili unigenite Jesu Christe 0:32
19 Basse de trompette oû de cromorne 3:07
20 Chant: Qui tollis peccata mundi, miserere nobis 0:25
21 Dialogue  2:26
22 Chant: Qui sedes ad dexteram Patris, miserere nobis 0:27
23 Fugue à 5 3:51
24 Chant: Tu solus Dominus 0:13
25 Trio  3:05
26 Chant: Cum sancto spiritu. In gloria Dei patris. Amen 0:48
27 Dialogue  3:31

 Offertoire
28 Offertoire sur les grands jeux  7:58

 Sanctus
29 Premier sanctus en taille à 5 0:51
30 Chant: Sanctus 0:10
31 Fugue  1:24
32 Chant: Pleni sunt caeli et terra gloria tua, Hosanna in excelsis 0:51

NI 6342                                                      27

Third part:
 a) fugal exposition in 6/4 time à 4 for grand jeu; order of entries: SATB.
 b) dialogue between grand jeu, petit jeu and cornet séparé.
 c) fugal grand jeu, à 5 in final bars; entries in reverse order: BTAS.

Such an arch-shaped form, supported by two giant pillars and extending to 188 bars, demonstrates
a tremendous command of long-range structure. The dialogue between all four keyboards (Grand
Orgue, Positif, Récit and Écho) reveals a wealth of expressive detail. Contrasts of style, noble
handling of harmony and tonal direction, underpinned by a sure control of form, all make de
Grigny’s Offertoire one of the crowning achievements of the period.

One of the most remarkable pieces that demonstrates de Grigny’s command of genre, expression
and structure, is his Dialogue à 2 tailles de cromorne et 2 dessus de cornet pour la Communion (CD 1,
Track 39), in which a récit de cornet de dessus is expanded to two parts with pedal. This alternates in
dialogue with a récit de cromorne also in two parts en taille over the pedal. The récit genre has
therefore been expanded into a dialogue of two trios. Gradually, these two récits à deux are
combined to form a texture of four melodic lines, in effect a double trio with pedal common to both,
sounding with previously unattained richness of registrational colour. It is possible that the
melodic subject of this piece has been derived from a piece by Nicolas Lebègue, de Grigny’s
illustrious teacher, in which case it may well be an act of homage.

It is paradoxical that the greatest livre d’orgue from the French Baroque period should have been
printed with so many obvious errors. Wrong titles, incorrect notes, misplaced accidentals, mistak-
en note values, misplaced or absent ties, and corrections made in the source without the errors
being excised, all these severely compromise our faith in the accuracy of the original print.
The two important copies made by Bach and Walther, which differ from each other in
details (both copied from the original, or one copied from the other, in which case who
copied from whom?), have often been considered as incorporating corrections, but there are
questions: to what extent were Bach and Walther being faithful to the source? How compre-
hensive were they in correcting all the mistakes, and on whose authority? Were they



26                         NI 6342

in 3 time (6th couplet, Gloria, CD 1, Track 21; and 2nd couplet, Agnus Dei, CD 1, Track 38) may
well be related to Lebègue’s French minuet-dialogues, the Agnus Dei dialogue containing some
similarities to the famous Rondeau (‘Second Music’), from Purcell’s Fairy Queen, first performed
only seven years earlier in 1692. The dialogue that concludes Ave maris stella (CD 2, Track 28) begins
with an improvisatory toccata in the style of Froberger, first transferred to the organ in the Grand
dialogue du premier ton by Jacques Boyvin in 1690. However, de Grigny enlarged the scope
considerably. Whereas Boyvin’s improvisatory sections last no longer than a few bars, de Grigny
extended his to over twenty bars, comparable in length and harmonic scheme to the opening
sections of Froberger’s toccatas. De Grigny’s Point d’orgue sur les grands jeux (4th couplet, A solis
ortus, CD 2, Track 35), seems to have been an experiment in adapting an Italian genre to the French
organ. Frescobaldi’s toccatas Nos. 5 and 6 ‘sopra i pedali per l’organo, e senza’ (Secundo libro di toccate,
1627), may well have been influential, although the motivating principle behind de Grigny’s Point
d’orgue is quite different. He includes all kinds of contrapuntal artifice based on diatonic and
chromatic fourth figures in the eight sections of this inventive piece, including canon, inversion,
retrograde and retrograde inversion. This outburst of contrapuntal skill was unprecedented in
France at this time, and achieved with a lightness of touch demonstrating a variety of contrapuntal
possibilities of short discrete phrases, with quotations from Georg Muffat’s Apparatus musico-
organisticus (1690) included as well.

