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SAATTEEKSI
TO THE READER

Tama kokoelma Guillaume-Gabriel Niversin ns.
gregoriaanisia sdvelmié on ldhtenyt tarpeesta-
ni hankkia niité esittimani urkumusiikin yhte-
yteen seké Ranskan barokin kirkkomusiikkiin
erikoistuneelle yhtyeelleni. Ajan mittaan sével-
mié on kertynyt runsaasti, joten olen pa#ttanyt
tarjota niitd muidenkin urkurien ja timén ajan
ohjelmiston esittéjien kiyttoon. Jarjestelmal-
lisen kerdystyon aloitin vuosia sitten Ranskan
kansalliskirjastossa, jossa on runsain valikoi-
ma Niversin toimittamia sévelmékirjoja. Vain
muutama editio sijaitsi sellaisissa kirjastoissa
tai kokoelmissa, joihin minulla ei kaytinnos-
sé ollut mahdollista tutustua. Nuo taydenté-
vit editiot oletettavasti ainakin osin toistivat
Ranskan kansalliskirjaston erittdin runsasta
materiaalia. Valitettavasti kirjasto ei kuiten-
kaan antanut aivan kaikkea pyytdmé&éani mate-
riaalia tarkasteltavaksi - syyté ilmoittamatta.
Saatavilla oleva osoittautui onneksi kuitenkin
riittavaksi.

Nuottien kirjoituksen ensimmaéisen vai-
heen teki Martti Peippo, ja ne viimeisteli Pekka
Nyman. Englanninkielisen tekstin on tarkasta-
nut DPhil Glenda Goss, joka my6s ystéavillises-
ti ehdotti useita valttdméattomia ja hyodyllisia
tarkistuksia tekstin siséltoon. Heille kiitokset
hyvéasta yhteistyosta. Haluan myos kiittaa yh-
tyetténi Plein-Jeuta, joka on vuosien varrel-

This edition of chants from Guillaume-
Gabriel Nivers’s books was prompted by my
need to find suitable chants for my own organ
performances and those of my ensemble, which
specialises in classical French church music.
Over the years I have collected a substantial
number of chants and decided to offer them to
organists and other performers of this reper-
toire. I began systematically collecting these
chants years ago at the Bibliothéque nationale
de France, which houses the largest and most
extensive collection in existence of chantbooks
edited by Nivers. Only a very small number of
Nivers’s editions are in libraries and collections
that are not readily accessible, and even those
editions were, for the most part, duplicated
by other copies. Inexplicably, the Bibliotheque
nationale would not make available all of the
material I requested. Fortunately, the books I
could examine proved sufficient in number and
variety for purposes of making this edition.
Martti Peippo created the initial pages of
score, and Pekka Nyman finished the work.
DPhil Glenda Goss not only checked the Eng-
lish, but also graciously suggested numerous
corrections and amendments to the content. To
all of them I offer my gratitude. I also want to
thank my vocal ensemble Plein-Jeu, who over
the course of many years has tested the reper-



la testannut tété ohjelmistoa ja ideoitani - ja
tarjonnut hyvid omiaan! - esittimiskéytannon
kokeiluissa ja tuottanut monia vavahduttavia
hetkis laulullaan innoittaen yleis6a ja itseéni
musiikin ja timén edition teossa.

Kiitan Taideyliopiston Sibelius-Akatemian
kehittamiskeskusta ja Docmus-tohtorikoulua
niiden tarjoamasta taloudellisesta ja muusta
tuesta.

Tekstin englanninnoksen olen tehnyt va-
paasti yrittden noudattaa englannin kielen idio-
matiikkaa. Siksi suomen- ja englanninkielisessa
versiossa on jonkin verran sévyeroja. Olen kui-
tenkin pyrkinyt kummassakin versiossa ole-
maan uskollinen ymmérrykselleni.

Helsingissé 1.2.2015

Kati Hamaéldinen

toire, as well as my ideas—and also theirs!—
about performing practice and created many
moving performances with their singing, in-
spiring not only the public, but also my playing
and my work on preparing this edition.

I express my gratitude to the Development
Centre (Kehittidmiskeskus) and the DocMus
Doctoral School of Sibelius Academy of the
Arts University for financial support.

For the readers who understand at least
some Finnish, it is perhaps necessary to ex-
plain that the English version of the text dif-
fers somewhat from the Finnish one, because
[ wanted to employ English idioms. I have tried
to be faithful to my understanding in both ver-
sions.

Helsinki 1.2.2015

Kati Hamaéldinen



JOHDANTO
INTRODUCTION

Ancien Régimen aikana Ranskan katolisen kir-
kon musiikki perustui perinteisiin ns. grego-
riaanisiin eli franko-roomalaisiin s&velmiin
(ransk. 'chant’). Kirkkomusiikin yleisin esitté-
mistapa oli antifoninen eli eri esittdjaryhmien
vuorottelua. Tavallisin asetelma oli, ettd mo-
niddninen musiikki, cantus figuralis, laulaen
ja/tai soittaen vuorotteli kuoron yksidénisen
laulun kanssa. Téllainen alternatim-esitys oli
useimmiten sellainen, jossa urkumusiikki vuo-
rotteli gregoriaanisia sévelmi# laulavan kuoron
kanssa. Kaikki Ranskan klassiselta (barokin)
ajalta sailynyt urkumusiikki on juuri téllaiseen
esittdmistapaan tarkoitettu. Musiikkia sisél-
tavén jumalanpalveluksen teksti oli jaettu si-
keisiin tai sékeistoihin (myos versetti, ransk.
'verset’) esittdjien vilille.

Jos tuo gregoriaaninen osuus tuodaan ny-
ky#én esityksiin Ranskan 1600-1700-lukujen
muodossa ja tyylissé, voi olla vaikeaa loytaa
sopivaa materiaalia. Katolisen kirkon nykyisin
kéytossa olevista sévelmékirjoista puuttuu osa
tarvittavista sévelmisté, ja niissé olevat ovat
usein toisessa muodossa kuin ne olivat Rans-
kassa. Alkuperiistd materiaalia ei ole helposti
saatavilla: sité sdilytetéan kirjastoissa eik4 sii-
té ole saatavilla ndkoispainoksia tai moderneja
editioita joitakin yksittaisid esimerkkeja lukuun
ottamatta.

During the Ancien Régime, the music of the
Catholic Church of France was consistently
built on traditional Gregorian (Franco-Roman)
chants. The most common performing prac-
tice for music in divine services was antiphonal,
whereby different groups of performers alter-
nated. The most prevalent arrangement was
the alternation of the cantus figuralis, i.e. music
in parts (voices and/or instruments), with the
choir singing in unison. This kind of alternatim
performance would most often involve organ
music and Gregorian plainsong taking turns.
The extant organ music from the French clas-
sical (‘Baroque’) period was designed for this
purpose. The texts of any divine service offer-
ing music were divided into versets or stanzas
to be performed by alternating participants.
Performers who wish to use plainsong in
performances today in the form and style of
seventeenth- and eighteenth-century France
encounter the difficulty of finding suitable ma-
terial. Modern, readily available chantbooks of
the Catholic Church lack some of the chants
needed for those performances. The chants
that are found are often in a different style com-
pared with the French chants. Nor is the orig-
inal material easily accessible: it is preserved
in libraries, and practically no modern editions
are available except for a few random examples.
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JOHDANTO

Vaikka gregoriaanista laulua pidetéan
konservatiivisena ja traditiota voimakkaasti
kantavana musiikkina, sen ohjelmisto samoin
kuin sen esittamiskéytanto ottivat vaikutteita
oman aikansa yleisisté esteettisisté ihanteista
ja profaanin musiikin tyylista. Erityisia vaiku-
tuksia oli dgidinkielells, silld latinaa lausuttiin
ja painotettiin eri tavalla kullakin kielialueella
ja kaikkialla seurattiin jossain méérin kansan-
kielen tapoja. Vaikka latinan lausumista yritet-
tiin taivuttaa enemméin roomalaiseen malliin,
néma yritykset eivit onnistuneet kuin osittain
ja vain vahitellen, varsinkaan Ranskassa. Eri-
tyisesti ranskan kielelle ominainen sananpaino
muovasi latinan lausumista ja siten myos gre-
goriaanista laulua. Onkin ilmeist4, etti grego-
riaaninen materiaali on haettava moniéi&nisen
musiikin ajankohtaa ldhelld olevasta ohjelmis-
tosta, jos halutaan esityksen tyylin olevan yh-
tenéiinen ja erityisesti jos halutaan kyseisen
ajankohdan latinan painotuksen kuuluvan
melodioiden muodoissa.

Ranskan klassista urkumusiikkia on ajalta
1650-1750 siilynyt varsin laaja korpus késit-
téen satoja ellei tuhansia yksittaisia kappaleita.
Nailla savellyksilld on vakiintunut asemansa
urkurien ohjelmistossa, ainakin sielld missé on
olemassa ranskalaistyyppisid urkuja. Ohjelmis-
to on 1oytanyt tiensd konsertteihin, ei niinkéaén
jumalanpalveluksiin. Ranskan klassisen kirk-
komusiikin muu ohjelmisto sisiltda myos muita
savellyksii ja sidvellyskokonaisuuksia, joiden lo-
massa on alun perin kuultu yksiéénisen kuoron
laulua. Juuri sellaisina niita kuullaan nykyisin
kuitenkin harvoin. Onko olemassa uudempi
traditio, joka est#é niiden mukaan ottamisen?
Onko hankalaa motivoida *vaativampiin’ poly-
fonisiin ja solistisiinkin tehtéviin orientoitunut
kuoro laulamaan niitd? Vai onko vaikeaa loytaa
sopivaa materiaalia? Olen huomaavinani, etta

Although Gregorian plainsong is generally
considered conservative and heavily burdened
with tradition, its repertoire and performance
practice were, to some extent, shaped by con-
temporary aesthetic ideals and the style of
secular music. Especially influential was the
vernacular: because Latin was pronounced
and accentuated differently in each language
group or area, its delivery everywhere followed,
at least to some degree, the ways of the mother
tongue. Even if attempts were made to amend
Latin pronunciation to a more Roman fashion,
it is clear that such attempts were only partially
and slowly successful, particularly in France.
Specifically, the accentuation of the French lan-
guage influenced Latin delivery and plainchant.
If we wish to hear the idiosyncratic ‘French’
Latin in the singing and formation of the chant
and thereby expect the performances to be co-
herent in style, then it is clear that we must
seek the missing material in sources close to
the time in question.

The corpus of extant French classical organ
music from approximately 1650 to 1750 is fairly
large, comprising hundreds if not thousands
of individual pieces. This music has earned a
stable position in organists’ repertoire, at least
in places where French-style organs can be
found. The music is played in recitals—hard-
ly ever in church services. The repertoire of
other French church music, mainly vocal, also
contains pieces and large-scale compositions
that were originally punctuated with plainsong.
This alternation is heard surprisingly seldom
today. Is there a modern tradition that shuns
including plainsong in concert performances?
Is it uncomfortable to ask a choir to sing chant,
as choirs are accustomed to ‘more challenging’
polyphonic repertoire and solo singing? Or is
it difficult to find suitable material? It seems to



Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

INTRODUCTION

sellaista kirkkomusiikkia suorastaan viltetiin,
joka vaatisi gregoriaanisen laulun mukaan ot-
tamista.

Silloin kun gregoriaaninen laulu jiatetdan
pois monidénisen musiikin lomasta, syntyy eri-
koinen tilanne: tekstisté esitetédén vain joka toi-
nen sée tai sikeisto! Jos esimerkiksi urkumessu
esitetdin ilman laulua, saa messun tekstista
vain joka toinen sée musiikillisen vastineen.
Vaikka urkumessun versetit eivit varsinaisesti
’kuvita’ tekstig, tekstin merkitys méaéraa yleen-
sé niiden affektin ja rekisteréinnin.

Kun urkuversettien vélissé kuoro laulaa
kulloiseenkin kohtaan kuuluva tekstin, ei kuu-
lijan - usein ei edes urkurin itsensé - muistissa
ole edellisen urkuversetin tempo, &énen vari
tai muu ominaisuus. Urkuri voi siten keskitty#
kunkin versetin mahdollisimman autentti-
seen (aitoon) toteuttamiseen.! Téllaisesta esi-
tyksestd syntyy kokonaisuus eiké kokoelma
fragmentteja. Sitéd paitsi ihmisééni liikuttaa
kuulijaa aina.

Tamén ohjelmiston esittédmisessi urkuria
vaivaa muutama muukin ongelma. Sopiiko
lyhyiden kappaleiden yhdistelmé konserttioh-
jelmaan? Onko varmaa etti ne muodostavat
kokonaisuuden? Miten luodaan yhtenéinen
kokonaisuus ja samalla tarpeeksi vaihtelua?

Taméan urkumusiikin alkuperéinen esitta-
miskaytanto, mm. karakteri ja rekisterdinti,
on hyvin dokumentoitu. Siité poikkeaminen ei
tee oikeutta musiikille. Toisaalta télle musii-
kille ei useinkaan ole tyypillista suuri vaihtelu
kuten vaikkapa paljolle italialaista musiikkia.
Voisiko poiketa alkuperiisisté rekisteréintioh-
jeista? Tulisiko huolehtia tempojen riittévasta

1 Kuoron osuuden aikana urkuri ehtii valmistaa uuden
rekisterdinnin. Témén ja sen takia, etta rekisteritapit
olivat aina soittajan ulottuvilla, Ranskassa ei kéytetty
urkuavustajia.

me that much vocal church music incorporat-
ing plainsong is in fact avoided.

In performances where plainsong is left out,

a most peculiar situation arises: only every oth-
er line or stanza of the text is performed! This
is the case, for instance, with a performance of
an organ mass without any singing. The organ
performs only every other line. Even if the ver-
sets of an organ mass do not actually ‘illustrate’
the text, the meaning of the liturgical text will
usually determine the affect and the registra-
tion of the verset in question.
If the choir sings the missing texts in plainsong
between the organ pieces, then the memory of
the tempo, timbre and other qualities of the
preceding organ verset are erased—even from
the short-term memory of the organist. The or-
ganist can then concentrate on realising every
separate verset as authentically (honestly, de-
pendably) as possible.! Such a performance
will form a coherent whole instead of being a
compilation of fragments. Moreover, the human
voice always makes a powerful impression on
listeners.

In performing this repertoire, the organ-
ist is confronted with other problems as well.
Will a sequence of short pieces fit the concert
programme? How can one be certain that they
form a whole? How does one form a coherent
whole and still create enough variety?

The original performing practice of this or-
gan repertoire is well documented, for example,
its general character and registration. To di-
gress from it does not do service to the music.
On the other hand, great variance is not prev-

1 While the choir is singing, the organist has ample
time to prepare the registration for the next verset.
Because of this, and as the stop-knobs are within
reach of the player organ assistants were not used in
France.
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JOHDANTO

vaihtelusta osasta toiseen siirryttéessia? On-
ko olemassa ristiriita musiikin alkuperiisen
luonteen toteuttamisen ja toisaalta esityksen
eléavyyden ja kiinnostavuuden kanssa? Kuinka
paljon poiketa alkuperiisisté esittdmisen oh-
jeista?

Mita enemmaén olen tété asiaa ajatellut, sité
enemmén minua on kiusannut tuo lauluttoman
esityksen fragmentaarisuus, jossa puolet teks-
tistd on havitetty. Sellainen esitys tekona ilmai-
see taytta vilinpitiméattomyytta alkuperéisen
tekstin merkityksen ja sen kontekstin suhteen.
(Talla en tarkoita valttamaéitti noiden tekstien
uskonnollista tai hengellisté siséltod.) Oma ko-
kemukseni urkurina, yhtyeenjohtajana ja kuuli-
jana on vakuuttanut minut tuon gregoriaanisen
materiaalin mukaan ottamisen eduista. Heille,
jotka haluavat kokeilla téita esitystapaa ja et-
sivét siihen sopivaa materiaalia, tarjoan kéyt-
toon tamén nuottiedition.

10

alent in French classical music, as is the case,
for instance, in much Italian music. Should one
renounce the original registration instructions?
Should one exaggerate the tempos and so on? Is
there a conflict between the quest to realise the
original character of the music on the one hand
and a desire to give an interesting performance
on the other? How much should one diverge
from the original performance suggestions?

The more I have thought about these issues,
the more disturbed I have become by the frag-
mentary quality of this music when stripped
of the plainsong and half of its text, which as
an action expresses total indifference to the
meaning and context of the original. (I do not
necessarily mean the religious or spiritual
content.) My own experience as an organist,
ensemble leader and listener has convinced me
of the benefits of including the plainsong. For
those wishing to try this method of performing
or looking for suitable material for doing so, I
offer this edition of music.



EDITIO
EDITION

TARKOITUS

Tama4 editio sisdltia valikoiman Ranskan ka-
tolisen kirkon kiytossé olleita gregoriaanisia
sévelmié suunnilleen ajalta 1650-1750. Tésta
ohjelmistosta ei ole saatavilla moderneja edi-
tioita tai nikoispainoksia. Téssé laitoksessa
olevat sévelmit on tarkoitettu yhdistettaviksi
ensi sijassa Ranskan tdmén ajan urkumusiikin
kanssa, mutta niité voi tietenkin kéyttaa myos
muun kirkkomusiikin kanssa.

Klassisen kauden laajimman korpuksen
gregoriaanisia sévelmis, chants, julkaisi Guil-
laume-Gabriel Nivers, jonka sévelmékirjat ovat
tdman nuottiedition léhteita. Tétd ohjelmistoa
on tutkinut ansiokkaasti Cécile Davy-Rigaux
(Guillaume-Gabriel Nivers. Un art du chant gré-
gorien sous le regne de Louis XIV, Paris 2004).

GUILLAUME-GABRIEL NIVERS

Guillaume-Gabriel Nivers (n.1632-1714) oli
pariisilainen séveltdja, urkuri, teoreetikko
ja kirkkolaulun asiantuntija. Hanell4 oli lop-
pututkinto Pariisin yliopistosta, mutta ha-
nen musiikkiopinnoistaan ei tiedetd mitéan.
1650-luvun alussa hénet nimitettiin urkuriksi
Pariisin St-Sulpicen kirkkoon, joka toimi sek#

PURPOSE

This edition consists of a selection of plain-
chant melodies used in the Catholic Church of
France from roughly 1650 to 1750. There are
no comprehensive modern editions or facsim-
iles available of this repertoire. I propose that
the melodies in this edition be combined with
classical French organ music. They could also
easily be interpolated into other French church
music from the same period.