The Offertoire sur les grands jeux (CD 1, Track 28) is the most extended and substantial piece in de
Grigny’s livre d’orgue. Its huge tripartite structure of 188 bars is constructed around a point of
symmetry:

First part:
 a) fugal exposition à 4 (with only 3 real parts) for petit jeu; order of entries: SATB.
 b) dialogue between dessus and basse.
 c) fugal final section with 4 real parts for grand jeu.

Second part:
 dialogue between cornet de récit and échos, utilising the fugue subject from the first
 part, with petit jeu coda.
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 Benedictus
33 Récit de tierce pour le Benedictus  2:44
34 Chant: Hosanna in excelsis 0:40
35 Dialogue de flûtes pour l’Élévation  2:16

 Agnus Dei
36 Premier Agnus  1:23
37 Chant: Agnus Dei, qui tollis peccata mundi, miserere nobis 0:38
38 Dialogue  3:50
39 Dialogue à 2 tailles de cromorne et 2 dessus de cornet pour la Communion  3:20

 Deo gratias
40 Chant: Ite Missa est, alleluia 0:24
41 Plain jeu  1:36

CD 2: Les Hymnes

 Veni Creator
1 Veni creator en taille à 5 2:35
2 Chant: Veni creator spiritus, Mentes tuorum visita,
 Imple superna gratia, Quae tu creasti pectora. 0:52
3 Fugue à 5 3:09
4 Chant: Qui paraclitus diceris, Donum Dei altissimi,
 Fons vivus, ignis caritas, Et spiritalis unctio. 0:52
5 Duo 3:20
6 Chant: Accende lumen sensibus, Infunde amorem cordibus,
 Infirma nostri corporis, Virtute firmans perpeti. 0:51
7 Récit de cromorne  3:05
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8 Chant: Perte sciamus da patrem, Noscamus atque Filium
 Te utriusque spiritum, Credamus omni tempore. 0:53
9 Dialogue sur les grands jeux  4:03

 Pange Lingua
10 Pange lingua en taille à 4 2:50
11 Chant: Pange lingua gloriosi, Corporis mysterium,
 Sanguinisque pretiosi, Quem in mundi pretium,
 Fructus ventris generosi, Rex effudit gentium. 1:01
12 Fugue à 5 3:59
13 Chant: Nobis datus nobis natus, Ex intacta Virgine,
 Et in mundo conversatus, Sparso verbi femine,
 Sui moras incolatus, Miro clausit ordine, 1:01
14 Récit du chant de l’hymne précédent  3:21

 Verbum Supernum
15 [Plein jeu] 1:28
16 Chant: Verbum supernum prodiens, Nec Patris linquens dexteram,
 Ad opus suum exiens, Venit ad vitae vesperam. 0:47
17 Fugue à 5 2:12
18 Chant: Quibus sub bina specie, Carnem dedit et sanguinem,
 Ut duplicis substantiae, Totum cibaret hominem. 0:47
19 Récit en dialogue  2:55
20 Chant: O salutaris hostia, Quae caeli pandis ostium,
 Bella premunt hostilia, Da robur fer auxilium. 0:45
21 Récit de basse de trompette oû de cromorne 2:20
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Following the tradition established by Nivers of basing récits de dessus on chant, de Grigny
extended the tradition by basing a tierce en taille entirely on a complete plainchant in the Récit du
chant de l’hyme précédent (3rd couplet, Pange lingua, CD 2, Track 14). This piece may well have served
as a source of inspiration for J. S. Bach’s chorale prelude An Wasserflüssen Babylon (BWV 653),
which may also have been intended to be registered as a tierce en taille.

The récit de basse has quite a different character, and was an important constituent of French organ
books. When registered for the basse de trompette, the rhythmic character can be heard to be derived
from military fanfares, as notated by Mersenne in 1636-7. This character suited the powerful
trompette on the French organ, which was voiced to crescendo down to its lowest notes. De
Grigny’s two Basses de trompette ou de cromorne (5th couplet, Gloria, CD 1, Track 19; and 4th couplet,
Verbum supernum, CD 2, Track 21) are consistent with established conventions but expand the
scope significantly. A feature, also evident in de Grigny’s Récit de tierce en taille, is his practice of
suspending the rhythmic movement at climaxes with passages of free recitative to amplify
expressive content and to extend the length of the piece.