The largest selection of chants in this peri-
od was published by Guillaume-Gabriel Nivers,
whose chantbooks provide the sources for this
edition. This repertoire has been studied admi-
rably by Cécile Davy-Rigaux (Guillaume-Gabriel
Nivers. Un art du chant grégorien sous le régne de
Louis XIV, Paris 2004).

GUILLAUME-GABRIEL NIVERS

Guillaume-Gabriel Nivers (c.1632-1714) was
a Parisian composer, organist, theorist and
expert on plainchant. He had a degree from
Paris University, but nothing is known about
his music studies. In the beginning of the
1650s he was appointed organist to the Paris-
ian church of St Sulpice, which served as the

11
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seurakunnan ettd pappisseminaarin kirkkona.
T4t4 virkaa hén piti hallussaan kuolemaansa
asti. Vuonna 1678 hinesté tuli myos Chapelle
Royalen urkuri yhdessé Jacques-Denis Thome-
linin, Nicolas Lebéguen ja Jean-Baptiste Buter-
nen kanssa. (Kukin hoiti neljsinneksen vuodesta;
Niversille tuli heiné-syyskuu). Henri du Mon-
tin kuoleman jélkeen Nivers peri tdimén viran
kuningattaren musiikinjohtajana 1681. (Kunin-
gatar Marie-Thérése kuoli 1683.) Viisi vuotta
my6hemmin, 1686, hénesté tuli Maison Royale
de St-Cyrin musiikinjohtaja (maitre de chant).
St-Cyr oli varattomista paremmista perheista
kotoisin olevien tyttojen siséoppilaitos. Se si-
jaitsi lahella Versaillesia, ja sitd johti kuninkaan
puoliso Mme de Maintenon. Myohemmin, 1692,
se muutettiin luostariksi. St-Cyrin musiikkiel-
mé oli rikas perustuen kirkkomusiikkiin, mut-
ta siellé esitettiin myos oopperaa, kaikkea jopa
siind mésrin, etti Mme de Maintenon varoitti
harjoituttamasta tytoilla musiikkia liikaa, jot-
ta muiden taitojen omaksumiselle ei aiheutuisi
haittaa. Nivers johti tdmén laitoksen kirkollista
ja uskonnollista musiikkia ja osallistui my6s sen
muun musiikin harjoittamiseen ja opettamiseen.

Niversin vaikutus oli huomattava ja laajalla
alalla. Hén sévelsi kirkollista vokaalimusiikkia
St-Cyrin tarpeisiin. Ludvig XIV:n kyllastyttyd
jumalanpalveluksissa "liialliseen” gregoriaani-
seen lauluun tuli erityisesti soolomotetista muo-
dikas laji. Nivers osallistui ensimméisten joukos-
sa tihin uudistamiseen motettikokoelmallaan,
joka painettiin 1689. Niversilti ovat myos ensim-
méiset painetut modernit urkukirjat (1665, 1667,
1675)}, joissa Ranskan urkumusiikin klassinen
kieli tuli kodifioiduksi: periaatteissaan samanlai-
sena se sdilyi pitkélle 1700-lukua. Nivers sovitti

1 Edelliset painetut urkukirjat olivat Jean Titelouzen
renessanssipolyfoniaa 1620-luvulta.
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church for a parish as well as for a theological
seminary. He held the post at St Sulpice until
his death. In 1678 Nivers received a further
organist’s post at the Chapelle royale, where
his colleagues were Jacques-Denis Thomelin,
Nicolas Lebégue and Jean-Baptiste Buterne.
(Each organist was responsible for a quarter
of the year, Nivers’s portion being from July to
September.) In 1681, after the death of Henri du
Mont, Nivers inherited du Mont’s post as music
director to the Queen. (Queen Marie-Thérése
died in 1683.) Five years later, in 1686, Nivers
became maitre de chant to the Maison royale de
St Cyr. St Cyr was a boarding school for young
girls from better families, but without means;
it was supervised by Mme de Maintenon, the
king’s consort, and situated in the vicinity of
Versailles. Later, in 1692, it was converted into
a convent. The musical life of St Cyr was quite
rich; based on religious music, it also includ-
ed opera. In fact, music was so important that
Mme de Maintenon cautioned not overdoing its
practice, which could be detrimental to acquir-
ing other useful skills. Nivers led the church
and other religious music in the institution and
also took part in practising and teaching music.

Nivers’s prominence is evident in many
fields. He composed ecclesiastical vocal mu-
sic for St Cyr. When Louis XIV became bored
with the omnipresent plainsong in his services,
the solo motet became fashionable. Nivers was
among the very first innovators in this new gen-
re and published a book of motets for solo voice
with continuo in 1689. Nivers also published the
first modern organ books in France (in 1665,
1667, 1675"). These books were the first pub-
lished examples of the classical style of organ

1 Previously printed organ books were from the 1620s
by Jehan Titelouze and essentially represented Re-
naissance polyphony.
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ja sévelsi useita liturgisia sévelmékokoelmia ja
kirjoitti kaksi kirjaa niiden esittdmisesta (Dis-
sertation sur le Chant Grégorien, 1683, ja Méthode
certaine pour apprendre le plainchant de l'église,
1698). Niversilta on siilynyt paitsi séveltdmisen
oppikirja (Traité de la composition de musique,
1665) myos esittdmiskéytdnnon ohjeita laula-
jille, urkureille ja kenraalibasson soittajille.
Niversin tuotannon laajin osa koostuu ka-
tolisen kirkon eri seurakuntien ja luostareiden
tarpeisiin laadituista sdvelmékirjoista. Jo 1658
hén sai privilegion julkaista urkumusiikkia ja
chants; se uudistettiin 1665 ja viel& 1678 peréti
30 vuodeksi (Davy-Rigaux 2004, 462-464). Ni-
versin kokoamia ja toimittamia kirkkolaulun
sévelmaikirjoja on seurakuntien, tédrkeimpien
sdantokuntien (augustiinolaiset, benediktiinit
ja fransiskaanit) ja St-Cyrin tarpeisiin. Niita
ovat graduaalet, antifonariumit, prosessionaalit
jne. Kirjoja on yhteensa liki kolmekymment4.
Tyomaéran valtavuutta tosin véhensi jossain
méirin se, etti eri sddntokuntien kirjojen ma-
teriaali oli osin samaa ja painettu jopa samoilla
laatoilla. (Davy-Rigaux 2004; Guillo 2003.)
Toimitustyossaéan Nivers poisti korruptoi-
tuneina pitdmisén liséyksii, sovitti vanhoja si-
velmii ajankohtaisemmiksi versioiksi ja toden-
nikoisesti sévelsi uusia, kaikki latinan kielen
uudemman painotuksen mukaisesti. Erasmus
Rotterdamilainen (n. 1466-1536) oli tirkein
niista oppineista, jotka yrittivit uudistaa la-
tinan lausumista Rooman ja klassisen latinan
aantdmyksen ja painotuksen suuntaan. Téta
uudistusta jatkoivat varsinkin jesuiitat. Mutta
nykyiset rekonstruktiot niista uudistetuista
lausumistavoista erityisesti Ranskassa? osoit-

2 Ks. esim. Harold Copeman, Singing in Latin, "French
Latin" teoksessa MacGee & Rigg & Klauser (eds.),
Singing Early Music; Patricia M. Ranum, Méthode de la
pronunciation latine dite "vulgaire” ou " la frangaise".
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music, which basically stayed the same well into
the eighteenth century. Nivers arranged and
composed many books of chant and wrote two
methods on their performance (Dissertation sur
le chant grégorien, 1683, and Méthode certaine
pour apprendre le plainchant de I'église, 1698).
Nivers also left a treatise on composing (Traité
de la composition de musique, 1665), as well as
performing practice instructions for singers,
organists and thorough-bass players.

The most extensive part of Nivers’s produc-
tion consists of the chantbooks written for the
Catholic Church and its various religious orders.
As early as 1658 he acquired a privilege for pub-
lishing chants and organ music. The privilege
was renewed in 1665 and again in 1678 for as long
as thirty years (Davy-Rigaux 2004, 462-464).
Chantbooks collected and edited by Nivers exist
for parishes, the most important religious orders
(Augustinians, Benedictines, Franciscans) and St
Cyr. They include graduals, antiphonaries, pro-
cessionals and more, and number close to thirty.
The apparent enormity of the work was reduced
somewhat, owing to the fact that the overlapping
material meant for the various orders could be
partly repeated and even printed with the same
plates. (Davy-Rigaux 2004; Guillo 2003.)

The editorial work carried out by Nivers
included removing additions he considered
corrupt, arranging older melodies in more
up-to-date versions, probably composing new
melodies and, not least, changing melodies to
agree with the more modern accentuation of
Latin. Possibly the most important figure in
the endeavour to reform Latin pronunciation
to favour the Roman and classical fashion had
been Erasmus of Rotterdam (c.1466-1536). Jes-
uits were among the more eager proponents of
this reform. But recent reconstructions of the
Latin spoken in France show that reform was
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tavat, ettd tassd onnistuttiin vain osittain. On
myos selvii, ettd kaytannot vaihtelivat suures-
ti. Tama vahittainen latinan lausumisen uudis-
tus erityisesti keskuksessa, Pariisissa, vaikutti
osaltaan gregoriaanisten sdvelmien muotoon
ja tyyliin. Niinpa tiedostettiin myos sévelmien
reformoimisen tarve. Nivers oli avainasemassa
vanhojen ja osittain 'korruptoituneiden’ sével-
miamuotojen ajankohtaistamisessa ja tyylilli-
sessi yhtenéistdmisessa.

Suuresta osasta Niversin sévelmékirjoja
otettiin useita painoksia, ja niité oli kiytossa
pitkélle 1700-lukua. Kenenkén toisen henkilon
tai ryhmén panos vastaavassa tyossi ei tule
lahellekédn Niversin panosta, ei maaralta ei-
ké laadulta. Ei ole tietoa siité, syntyik6 tdma
jéttityo spontaanisti, tietoisesta elaméntehta-
visté vai jonkinlaisesta (kirkon tai kuninkaan)
toimeksiannosta.

LAHTEET

Tamén laitoksen nuottimateriaali on kaikki
Niversin toimittamien kirkollisten sdvelmien
kirjoista, joita on l&hes kolmekymment4. Niihin
kuuluvat sdvelmékirjat eri séédntokunnille (au-
gustiinolaiset, benediktiinit ja fransiskaanit),
St-Sulpicen seurakunnalle ja pappisseminaa-
rille, St-Cyrin instituutiolle seks gregoriaanis-
ta laulua kasitteleva Dissertation sur le chant
grégorien. Kayttadmani Niversin julkaisut lue-
tellaan tdmén kirjan ldhdeluettelossa. Kaikkia
niit4 sailytetadn Ranskan kansalliskirjastossa.

Niversin sdvelmisti ei ole olemassa nakois-
painoksia tai moderneja editioita lukuun otta-
matta joitakin harvoja yksittaisia sdvelmia tai
niiden katkelmia. Eréissi esityksissé ja d4ni-
tyksissa Niversin sévelmié on kéytetty muun
musiikin lomassa, yleensi ilman l&hdetietoja.
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achieved only partially.? It is also evident that
practices varied greatly. The reform in how
Latin was spoken in France, especially in the
centre, Paris, affected the shape and style of
chant melodies. It had become evident that the
melodies accompanying the Latin words need-
ed to be reformed. Nivers was a key figure in
amending the partly antiquated and corrupt
melodies (shaped by the earlier very French
and very un-Roman pronunciation), modernis-
ing them and bringing consistency to the rep-
ertoire.

Most of Nivers’s chantbooks were reprinted
several times over and were used far into the
eighteenth century. There is no other individual
or group of persons whose contribution comes
even close to that of Nivers, either in quantity
or in quality. So far, it is not known if this gigan-
tic output was generated spontaneously, from
a conscious mission or perhaps by some kind
of commission (from church or king).

SOURCES

All the material in this edition is taken from
Nivers’s chantbooks, which number close to
thirty. They consist of chantbooks for various
religious orders (Augustinians, Benedictines,
Franciscans), for the parish and seminary of
St Sulpice, for the institution of St Cyr, as well
as Nivers’s Dissertation sur le chant grégorien. A
list of Nivers’s chantbooks used as sources are
given at the end of this book (‘Sources cited’).
All of them are preserved in the Bibliotheque
nationale de France.

2 See Harold Copeman, Singing in Latin; ‘French Latin’,
in McGee, Rigg & Klauser (eds.), Singing Early Music;
Patricia M. Ranum, Méthode de la pronunciation latine
dite ‘vulgaire’ ou ‘@ la frangaise’.
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SAVELMIEN VALINTA

Téamén laitoksen sévelmien valinnan kriteeriné
on meidin aikaamme siilynyt urkumusiikki. Sii-
td ailemmin tekeméni inventaarion (Hamaéal4inen
2002) perusteella olen péitellyt, mitd gregori-
aanisia sévelmié sen yhteyteen tarvitaan. Ky-
symykseen tulevan urkumusiikin varhaisin osa
on Louis Couperinin sidveltiméia 1650-luvulta.
1700-luvun ensimmaiisellé puoliskolla urkumu-
siikin julkaiseminen harveni; viimeinen painet-
tu urkumessu on vuodelta 1703. Myohaisimmét
tarkastelun kohteena olevat urkumusiikin ko-
koelmat ovat 1750-luvulta. Vaikka Nivers kuoli
1714, otettiin hénen sévelmaikirjoistaan uusia
painoksia suunnilleen tuohon asti. On selvii,
etté paikoitellen ndma kirjat olivat kaytossé
vield sen jilkeenkin, varmasti ainakin vuoteen
1736, ehka laajaltikin. Luettelo tarkastelun koh-
teena olevasta urkumusiikista suunnilleen ajalta
1650-1750 on tdmén kirjan lahdeluettelossa.

Tah&n kokoelmaan olen siis valinnut ne
sévelmét, joita tarvitaan sdilyneen Ranskan
klassisen urkumusiikin alternatim-esityk-
sissd. Hymneisté olen ottanut ne, jotka ovat
edustettuna véhintaan kahdessa urkumusiikin
ldhteessd, seké kaikki Niversin urkukirjassa
olevat hymnit.? Michel Corretten urkumessuja
en ole ottanut huomioon, silld ne noudattavat
roomalaista liturgiaa ja poikkeavat siten rans-
kalaisesta kaytéannosta.

Messusévelmien valinnassa olen ottanut
huomioon suhteellisen vapaan transponointi-
kéytannon ja rajoittanut niiden valikoimaa (ks.
jalj. ”Transponointi”).

3 Saatavillani olleista Niversin sévelmikirjoista en
ole 16ytanyt sdvelmé, joka sopisi Niversin ja Michel
Corretten urkuversetteihin hymnista Exultet caelum
laudibus seki Niversin versioon hymnisti Quem terra
ja O gloriosa.

EDITION

No modern editions or facsimiles of this
material have so far appeared in print with
the exception of some rare single examples or
excerpts. Some sound recordings and live con-
certs have used Nivers'’s versions of chants, fre-
quently without any information on the sources.

CHOICE OF CHANTS

The criterion for the chants included in this edi-
tion is the surviving French classical organ mu-
sic. Earlier, in making an inventory of this music
(Hamaéldinen 2002), I recognised the need for
specific chant melodies. The earliest surviving
organ music to be considered here is by Louis
Couperin and dates from the 1650s. The first
half of the eighteenth century saw diminishing
activity in the publishing of organ music; the
last printed organ mass dates from 1703. The
last collections examined here are from the
1750s. Although Nivers died in 1714, some of his
chantbooks were reprinted until at least 1736.
They were certainly used even later than that,
possibly fairly widely. A list of extant French
organ music from 1650-1750 can be found in
‘Sources cited’ at the end of this volume.

For the present collection I have chosen all
the chant melodies needed for alternatim per-
formances of the extant French baroque organ
music. [ have included all hymns that appear in
at least two of the surviving organ sources, and
all hymns from Nivers’s organ book of 1667.% 1
have not considered Michel Corrette’s organ
masses, as they follow the Roman Order, which
differs from the French one.

3 In the available chant books by Nivers, I have not found
a chant, which would combine with the organ versets of
the hymns Exultet caelum laudibus by Nivers and Michel
Corrette or with Quem terra and O gloriosa by Nivers.
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URKUMUSIIKIN JA LAULUN
YHDISTAMINEN

Té#ssé kirjassa esiteltdviad materiaalia voi urku-
musiikin kanssa kéayttéa kahdella tapaa:

1) URKUMUSIIKKI LAHTOKOHTANA
Valittuun urkumusiikkiin haetaan siihen sopi-
va sdvelma. Tarvittaessa sévelmé transponoi-
daan urkumusiikin tasoon. Kirkkosévellajin
finalis ja savellajin toonika ovat samat. Savel-
lajin kolmas aste ja kirkkosévellajin finaliksen
ylépuolinen terssi ovat samat: molli tai duuri.
(Ks. jilj. ”Kirkkosévellajien ja sévellajien yh-
distaminen”.) Hankitaan sellainen kuoro, jolle
sévelmén korkeus on sopiva.

2) SAVELMA LAHTOKOHTANA

Valitaan sévelm4, joka sopii olemassa olevan
kuoron dénialaan. Etsitéén siihen sopivat ur-
kuversetit. Sévellajin toonika ja kirkkosével-
lajin finalis ovat samat. Sévellajin kolmas aste
ja kirkkosavellajin finaliksen ylédpuolinen terssi
ovat samat: molli tai duuri. (Ks. j&lj. "Kirkkos&-
vellajien ja sévellajien yhdistdminen”.) Urkusa-
vellysten transponoiminen kuorolle paremmin
sopivalle korkeudelle on mahdollista.

Ranskan klassisten urkujen viritysjéarjestel-
maissé, keskisdvelvirityksessa (mésotonique),
kaikki kayttokelpoiset transpositiot soivat
kussakin duurissa ja mollissa samanlaisina
(korkeutta huomioon ottamatta) ilman séivel-
lajikarakteristiikkaa kuten tasavireisessikin
viritysjarjestelméssé. Transpositio ei siis vai-
kuta musiikin karakteriin tai affektiin. Tilanne
on tietysti toinen muissa, ei-tasavireisissa viri-
tysjirjestelmissa.