Grands jeux
One of the most characteristic sounds of the French Baroque organ was the grand jeu, with its
registration dominated by cornet and reed stops - an imitation of the sound of Lully’s orchestra of
strings, oboes, bassoons, flutes and trumpets. De Grigny’s six Dialogues are more refined and
developed than those of previous composers. Two fully developed French overtures conclude
both the Gloria of the mass (CD 1, Track 27) and Veni creator (CD 2, Track 9). Each begins and ends
with characteristic homophonic passages in dotted rhythms. What is less typical, though, are the
fugal sections that follow. The fugue in 4/2 time from the Gloria Dialogue is more reminiscent of
Corelli with its expansive, sequential subject containing up-to-date string writing, whereas the
subject of the fugal section in the Veni creator dialogue appears to have been derived from a Duo
(tone 5) in Boyvin’s Premier livre (1690), but transformed into a French gigue.

The opening of de Grigny’s Dialogue for the final couplet of the Kyrie (CD 1, Track 9) also suggests
a French overture, but the succeeding sections seem governed more by a principle of diversity
rather than unity, with contrasting motifs being treated in the manner of a canzona. The dialogues
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Récits
It is in the récits that the wonderful array of solo colours of the French Baroque organ can be
aurally displayed. There are three kinds: récits for the soprano range (de dessus), for the tenor range
(en taille), and for the bass range (de basse). De Grigny’s récits de cornet, cromorne and de tierce reflect
the varied phrase lengths and decorated melodic style of vocal airs de cour, of which literally
thousands were published in this period. Within this decorated melodic style, he based his Récit
de cromorne from Veni creator (CD 2, Track 7) on the fourth phrase of the plainchant, but in the Trio
en dialogue (4th couplet, Kyrie, CD 1, Track 7) he expanded the genre by juxtaposing two récits (de
cromorne and de cornet), and then combining them in a trio with pedal – an example of inventive
melding of genres.

Perhaps de Grigny’s most expressive pieces are the récits en taille. The cromorne en taille was a
traditional genre, but he extended this by creating a Cromorne en taille à 2 parties (3rd couplet, Kyrie,
CD 1, Track 5) for the first time in this repertory, creating a piece of immense expressive character,
based on the relevant phrase of the chant. The Récit de tierce en taille (4th couplet, Gloria, CD 1, Track
17) is perhaps the ultimate in expressive resource, and beautifully constructed over a relatively
long span of 41 bars. It fully justifies the comment of Nicolas Lebègue (de Grigny’s teacher) that
the genre was ‘la plus belle & la plus considerable de l’Orgue’. Beginning with a point of imitation, the
marvellously controlled sequences lead to fast roulades that range widely over the keyboard.
Later, some bars of Italianate recitative over static harmony lead to more sequences that approach
the climax. It is paradoxical that the climax itself is mired in controversy. In the original print in
Bar 35, the last seven notes of the solo jeu de tierce produce harmonies that are quite out of style,
especially in meantone temperament. Even though to some modern ears they sound extraordinar-
ily expressive, I believe the printer printed them one note too high, because of their harmonic and
melodic context at the midpoint between ascending sequences before, and descending sequences
after. Without doubt, this is the most controversial and vehemently debated bar in what is,
perhaps, the most beautiful piece of French Baroque organ music. J. S. Bach copied this passage
from the original 1699 print precisely, but J. G. Walther amended the passage to read one note
lower. The debate continues to this day . . .
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 Ave Maris Stella
22 [Plein Jeu] 1:16
23 Chant: Ave maris stella, Dei Mater alma,
 Atque semper Virgo, felix caeli porta. 0:43
24 Fugue à 4 3:14
25 Monstra te esse matrem: Sumat perte preces
 Qui pro nobis natus, Tulit esse tuus. 0:42
26 Duo  2:04
27 Chant: Vitam praesta puram, Iter para tutum:
 Ut videntes Jesum, Semper collaetemur. 0:44
28 Dialogue sur les grands jeux 4:03

 A Solis Ortus
29 [Plein Jeu] 1:25
30 Chant: A solis ortus cardine, Ad usque terrae limitem,
 Christum canamus principem, Natum Maria Virgine. 0:52
31 Fugue à 5 3:14
32 Chant: Domus pudici pectoris, Templum repente fit Dei,
 Intacta nesciens virum, Concepit alvo Filium. 0:52
33 Trio  2:46
34 Chant: Gaudet chorus caelestium, Et angeli canunt Deo
 Palamque fit pastoribus, Pastor creator omnium. 0:55
35 Point d’orgue sur les grands jeux 3:07