Tamén edition sévelmét ovat luonnollisesti
kaytettavissd missé tahansa saman ajan sellai-
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In selecting the mass melodies I have borne
in mind the fairly free and frequent transpo-
sition practice and limited the choice (as ex-
plained below under ‘T'ransposition’).

COMBINING ORGAN MUSIC
WITH PLAINCHANT

The material in this book is suitable for one of
two strategies:

1) ORGAN MUSIC AS THE STARTING
POINT

For a specific organ piece, a suitable chant
melody is chosen. The chant is transposed to
match the organ music: the tonic of the key in
organ pieces and the finalis of the church mode
of the chant should be the same. The third de-
gree of the key and the third above the firalis
of the church mode should be the same, either
minor or major. (See below on ‘Combining
Modes and Keys’.) A choir is formed of singers
capable of singing at that pitch (on this matter,
see further below).

2) CHANT AS THE STARTING POINT

A chant melody is chosen to suit the natural
range of an existing choir. Suitable organ mu-
sic is selected. The finalis of the church mode
and the tonic of the key should be the same
and both should exhibit the same third (of the
key and above the finalis of the mode), either
minor or major. (See below ‘Combining Modes
and Keys’) It is possible to transpose the organ
music to a range more suitable for the choir.

In the tuning system for French classical or-
gans, namely mean-tone tuning (mésotonique),
all usable transpositions have the same char-
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sessa vokaalimusiikissa, jossa tarvitaan grego-
riaanisia osuuksia.

KIRKKOSAVELLAJIEN JA
SAVELLAJIEN YHDISTAMINEN

Urkumusiikista osa perustui yleisessé kéytossi
olleisiin gregoriaanisiin sévelmiin (esim. eréét
messut, hymnit, Te Deumit ym.), jotka kuuluvat
sévelletyssi musiikissa (eréissé verseteissé)
cantus firmuksena ja joskus temaattisena ai-
neksena. Téma urkumusiikki on luonnollisesti
aina samassa kirkkosévellajissa kuin kyseessi
oleva gregoriaaninen sévelma.

Urkumusiikin muulla ohjelmistolla ei ole yh-
teyttd gregoriaanisiin sdvelmiin. Tamékin mu-
siikki oli tarkoitettu yhdistettavéksi gregoriaa-
nisen laulun kanssa. Nama urkusévellykset ovat
mollissa tai duurissa, niilld on hyvin harvoin
modaalisia piirteitd tai jos on, ne piirteet ovat
heikkoja ja epdjohdonmukaisia. Téllaisia sével-
lyksié ovat cantus firmuksettomat messut seké
sellaiset yhdessi ja samassa sévellajissa olevat
versettikokoelmat, joille ei ole annettu mitéén
liturgista funktiota ja jotka ovat vapaasti kéy-
tettévissé erilaisissa yhteyksissé (esim. messu,
Magnificat ym.) urkurin valinnan mukaan.

Miten mollissa tai duurissa oleva urkumu-
siikki ja sen kanssa vuorotteleva laulu yhdistet-
tiin? Tosin sanoen: mitka savellajit vastaavat
mitikin moodia?

Nivers ja Raison antavat mollin ja duurin
ja toisaalta moodin yhdistdmiseen tiedot, jot-
ka ovat suurelta osin yhdenmukaiset (Nivers
1665, esipuhe; Nivers 1683, 104-113; Nivers 1697,
8; Raison 1688, ”Au lecteur”). Nama tiedot ja
niistd muodostettu kooste ovat liitteess 1.

Yhdistettavin kirkkosévellajin ja sévella-
jin finaliksen tulee olla sama. Saman on oltava

EDITION

acter (with the exception of range) in all minor
and all major keys, just as in equal tempera-
ment. Thus, transposition has no effect on the
character or the affect of the music. This, of
course, is not the case in other, non-equal tem-
peraments.

The chants included here could also be used
in any other music of the same period for which
plainchant interpolations are needed.

COMBINING MODES AND KEYS

Some French organ music was based on com-
monly used Gregorian chants, i.e. some Masses,
hymns, and Te Deums. The Gregorian melodies
are heard—in certain versets of the music—as
a cantus firmus, less frequently as thematic ma-
terial. This type of organ music is in the same
church mode as the chant in question.

The rest of the organ repertoire lacks any
connection to chants, although it was also
meant to be combined with plainchant. It is
very rare for these organ works to have any
modal features, or if such features are occa-
sionally found, they are weak and inconsist-
ent. These compositions are Masses without a
cantus firmus and contain groups of versets in
the same key without any specified liturgical
function, which consequently are serviceable
in any function, i.e. Mass, Magnificat and so on
at the organist’s discretion.

How does one combine organ music in mi-
nor or major with a plainchant in an alternatim
performance? Which key combines with which
ton?

Nivers and Raison give instructions—for
the most part identical—for combining keys
and modes (Nivers 1665, Foreword; Nivers
1683, 104-113; Nivers 1697, 8; Raison 1688, ‘Au
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myos niiden terssi, molli tai duuri. Yhtd moodia
vastaa useampi sivellaji sen mukaan, mink&
korkuinen oli kuoron luonnollinen 4#niala, ts.
gregoriaaninen materiaali voitiin laulaa milta
tahansa kuorolle sopivalta korkeudelta. Kuo-
rolle sopivuuden huomioon ottaminen oli vilt-
tamatonté, koska gregoriaanista materiaalia
laulavan kuoron #iniala oli suppea: laulajat
eivit yleensi olleet ammattilaisia, ja tillainen
kuoro oli todennikdisesti vastahakoinen teke-
méin ylimenoja rekisteristé toiseen.* Kuoron
sévelmén tasoon vaikutti myos se, ettd ur-
kujen transpositioita rajoitti urkujen viritys,
jonka keskisévelvirityksessi ylédkoskettimet
ovat tavallisesti ainoastaan cis, es, fis, gis ja b
eikd mitésin enharmonisia sévelid voida kéyt-
tad. Transpositiosuosituksiin vaikuttivat myos
uruissa kéytetyt erilaiset virityskorkeudet.
Kun urkumusiikki ei pohjaudu tunnistet-
tavaan siévelméin, miten alternatim-esityk-
sessé kaytettava sévelmai sitten kiytannossa
valitaan? Alkuperiinen tilanne oli seuraava:
sévelma oli méaratty ja kuoron déniala tietty;
mahdollinen sévelmin transpositio maaraytyi
niiden mukaan. Urkuri mukautui, valitsi sopi-
van musiikin ja transponoi musiikkinsa kuo-
rolle sopivalle korkeudelle. Tdma menettely on
yksi niisté syistd miksi urkumusiikin improvi-
soiminen oli niin tavallista: se oli helpoin tapa.

4 Nykyisinhén laulajat on koulutettu tekeméin yli-
menoja helpommin kuin aikoinaan ja ovat valmiit
laulamaan melko suurella dénialalla, eiké téhén siksi
kiinnitet4 erityisesti huomiota. Niin ei ollut kysee-
seen tulleiden kuorojen kohdalla. Kuorolle sopiva
transpositio 16ytyi siten, ettéd tonin dominantti valitti-
in hiukan laulajien luonnollisen &énialan keskikohtaa
ylempaé (Nivers 1683, 104): ”- - la Regle commune &
tres bonne est de prendre garde & faire une reflection
serieuse a la Dominante du Choeur, laquelle doit estre
reglée selon la qualité des Voix - - cette Dominante
doit estre un peu plus haute que le milieu de la Voix
naturelle - -”. Téssé editiossa ei ole mahdollista
késitella laulamisen tekniikkaa yksityiskohtaisesti.
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lecteur’). A summary of their instructions may
be found in Appendix 1.

The finalis of the church mode and the key,
which it is to be combined, should be the same.
The third degrees of both should also be the
same, minor or major. A specific mode could
combine with several keys, the key depending
on the natural ambitus of the choir; in other
words, the chant could be sung at any range
suitable to the choir. It was necessary to take
into account the fairly invariable ambitus of the
choir, as frequently the singers were not pro-
fessionals and register breaks were awkward.*
The free choice of the range of the chant was
also restricted by the specific tuning system
of the organs, whereby the upper keys of the
keyboard in the mean-tone tuning system are
normally restricted to C sharp, E flat, F sharp,
G sharp and B flat, and no enharmonic tones
are available. The recommendations for trans-
positions were further influenced by varying
diapasons.

When no chant is identified in the organ mu-
sic, how does one choose the chant in practice?
The original set-up was this: both the chant
sung by the choir and the ambitus of the choir
were prescribed, and the transposition was
chosen accordingly. The organist had to adapt,
choosing suitable music and transposing it to

4 Singers today have been trained to change register
fairly easily. Their ambitus is therefore wider, and the
question of range is seldom a delicate matter. This
was not the case with 17th-century ecclesiastical
choirs. A suitable transposition was one in which the
dominante of the ton was slightly higher than the
middle of the natural range (Nivers 1683, 104): ‘- - la
Regle commune & tres bonne est de prendre garde
& faire une reflection serieuse a la Dominante du
Choeur, laquelle doit estre reglée selon la qualité des
Voix - - cette Dominante doit estre un peu plus haute
que le milieu de la Voix naturelle - -’. It is outside the
scope of this edition to discuss singing technique in
detail.
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Nykyisin tilanne on useimmiten toinen: ur-
kuri on valinnut musiikin etukiteen, ts. sivel-
laji ja mahdollinen transpositio on tullut méa-
ritetyksi. Urkumusiikki maaraé siksi moodin.
Silloin kuoro on hankittava sen mukaan, minki-
laisia vaatimuksia urkumusiikki asettaa. Koska
talla urkumusiikilla ei ole mitédén modaalisia
piirteitd, siité ei voi yksiselitteisesti méaaritel-
14, miké moodi (tai sévelmi) on kyseessé, joten
mahdollisia moodeja on useampia. Ainoastaan
mahdollisesta transpositiosta voidaan jotakin
paételld tarvittavasta moodista. Esimerkki: Jos
urkumusiikki on G-duurissa, sen kanssa laulet-
tavan sévelméin tulee olla VI tai VIII tonissa.
Jos téssé yhteydessé kéytettéisiin kuitenkin
V tai VII moodia, joissa myos on duuriterssi
kuten G-duurissa, rikottaisiin historiallista
kaytantosa, mutta musiikillisesti ja esteetti-
sesti asialla ei olisi merkitysté. Téllaisessa ja
vastaavissa tapauksissa en pid4 musiikillisen
vaikutelman kannalta mitenkéin haitallisena,
ettd sdvelmén valinnassa huolehdittaisiin vain
siitd, ettd urkumusiikin ja gregoriaanisen me-
lodian terssit ovat samat, molli tai duuri. Tamé
edellyttad sité, ettd urkumusiikissa ei ole mo-
daalisia piirteité. Jos valitulla urkumusiikilla
kuitenkin on modaalisia piirteits, on niiden
tietysti masrittiava laulun moodi.

Enta sitten kirkkosévellajin ja toisaalta
urkumusiikin affektien yhteen sovittaminen?
Tiedetaén, ettd jokaisella kirkkosévellajilla kat-
sottiin olevan oma luonteensa, joskin eri kirjoit-
tajat antavat niisté usein toisistaan poikkeavia
luonnehdintoja. Moodien luonteita voitaisiin
kuvata karkeasti seuraavasti:

I vakava

II raskasmielinen

III taipuvainen valitukseen

IV lempe4 ja rauhoittava; toisaalla

EDITION

the right key. This was one reason why impro-
vising organ music was so prevalent: it was the
easiest way for this practice to be carried out.

But today the situation may well be differ-
ent: The organist usually chooses the music
beforehand, i.e. the key and the possible trans-
position has been predetermined. Therefore,
the chant must be chosen according to the or-
gan music. In practice, it might be necessary to
select the singers according to the demands of
the organ music. Since most organ music lacks
modal features, one cannot prescribe a specific
mode or a specific chant to it, so there are sev-
eral options. The only possible clue can be the
nature of the transposition. As an example: If
the organ music is in G major, then the material
to be sung with it should be in the Ve or VIIIe
ton. If the Ve or VIle ton is used, also with a
major third, this would violate historical prac-
tice, but musically and aesthetically it would
make no difference. In cases such as these, I
do not consider it in any way detrimental if, in
the choice of chant, the only common denomi-
nator is the third, minor or major. However, this
is true only where modal features are missing
in the organ music. If the organ music chosen
does have modal elements, then these elements
will obviously determine the mode of the chant.

What about combining the general charac-
ter and affect of the organ music on the one
hand and that of the mode on the other? It is
generally agreed that each mode was consid-
ered to have a particular character, even if the
characterisations differ from author to author.
These could be roughly described in the follow-
ing way:

I serious
]

II sombre

III leaning towards lament
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valittava ja tuskainen

* Vonnellinen

e VI harras

e VII miellyttavi mutta surullinen;
toisaalla iloinen ja viihdyttava

e VIII onnellinen ja luottavainen

Ensinnékin kisitykset moodien luonteesta
eivit olleet yhtenevéiset. Liséiksi saman fina-
liksen omaavat moodit (autenttinen ja plagaa-
linen) saattoivat ilmentéé erilaisia affekteja.
Kun tarkastellaan sivellajien ja moodien yh-
distelmié (ks. liite 1), téll4 ei néyté olevan pal-
joakaan merkitysta. Esimerkiksi F-duurissa
olevan urkumusiikin kanssa voidaan kéyttaa
V, VI, VII tai VIII moodia. On selvii, etti
urkumusiikki oli irtautumassa kirkkosévella-
jien perinteisisté affekteista - jos niill& nyt oli
merkitysté ollutkaan - samoin kuin se oli luo-
pumassa kirkkosévellajeista sindnsé. On ehké
kuitenkin hyva olla tietoinen kunkin kirkko-
sévellajin ja siihen yhdistettévian urkumusii-
kin yleisestd luonteesta. Oma kokemukseni
kuitenkin on, etté télli ei ole juuri vaikutusta
kaytannon tilanteissa. — Ehké on vield syyta
muistuttaa, ettd ranskalaisten urkujen kes-
kisavelvirityksessé kaikki transpositiot soivat
samalla tavalla korkeutta huomioon ottamatta.

Edellisen perusteella valitsin tdhéin editioon
siten ensinnikin kaikki ne gregoriaaniset si-
velmét, jotka urkumusiikissa esiintyvit. Muista
sidvelmisti ei tarvita kaikkia kirkkosévellajeja
vaan molli- ja duuriterssin kasittaviat moo-
dit cantus firmuksettomia urkumessuja sek
Magnificateja varten (ks. Niversin ja Raisonin
ohjeet liitteessi 1). Néin pidattyviinen valin-
ta toisi Magnificateja minimisséén kaksi, jos
kuoron luonnollista &4nialaa ei oteta huomioon.
Olen kuitenkin halunnut tarjota vaihtoehtoja
hieman enemmén: annan Magnificatin yksin-
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e IV tender and tempering; elsewhere
lamenting and painful

* Vhappy

e VIdevout

e VII uniting pleasure and sadness;
elsewhere happy and comforting

e VIII happy and confident

It can be seen that the views of a mode’s
character varied and also that pairs of authen-
tic and plagal modes can express fairly differ-
ent affects. However, in Appendix 1, which de-
scribes the combinations of modes and keys,
authentic and plagal modes do not seem to
exhibit any differences in their use with organ
musie. For instance, F major could be combined
with modes V, VI, VII or VIII. Clearly, organ
music was divorcing itself from the tradition-
al characters of the modes—as far as these
characteristics had had much significance—as
well as from the modes themselves. However, it
might be useful at least to be conscious of the
affects of the modes and the general character
of the organ music in combining them. In my
experience, however, this has very little effect
in practice. It is perhaps appropriate to recall
here that in the mean-tone tuning system used
on French organs, all transpositions sound the
same except, of course, for the range.

All of the chants I have chosen for this edi-
tion were selected according to the require-
ments of the organ music. I have chosen chants
in modes with a minor third and ones with a
major third to be combined with organ music
in minor or major keys, respectively, but not
included all eight church modes. All of them
are not needed, if the instructions for trans-
positions by Nivers and Raison are taken into
consideration (see Appendix 1). Such stringent
guidelines would add only two Magnificats (if
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kertaisia kaavoja yhden jokaisessa moodissa,
mutta sen liséksi muutamia monimutkaisem-
pia versioita. Viimemainitut tarjoavat kuorolle
kiinnostavia musiikillisia haasteita ja kuulijoille
uusia elaimyksié. Ne chants ovat todenndkoises-
ti Niversin siveltiami#, varmasti ainakin hinen
sovittamiaan.

Urkumessuissa yleisimmin, ldhes yksin-
omaan, kiytetty sédvelmé on ”"Cunctipotens
genitor Deus”. Cantus firmuksettomiin urku-
messuihin, ns. luostarimessuihin, sopivat muut
annetut sdvelmét. Luettelo niistd urkumes-
suista on liitteessa 2.

ESITTAMISKAYTANNOSTA

Ranskan klassisen kirkkolaulun esittdmiskay-
tdnnon hienoimmat kysymykset eivét kuulu ta-
mén edition alaan; rajoitun esittdmiskéytannon
yleisimpiin piirteisiin. Témén laitoksen tarkoi-
tuksena on antaa materiaalia juuri esittdmis-
kaytannon kehittdmiseen ja esittamiskéaytan-
non kysymyksiin vastaamiseen.

Kaikki jumalanpalveluksissa kiytettavét
tekstit jaettiin sékeisiin tai sdkeistoihin (ver-
setit, versets). Tama jako oli vakiintunut jo
kauan ennen tarkasteltavana olevaa aikaa.
Hymneissd esitettiin sékeistot vuorotellen,
muista teksteista sie kerrallaan. Téssé edi-
tiossa ndmaé vuorotellen esitettivéit sékeet on
kirjoitettu kukin omalle rivilleen ja sékeistot
toisistaan erotettuina.