Total Times: CD1 76:13  /  CD2 69:19
Recording & editing: Paul Arden-Taylor (www.dinmore-records.co.uk)
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1. Montre 8
2. Bourdon 8
3. Prestant 4
4. Nazard 22/3

5. Doublette 2

6. Tierce 13/5

7. Larigot 11/3

8. Plein jeu VI
9. Trompette 8
10. Cromorne 8

1. Bourdon 16
2. Bourdon 8
3. Montre 8
4. Grand Nazard 51/3

5. Prestant 4
6. Grosse tierce 31/5

7. Nazard 22/3

8. Doublette 2

9. Quarte 2
10. Tierce 13/5

11. Fourniture V
12. Cymbale IV
13. Grand Cornet V
14. Trompette 8
15. Clairon 4
16. Voix humaine

Specification

I  Positif (51 notes, with AA sounding on lowest C sharp):

II  Grand-Orgue (51 notes, with AA sounding on lowest C sharp):

III  Récit (32 notes):
1. Cornet V
2. Trompette 8

IV  Écho (34 notes):
1. Cornet V

Pédale (27 notes):
1.    Bourdon 16 (GO)
2. Flûte 8
3. Flûte 4
4. Nazard 22/3

5. Quarte 2
6. Tierce 13/5

7. Trompette 8
 (33 notes with ravalement to FF)
8. Clairon 4
 (33 notes with ravalement to FF)
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the restrictions of gross length, he discovered various ingenious ways of writing fugues that are
utterly different from the expansive fugues with permutational counterpoint, such as those
developed by J. S. Bach. The key features of French organ fugues are density and rhetorical gesture,
and as such these fugues need to be evaluated and listened to in a quite different way to fugues
from other countries.

Duos and Trios
From the first significant extant books of organ music of the French Baroque, Louis Couperin’s
Pièces d’orgue (written before 1661) and Nivers’ first Livre d’orgue (1665), pieces based on dance
gradually made their appearance, particularly in duos and trios. As might be expected, secular
music was discouraged in the ecclesiastical Ceremonials, but under titles which reflected musical
textures rather than dances per se, pieces based on dance metres and rhythms were incorporated
into liturgical organ music. This influence was eventually acknowledged in the preface to André
Raison’s Livre d’orgue (1688), in which he stated that the time signatures of his pieces should be
related to the various dances of his day: sarabandes, gigues, gavottes, bourrées, canaris, passacailles and
chaconnes. The implications for performers are significant, affecting tempi, phrasing, articulation
and performance practice. However, there were differences: liturgical organ pieces were not often
composed in binary form, as were dances, and the texture in many pieces was contrapuntal rather
than homophonic, thus (according to contemporary theorists) elevating the pieces to a higher level.
This can be heard in the Duo for the third couplet of the Gloria (CD 1, Track 15), based on a gavotte.
In Veni creator, the Duo (CD 2, Track 5) is a contrapuntal French canarie-gigue, and that in Ave maris
stella (CD 2, Track 26) begins like a menuet in triple time, although both are based on plainchant
themes. The style of the minuet is also apparent in the Trio (8th couplet, Gloria, CD 1, Track 25) as
well as in the Dialogue (6th couplet, Gloria, CD 1, Track 21). Profuse ornamentation and quaver
movement in the Trio in A solis ortus (CD 2, Track 33) suggests the style of a chaconne. Furthermore,
the titles ‘Duo’ and ‘Trio’ do not imply a particular registration, and in the prefaces to some livres
d’orgue a wide range of registration options were given. Hence, these pieces offer the possibility of
many unusual tonal colours which the Sarlat organ offers, including the grand jeu de tierce (16’, 8’,
51/3’ 4’, 31/5’) for the left hand of the Duo (3rd couplet, Gloria, Track 15), which cannot be heard on
any English organ (and only on very few French instruments).
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tonal parameters is handled in a wonderful manner, with modal features used as harmonic
colours rather than as a logical system, resulting in a highly individual and sophisticated style,
particularly effective in a temperament based on ¼ comma meantone.