Aina kun urkuja kéytettiin, ne aloittivat ja
lopettivat musiikin seké soittivat kaikkien pa-
rittomien séikeiden musiikin. Er#issé tapauk-
sissa tasta kuitenkin poikettiin: Messun Glori-
an alku ja Messun lopetus intonoidaan soolona.
Intonoitavat kohdat ovat seuraavat:

EDITION

the range of the choir is disregarded). I have
chosen, however, to present a somewhat wider
selection. I offer a simple Magnificat formula in
every ton plus a few more intricate Magnificats.
The latter will offer more interesting musical
challenges—and new experiences for the audi-
ence. These examples were probably composed
by Nivers or at least certainly arranged by him.
In organ masses, the most frequently used
chant is almost exclusively Cunctipotens geni-
tor Deus. The Masses without cantus firmus,
common in monasteries and convents, are to
be supplied with the other Mass chants. A com-
prehensive list of extant organ masses without
cantus firmus can be found in Appendix 2.

PERFORMING PRACTICE

The finer points of performing practice of
French plainchant are outside the scope of
this edition. I wish only to touch on the gen-
eral aspects of performance. The purpose of
the present edition is to provide material for
answering questions arising in performance
and for experimenting with performing prac-
tice details.

All liturgical texts for the various services
were divided into lines or stanzas (versets). This
structure was established long before the peri-
od in question. Hymns were performed stanza
by stanza; other texts were performed line by
line. Of the texts printed in this edition, each
stanza or separate line indicates a separate
verset.

When the organ was used, it would start
and finish the piece, as well as playing every
odd-numbered verset. There are only a few
exceptions to this practice; for instance, in the
Mass, the celebrant or a soloist would intone
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Messu: "Gloria in excelsis Deo”; ”Ite, missa est”
Magnificat: "Magnificat”
Te Deum: "Te Deum laudamus”

Jos siikeisti tai sdkeistoistd viimeinen osui
kuorolle, urut soittivat viela ”Amenen”, lyhyen
muutaman tahdin mittaisen loppusoiton. Ur-
kuri voi hyvin improvisoida sellaisen kyseessé
olevassa moodissa tai sévellajissa. Naisté lop-
pusoitoista Nivers antaa esimerkkeji toisessa
urkukirjassaan (1667).

Jos urkuri kokoaa irrallisista tai funktiotta
annetuista verseteisti uuden kokonaisuuden,
on hénen hyvi tietéds, ettd Caeremoniale Pari-
siensen® mukaan erityisen juhlalliset versetit
(joiden aikana jumalanpalvelusvieraat polvis-
tuivat) olivat sellaisia, joiden aikana ei sopinut
soittaa mitédn riehakasta vaan harrasta, teks-
tin luonteen mukaista musiikkia. Nama versetit
ovat (esillé olevasta materiaalista) seuraavat:

HYMNIEN SAKEISTOT

Pange lingua gloriosi: "Tantum ergo sacramen-
tum - -” (urut, nro 3)

Verbum supernum: ”O salutaris hostia - -”
(urut, nro 3)

Ave maris stella: ”Virgo salutaris - -”

(urut, nro 3)

Ad coenam: "Quaesumus, Auctor omnium - -”
(urut, nro 5)

MESSU, GLORIAN SAKEET

”Qui tollis peccata mundi, suscipe deprecatio-
nem nostram.” (urut, nro 6)

”Tu solus altissimus, Jesu Christe.”

(urut, nro 8)

5 M. Sonnet: Caeremoniale Parisiense ad usum omnium
ecclesiarum collegiatarum, parochialium et aliarum et
dioecesis Parisiensis, Paris 1662. Lainattu teoksessa
Diederich 1975.
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the Gloria and the ending of the Mass. The in-
toned lines in the repertoire included in this
edition are the following:

Mass: ‘Gloria in excelsis Deo’; ‘Ite, missa est’
Magnificat: ‘Magnificat’

Te Deum: ‘Te Deum laudamus’

If the last line or stanza is even numbered
and thus sung by the choir, the organ should
finish with a short postlude of a few bars for
the ‘Amen’. The organist could easily improvise
the bars in the appropriate mode or key. Nivers
gives examples of organ ‘Amens’ in his second
organ book (1667).

If the organist assembles a new whole
from separate or unspecified versets, it is
perhaps useful to know that according to the
Caeremoniale Parisiense,® certain especial-
ly holy versets, the so-called kneeling ver-
sets (during which the service participants
would kneel), should have music that is not
too vivacious, but devout, in keeping with the
character of the text. The versets in ques-
tion for the repertoire in this edition are:

HYMN STANZAS

Pange lingua gloriosi: ‘Tantum ergo sacramen-
tum’ (organ, no. 3)

Verbum supernum: ‘O salutaris hostia’
(organ, no. 3)

Ave maris stella: ‘Virgo salutaris’ (organ, no. 3)
Ad coenam: ‘Quaesumus, Auctor omnium’
(organ, no. 5)

MASS, GLORIA LINES
‘Qui tollis peccata mundi, suscipe

5 M. Sonnet, Caeremoniale Parisiense ad usum omnium
ecclesiarum collegiatarum, parochialium et aliarum et
dioecesis Parisiensis (Paris: 1662). Quoted in Diederich
1975.
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MAGNIFICATIN SAKEET
”Suscepit Israel puerum suum - -” (urut, nro 5)
”Gloria Patri - -” (urut, nro 6)

Sailyneitten messujen, Magnificatien ja
hymnien urkuversettien tarkastelu osoittaa
kuitenkin, ettei tata ohjetta endd 1600-luvun
lopulla aina noudatettu — ainakaan nyky-ym-
mérryksen valossa.

Notaation tulkitsemisesta Nivers antaa
Dissertationissaan (1689, 91-92) yksiselitteiset
ohjeet. Nuottiarvojen ja taukojen eri pituuksia
on noudatettava. (Ks. "Editointi”.)

Ornamenttien ja musica fictan (tilapaisten
etumerkkien) suhteen Niversilld kirjoja on
kahdentyyppisiéd. Luostareille tarkoitetuissa
sévelmékirjoissa on ornamentit ja tilapéiset
etumerkit merkitty. Sen sijaan gradualet ja
antiphonariumit seurakuntia varten edustavat
konservatiivista editointia: niisté puuttuvat or-
namentit ja musica ficta.

On kuitenkin todennékoisté, ettd myos tdhin
materiaaliin on esityksissi lisittéva mahdol-
linen musica ficta® ja sen hillitty ornamentoin-
ti on mahdollista. Aina kun mahdollista olen
valinnut ornamentein varustetun version.
Esityksessé ornamentit voidaan tietysti jét-
ta& poiskin. Nivers kirjoittaa ornamenteista
Dissertationissaan (1683, 52), etti niiden tulee
noudattaa plain-chantin tyylié, jonka on oltava

6 Koska musica ficta on luonteensa mukaisesti esitté-
jésté ja yhteydesté riippuvaista, en ole tehnyt siita
omia ehdotuksiani. Tilapaisten etumerkkien mah-
dollisessa lisdémisessi voi olla hyotya siitd huomiosta,
ettd todennékoisesti niita kiytettiin runsaammin ur-
kumusiikissa sen tonaalisen luonteen mukaisesti kuin
laulussa. Toisaalta sama néyttié - tosin vihiisem-
méssi midrin - olleen tapahtumassa erissé grego-
riaanisissa melodioissa, nimittin niissi, jotka vaikut-
tavat uudemman tyylisilté ja mahdollisesti Niversin
séveltamilté.
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deprecationem nostram’ (organ, no. 6)
‘T'u solus altissimus, Jesu Christe’ (organ, no. 8)

MAGNIFICAT LINES
‘Suscepit Israel puerum suum - -’ (organ, no. 5)
‘Gloria Patri - -’ (organ, no. 6)

Closer inspection of the extant music for
Masses, Magnificats and hymns makes it clear
that this rule was not uniformly applied at the
end of the seventeenth century—at least ac-
cording to modern understanding.

Interpreting chant notation is unequivocally
explained by Nivers in his Dissertation (1689,
91-92). The duration of notes and rests must be
respected. (See ‘Editing’.)

Nivers’s books can be divided into two dif-
ferent types. In the chantbooks for religious
orders, ornaments and musica ficta are notat-
ed. Graduals and antiphonaries for parishes
show a conservative attitude to notation: they
lack any ornaments or musica ficta. However,
it is likely that musica ficta should be added in
performance® and that restrained ornamen-
tation is possible. I have frequently chosen an
ornamented version whenever one is available.
In performance it is also feasible, of course, to
leave out any ornaments. Nivers writes in his
Dissertation (1689, 52) that ornaments should
comply with the style of the plainchant and
must be simple and coherent (simple & uny).

6 Because the application of musica ficta depends on
the performer and the circumstances, I have not
made any suggestions of my own concerning it. In
considering chromatic alteration, it might be useful
to observe that it was more common in organ music
because of its tonal character than in chant. On the
other hand, if organ music had clearly lost most of its
original connection to church modes, the same is to a
lesser degree happening in some of the more modern
chants, especially those possibly newly composed by
Nivers.
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yksinkertainen ja yhtendinen ("simple & uny”).
Edelleen hin sanoo, etti

Ce n'est pas que l'on ne puisse fort bien faire quel-
ques ports de voix, pourveu que cela se fasse na-
turellemenet & sans affectation; - - & que l'on fait
mesme sans y penser. Mais de faire des passages
& fredons au Pleinchant, des tirades ou roulades,
des double cadences ou des simples avec affecta-
tion; Toutes ces manieres sont indignes du Chant
Gregorien.