Fugues
Whereas the norm for French fugues was four contrapuntal parts, de Grigny increased the regular
number to five, and established a standard registration for his fugues à 5 based upon contrasting
colours for different voices: cornet for the upper two parts, cromorne for the two tenor parts, and
Pedal 8’ flute for the bass. This registration scheme gives these fugues an unparalleled sonority,
beauty and clarity, and the writing testifies to de Grigny’s mastery of Pedal technique. The overall
length of French organ fugues was limited by liturgical considerations, and the restriction to
entries on the tonic and dominant made harmonic development largely subservient to the melodic
features of the subject. Regular countersubjects were not generally developed, but within these
restrictions de Grigny created ingenious structures. His fugues are normally located immediately
after the pleins jeux and are based on subjects derived from the plainchant. In the Fugue à 5, qui
renferme le chant du Kyrie (CD 1, Track 3), each of the four sections is based on successive phrases
of the Kyrie chant. The fugue for the second couplet of the Gloria (CD 1, Track 13) is a traditional
four-part fugue grave, a fugue renversée in which the subject consistently occurs in its normal (rectus)
and inverted (inversus) forms in close juxtaposition - an intense contrapuntal tour de force. In the
Fugue à 5 (7th couplet, Gloria, CD 1, Track 23) and the Fugue à 5 in A solis ortus (CD 2, Track 31), a
change of identities between real and tonal answers facilitates a wider range of tonalities and a
doubling in length. The Fugue à 5 in Veni creator (CD 2, Track 3) utilises the principle of fugue
renversée in a fugue in three sections. The subject, based on the second phrase of the chant, is in its
rectus form for the first and third sections, but is inverted for the middle section. The Fugue à 5 in
Verbum supernum (CD 2, Track 17) also has three sections, but this time the sections are marked by
clear divisions in tonality. In the Fugue à 5 in Pange lingua (CD 2, Track 12), the plainchant-derived
subject is treated to three differing versions in each of the three sections: firstly plain, secondly
decorated, and thirdly paraphrased. The four-part fugue on Ave maris stella (CD 2, Track 24)
presents a further variation on the tripartite scheme: fugue simple, then a stretto fugue, and then a
double fugue in which a second subject (derived from a fragment of the chant) combines with the
main subject. Such imagination and skill mark de Grigny as a truly inventive composer. Within
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Tremblant doux
Tremblant fort

Coupler: GO/Pos

A=400Hz
Unequal temperament: modified Corette
Wind pressure: 88mm
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Registrations
Messe

Kyrie
1er Kyrie en taille à 5:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 5, qui renferme le chant du Kyrie: Pos 10.
  Récit 1.
  Ped 2, 3, 4, 5, 6.
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Cromorne en taille à 2 parties:  GO 1, 2, 3.
  Pos 10.
  Ped 1, 2, 3.

Trio en dialogue:  GO 2, 3.
  Pos 10.
  Récit 1.
  Ped 2, 3.

Dialogue sur les grands jeux:  GO 5, 13, 14, 15.
  Pos 3, 10; Pos/GO.

Ped 7, 8.

Gloria
Et in terra pax à 5:  GO 1, 2, 3, 5, 8, 11, 12.

Pos 1, 2, 3, 5, 8; Pos/GO.
Ped 7, 8.

Fugue:  GO 2, 5, 14.
Pos 10; Pos/GO.

Duo:  GO 1, 2, 3, 4, 5, 6, 7, 9, 10.
Pos 1, 2, 3, 4, 6, 7.

Récit de tierce en taille:  GO 1, 2, 3.
Pos 1, 2, 3, 4, 6, 7.
Ped 1, 2, 3.

Basse de trompette oû de cromorne:  GO 2, 3, 5, 8.
Pos 3, 9.

Dialogue:  GO 5, 13, 14, 15.
Pos 3, 4, 6, 10; Pos/GO.
Ped 7, 8.
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in particular hymns the numbers of verses do not add up, and research suggests that a wide range
of practices concerning hymns was in operation, which varied from place to place. Particular
practices must have depended on local traditions. Local practices must also have held sway for
particular versions of the chant, for de Grigny’s versions are often at variance with printed
Antiphonals from the late seventeenth century. For this recording, many subjective decisions
regarding choice of particular hymn verses have been made, and although the plainchant has been
taken from Graduals and Antiphonals dating from the late seventeenth and early eighteenth
centuries, the text has been slightly modified to accord with de Grigny’s own versions of the
chants, as they occur in the pleins jeux. Evidently, further research into plainchant practices in
particular ecclesiastical establishments awaits musicologists.

The music itself is best discussed according to genre:

Pleins jeux
The plein jeu signified a registration consisting of flue pipes from the lowest pitch (normally 16
foot) to the highest mixtures, resulting in a shining and brilliant homophonic sound, and used by
de Grigny for the opening of major sections of the Mass as well as for first verses of hymns. Hence,
many of them have a function and style similar to the opening sections of French overtures.
Whereas the standard plein jeu in the seventeenth century was written in a four-part texture, five
of de Grigny’s ten pleins jeux are written in five-part textures, with the plainchant sounding on the
Pedal reeds in the tenor (en taille). The three pleins jeux with the plainchant sounding in the bass all
have a four-part texture. Only the Plein jeu that begins Louis Marchand’s Pièces choisies pour l’orgue
(published after 1732, but probably composed c1700) exceeded de Grigny with a plein jeu in six real
parts including double pedal, but this was not based on plainchant. In 1699, the challenge for all
progressively-minded composers must have been the question of how to harmonise a modal
plainchant within the newly-emerging tonal harmonic system. This clash of harmonic systems
was used by de Grigny to develop an individual colourful harmonic tapestry, achieved through
the use of alternating major and minor thirds, harmonies based on occasional chromatic fourth
figures, modal notes as pivots in tonal modulations, flattened sevenths followed by contrasting
sharpened sevenths, and suspensions. These features are all directed towards diatonic tonality,
but the surprising modulations are determined by the chant. This dichotomy between modal and
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tion. Hence it can be heard to great advantage in the Fugue à 5, qui renferme le chant du Kyrie (CD 1,
Track 3).

French organ masses and suites followed the age-old tradition of alternatim practice. Each sentence
of the Mass, Magnificat, Te Deum and the hymns was divided between organ couplets and sung
plainchant. For example, the nine sentences of the Kyrie would be divided alternately between
five organ solos and four sung plainchant versets in the following arrangement: organ (Kyrie 1),
choir (Kyrie 2), organ (Kyrie 3), choir (Christe 1), organ (Christe 2), choir (Christe 3), organ (Kyrie
4), choir (Kyrie 5) and organ (Kyrie 6), and so on throughout the Mass, with the exception of the
Credo (in which the organ was not permitted to be played). This resulted in approximately 21
organ couplets: Kyrie (5), Gloria (9), Offertoire, Sanctus and Benedictus (3), Agnus Dei (2), Deo
Gratias (1). Most of the pieces had to be fairly short because of liturgical considerations, with the
exception of the Offertoire in which the organist could play for up to 10 minutes to cover the
ceremonies, which included a procession around the church with the burning of incense. This
gave the organist much greater scope to develop larger-scale musical structures.

To place de Grigny’s livre d’orgue in its rightful liturgical context, it was decided to include the
alternatim plainchant for this recording. The purpose was not to simulate an actual Mass, but as
the organ music is so closely based on the melodic phrases of the plainchant Missa Cunctipotens
genitor Deus and the five hymns, the inclusion of the chant enables the listener to appreciate the
composer’s musical invention and imagination more acutely. The inclusion of the serpent in the
vocal ensemble is entirely appropriate. Serpent players were held in the utmost esteem in French
cathedrals, sometimes being paid more than organists, and their function was to lead the
plainchant, giving the vocal ensemble a unique character. A contemporaneous print from Amiens
Cathedral illustrates choirs on both sides of the chancel, each side being led by a serpent player
standing forward from the choir, and playing opposite each other. Abbé Aubert, serpent player at
Notre Dame, Paris, from 1750 to 1772, was said to be the finest exponent of the serpent in his time.

Whilst de Grigny’s Mass setting can be heard complete with the appropriate plainchant in between
the organ movements, the hymns pose certain problems. In theory, plainchant verses dovetail in
between organ versets, the organ beginning with a Plein jeu and ending with a Grand jeu. However,
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Fugue à 5:  Pos 10.
  Récit 1.
  Ped 1, 2, 3.

Trio:  GO 2, 3, 5, 16.
  Pos 2, 4.
  Tremblant doux.

Dialogue:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 10 (+ 9 at end); Pos/GO.
  Ped 7, 8.

Offertoire
Offertoire sur les grands jeux:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 10 (+ 9 at end); Pos/GO.
  Récit 1
  Écho 1.
  Ped 7, 8.

Sanctus
Premier Sanctus en taille à 5:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue:  Pos 10.

Benedictus
Récit de tierce pour le Benedictus:  GO 2, 3.
  Pos 1, 2, 3, 4, 6, 7.
  Ped 2.

Dialogue de flûtes pour l’Élévation:  GO 2, 3.
  Pos 2; Pos/GO.
 Tremblant doux.
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Agnus Dei
Premier Agnus:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Dialogue:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 10 (+ 9 at end); Pos/GO.
  Récit 1.
  Écho 1
  Ped 7, 8.

Dialogue à 2 tailles de cromorne et 2 dessus de cornet pour la Communion:
  Pos 10
  Récit 1
  Ped 2, 3.

Plain jeu:  GO 1, 2, 3, 5, 8, 11, 12.
   Pos 1, 2, 3, 5, 8; Pos/GO.

Hymnes
Veni Creator
Veni creator en taille à 5:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 5:  Pos 10.
  Récit 1.
  Ped 2, 3.

Duo:  GO 1, 2, 3, 4, 5, 6, 7, 9, 10.
  Pos 1, 2, 3, 4, 6, 7.

Récit de cromorne:  GO 2, 3.
  Pos 10.
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Unfortunately, only the case of the organ in Rheims Cathedral that de Grigny played is now extant,
and the organ itself now bears no relation to that played by him. Further, no really authentic organ
dating from his lifetime, and of sufficient size, survives for recording his music; the earlier
instruments are either too small and/or have been changed too much, and the surviving larger
French Baroque organs are rather too late. Fortunately, the organ-building tradition established in
France by the 1670s changed relatively little compared with other countries, only changing
significantly at the turn of the nineteenth century. Organs were largely built to a standard design
and with a consistent tonal specification, enabling composers to develop a consistent range of
genres that constituted their suites and organ masses. Further, each genre had a set of dedicated
registration instructions (with alternatives) often detailed in the prefaces to their livres d’orgue:
plein jeu, fugue, duo, récit de dessus, recit en taille, récit de basse, trio, fond d’orgue and grand jeu.

The design of the French Baroque organ was based on the contrast between two departments, as
can be seen in the photograph of the Sarlat organ case: Grand Orgue and Positif. Both departments
had a similar complement of flues and reeds, although the Positif was based on a Montre (8’ or 4’
Principal), an octave higher than that on the Grand Orgue (16’ or 8’). Two further manuals, the Récit
and Écho, provided solo stops such as the cornet and trompette. Whereas the Pedal organ in
Germany provided the bass of the musical texture, the French Pédale served two purposes: first, as
a solo keyboard for playing the plainchant on powerful reeds in the tenor (en taille); and secondly
to play the bass at 8’ pitch for solo récits. Thus, the standard French organ had four manuals and
pedals. The pitch was often a tone below modern pitch, about a=392 Hz, and the temperament was
based on ¼ comma meantone.

Dating from 1752, the organ at Sarlat is a wonderful instrument for de Grigny, and the Cathedral’s
eight-second reverberation time enables the organ to be heard in magnificent acoustics that
combine detail with resonance. This was the organ on which Marie-Claire Alain recorded com-
plete de Grigny in 1965 on vinyl LPs, although the organ has since been the subject of a total
restoration to its 1752 condition by Bertrand Cattiaux. The only stops on the Sarlat organ that de
Grigny would not have had at his disposal at Rheims was the Pedal jeu de tierce (8’, 4’, 22/3’, 2’, 13/5’),
and it would have been historically pedantic not to have used this later, but wonderful combina-
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THE ORGAN MUSIC

Without doubt, Nicolas de Grigny (1672-1703) was the greatest of all the organist-composers from
the period of Louis XIV. He was unique in combining expressive detail with a command of
large-scale structure, and his music, written for the large organ in Rheims Cathedral, has an
integrity and a stature that eclipses all his French contemporaries. The evidence of hand-written
copies of his livre d’orgue made by Johann Sebastian Bach and by Johann Gottfried Walther in the
first decade of the eighteenth century serves to confirm his significance. This was de Grigny’s
Premier livre d’orgue, although the composer died very early at the age of only 31, so there never
was a sequel.

De Grigny was born into a musical family, from which his father, grandfather and a paternal uncle
were all organists in Rheims. Nicolas was baptised in Rheims on 8 September 1672. During the late
1680s and early 1690s he was a pupil of Nicolas Lebègue, one of the organists at the Chapelle Royale
as well as at the important church of St Merri in Paris. No doubt it was this connection that helped
de Grigny to become organist, from 1693 to 1695, at the abbey church of St Denis, ancient burial
place of the rulers of France. Following marriage in 1695 and the birth of his first child, he was back
in Rheims by 1696, and in 1697 was appointed organist of Rheims Cathedral. Six more children
were to follow, and in 1699, his Premier livre d’orgue was published. However, Nicolas died in 1703,
whereupon his father Louis succeeded him as Cathedral organist.

The stature of the post of organist at Rheims Cathedral cannot be underestimated. The foundation
stone of the present church had been laid in 1211, and from 1223 to 1825, there was a continuous
line of coronations of the 25 kings of France, from Louis VIII to Charles X. In the late seventeenth
century, Charles Maurice Le Tellier, Archbishop of Rheims (son of Michel Le Tellier and brother
of François-Michel Le Tellier, both ministers of Louis XIV) was nominal maître of the Chapelle
Royale at Versailles, under whom the sous-maîtres, musicians including Michel-Richard de Lalande,
served. Rheims can therefore be regarded as the ecclesiastical capital of France during de Grigny’s
time, and the stature of his music is entirely appropriate to that position.
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Dialogue sur les grands jeux:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 10 (+ 9 at end); Pos/GO.
  Ped 7, 8.

Pange Lingua
Pange lingua en taille à 4:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 5:  Pos 10
  Récit 1
  Ped 2, 3.

Récit du chant de l’hymne précédent:  GO 1, 2, 3.
  Pos 1, 2, 3, 4, 6, 7.
  Ped 1, 2, 3.

Verbum Supernum
[Plein jeu]:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 5:  Pos 10.
  Récit 1
  Ped 2, 3.

Récit en dialogue:  GO 2, 3.
  Pos 10.
  Récit 1
  Ped 2, 3.

Récit de basse de trompette oû de cromorne:
  GO 2, 3, 5, 8.
  Pos 3, 9.
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Ave Maris Stella
[Plein Jeu]:  GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 4:  Pos 10.
  Récit 1.
  Ped 2, 3, 4, 5, 6.

Duo:  GO 1, 2, 3, 4, 5, 6, 7, 9, 10.
  Pos 1, 2, 3, 4, 6, 7.

Dialogue sur les grands jeux:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 10 (+ 9 at end); Pos/GO.
  Récit 1.
  Écho 1.
  Ped 7, 8.

A Solis Ortus
[Plein Jeu]:   GO 1, 2, 3, 5, 8, 11, 12.
  Pos 1, 2, 3, 5, 8; Pos/GO.
  Ped 7, 8.

Fugue à 5:  Pos 10.
  Récit 1.
  Ped 2, 3.

Trio:  GO 1, 2, 3, 4, 5, 6, 7, 9, 10.
  Pos 10.

Point d’orgue sur les grands jeux:  GO 5, 13, 14, 15.
  Pos 3, 4, 6, 9, 10; Pos/GO.
  Ped 7, 8.
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Organ recording: 9-12 May 2016 at Sarlat Cathedral
Plainchant recording: 2 October 2016 at Tewkesbury Abbey

Editions of organ music and plainchant : David Ponsford

Consultant: Pierre Dubois

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

Organ tuning: Bertrand Cattiaux

Photography: Pierre Dubois

We acknowledge with grateful thanks the assistance of Père Philippe Demoures, abbé
of the Saint-Sacerdos parish of Sarlat-la-Canéda, for permission to record the organ.
M. Bernard Podevin, organist of Sarlat Cathedral, for his help and warm welcome. M.
Bertrand Cattiaux, organ builder, for the tuning of the organ, and the Municipal
Services of Sarlat, for their help in lowering the cables from the vault for the
microphones. For the recording of the plainchant we would like to thank Carleton
Etherington and the Vicar and staff at Tewkesbury Abbey for their permission and
helpful support over this project.
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Nicolas de Grigny (1672-1703)
Premier livre d'orgue contenant une messe et les
hymnes de principalles festes de l’année (1699)

CD 1: La Messe  (76.13)
1-9  Kyrie
10-27  Gloria
28  Offertoire
29-32  Sanctus
33-35  Benedictus
36-39  Agnus Dei
40-41  Deo gratias

CD 2:  Les Hymnes (69.19)
1-9  Veni Creator
10-14  Pange Lingua
15-21  Verbum Supernum
22-28  Ave Maris Stella
29-35  A Solis Ortus
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David Ponsford
French Organ Music from the Golden Age Volume 5

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.