Ei niin, etteiko voisi mitd mainioimmin tehdd joita-
kin port-de-voix-ornamentteja edellyttden ettd ne
tehdddn luonnollisestija ilman teenndisyyttd; - - ja
kun ne tehdddn ikddn kuin ajattelematta. Mutta
tehdd diminuutioita ja monimutkaisia ornament-
teja plain-chantissa, tiratoja tai kiertdvid kuvioita,
pitkid trillejd tai lyhyitd affektistisia trillejd: kaikki
ndmd tavat hdpdisevdt gregoriaanisen laulun.

Niinpé Niversin tekstissé esiintyy vain yksi
ornamenttimerkki: +. Sen tulkinnasta kertoo Ni-
versin Motets seuraavasti (1689, ”Observations”):

La simple Cadence & ordinaire, est exprimée par
une petite croix posée directement dessus ou des-
sous la Note qu’il faut trembler: mais quand elle
est posée un peu aprés la Note, c’est-a-dire qu’il
ne faut trembler qu’un peu aprés la Note touchée.

Lyhyt tavallinen trilli ilmaistaan pienelld ristilld,
Jjoka sijaitsee suoraan sen nuotin yld- tai alapuolel-
la, jolla trillataan. Mutta kun se on sijoitettu hiu-
kan nuotin jilkeen, se merkitsee, ettd trilli tehdddn
vasta hiukan tuon sdvelen jilkeen.

Risti nuotin kohdalla merkitsee siis tril-

lid tuolla savelelld (alkaen péaisévelelld). Jos
merkki on painettu hiukan nuotin jilkeen
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He goes on to explain that

Ce n’est pas que l'on ne puisse fort bien faire
quelques ports de voix, pourveu que cela se fasse
naturellemenet & sans affectation; — - & que l'on
fait mesme sans y penser. Mais de faire des pas-
sages & fredons au Pleinchant, des tirades ou
roulades, des double cadences ou des simples avec
affectation; Toutes ces manieres sont indignes du
Chant Gregorien.

1t is perfectly possible to make some port-de-voix
ornaments, provided they are made in a natural
and uncontrived manner; — - and when they are
made as if without thinking. But to make diminu-
tions and complicated ornaments in plainchant,
tirades or circular diminutions, long trills or short
affected trills: all this will disgrace the Gregorian
chant.

Consequently, Nivers uses only one sign for
ornaments: +. The interpretation is given in his
Motets (1689, Observations):

La simple Cadence & ordinaire, est exprimée par
une petite croix posée directement dessus ou des-
sous la Note qu'il faut trembler: mais quand elle
est posée un peu aprés la Note, c’est-a-dire qu’il
ne faut trembler qu’un peu aprés la Note touchée.

A short ordinary trill is denoted with a small
cross placed directly over or under the note that is
trilled. But when it is placed a little after the note,
it means that the trill is made a little after the note.

A cross sign denotes a trill on the note in
question (beginning on the main note). If the
sign is printed a little after the note (in practice,
between two notes), then the trill is performed
appuyé, beginning with an appoggiatura. This
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(kaytannossé kahden nuotin viliin), lauletaan
trilli appuyé eli se aloitetaan appoggiaturalla.
Tama appoggiatura on edeltiva painettu nuotti
sidottuna trilliin. Nivers ei sano mitéén siit4,
onko vuorotteleva sivusével paésévelen ylé- vai
alapuolella. Kumpikin tulee kysymykseen riip-
puen melodian linjan suunnasta.

Toisaalla Nivers huomauttaa (1683, 176),
ettd semibrevis voi tarkoittaa port-de-voix-or-
namenttia, kun laulettava tavu aloitetaan jo
brevistd edeltavilla semibrevikselld. Tamé
tapa on anticipatione della sillaba eli "tavun en-
nakoiminen”. Anticipatione della sillaba esiin-
tyy myos hitaammissa nuottiarvoissa: brevis
sidotaan longaan eli tissé editiossa puolinuotti
sidotaan kokonuottiin. Port-de-voix on néissi
tapauksissa painoton etulyonti.

Toisin sanoen Nivers hahmottaa etulyon-
nit (pédsivelts astekulussa edeltévit sévelet”)
joko painollisina tai painottomina. Painolliset
etulyonnit (appoggiaturat) on merkitty (myos
trillin sisdltévilld) symbolilla kahden nuotin
vélissé, ja painottomat etulyonnit on merkitty
nuotein. Molemmat ornamentit esiintyvét myos
kaikessa muussa saman ajan musiikissa.

Ranskalaisen gregoriaanisen laulun yleises-
ta esittamistyylista lainaan Monique Brulini&
(1997, 40): Plain-chantin laulamisen on oltava
vakavaa (grave), selkeéa (distinct), harrasta (de-
vot), melodista (mélodieux), tarmokasta (viril) ja
energisté (énergique).

Jumalanpalvelukset luokiteltiin juhlallisuu-
tensa mukaan arvoluokkiin. Laulun tempon tuli
mukautua siihen: mité juhlallisempi tilaisuus,
sitd hitaampi tempo.

Niversin uudistus teroittaa klassisen latinan
sanapainojen ja tavujen pituuden noudattamista
plain-chantissa. Ranskan kielen mukainen paino-

7 Tamén edition materiaalissa esiintyy myos yksi
hyppy port-de-voix-ornamentilla.
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appoggiatura is the preceding printed note and
slurred to the trill. Nivers does not state if the
alternating trill note is the upper or the lower
auxiliary. Both are possible, depending on the
direction of the melody line.

Nivers points out (1683, 176) that a semibre-
vis can denote a port-de-voix when the sung syl-
lable begins on a semibrevis preceding a brevis,
and marks this with a slur (elsewhere called
anticipatione della sillaba). This feature can al-
so be seen within slower note-values: when a
brevis is tied to a longa (in this edition a minim
and a semibreve). This port-de-voix is therefore
unstressed._

In other words, Nivers considers ports-de-
voix (auxiliaries preceding a main note) to be
both accented and unaccented. Appoggiaturas
(together with the following trill) are marked
with a cross sign between two notes, and unac-
cented auxiliaries with a note. Both ornaments
are abundant in other kinds of music from the
same period.

About the general singing style of French
plainchant, I would like to cite Monique Bru-
lin (1997, 40): it must be serious (grave), clear
(distinct), devout (dévot), melodious (mélodieux),
virile (viril), and energetic (énergique).

The church services were graded according
to their festivity. The tempo of singing should
conform to the grade: the more festive the oc-
casion, the slower the singing.

The reform carried out by Nivers empha-
sises adherence to the accentuation and length
of the syllables of classical Latin in plainchant.
However, accentuation typical of the French
language can frequently be seen in the shape
of the melodies. It is therefore clear that the
pronunciation of Latin did not closely follow the
Roman manner. To avoid a conflict between the
shape of the melody and the accentuation of the
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tus nékyy kuitenkin usein melodian muodostuk-
sessa huolimatta Niversin uudistuspyrkimyksis-
ta. On siten selvai, etté latinan lausuminen ei
noudattanut téydelleen roomalaista tapaa. Jotta
valtyttaisiin ristiriidalta melodian muodon ja
tekstin painotuksen vililld, on syyt harkita lati-
nan painotuksen ja dantdmisen mukauttamista
niiden ajan tapaan.® Rekonstruktioita siité ovat
tehneet erityisesti Harold Copeman ja Patricia
M. Ranum. Jos kuoro sité opettelee, on ranskan
kielen natiivipuhujasta tai ranskan fonetiikan
asiantuntijasta suurta apua.

EDITOINTI

SAVELMAT

Eraissé tapauksissa, joissa eri sidkeistot tai si-
keet toistuvat samalla melodialla, sanatavujen
pituuden vaihtelu aiheuttaa myos sévelten kes-
toon ja mahdollisesti melodiaankin muutoksia.
N&ama on Nivers yleensi kirjannut ja annan ne
lahteen mukaan. Epéselvii on, tulisiko tamé
tehdi myos erdissé muissa tapauksissa joita
ei ole kirjattu, vai tarkoitetaanko ettd muutos
on tarpeeton. Jos nuo pienet vaihtelut otetaan
huomioon, kyseessé on tekstin vaikutus sével-
maéin, ei toisin pain. Mutta toisaalla Nivers
kuitenkin sanoo (1683, 98), etti pitda seurata
melodiaa, ei tekstis, jos niiden vililld on eroja
("si le Chant requiert autrement”).

TEKSTIT
Tekstien kohdistaminen nuotteihin noudattaa
lahteita.

Tekstin jokainen versetti on kirjoitettu
omalle rivilleen ja sékeistot erilleen. Versetit

8 Ranskalaistyyppisten urkujen ja rekisterdintien
virimaailma on myos lahempéné "ranskalaista’ kuin
‘italialaista’ latinaa.
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EDITIO

text, it is necessary to consider adapting the ac-
centuation and pronunciation to contemporary
fashion. Reconstructions of ‘French Latin’ have
been made by Harold Copeman and Patricia M.
Ranum. A native French speaker and/or expert
in French phonetics will be of great help to a
choir attempting to learn French Latin.”

EDITORIAL POLICY

MELODIES

In some of the versets there are occasional-
ly minor differences in the accentuation and
lengths of syllables in corresponding lines of
different stanzas. These differences might have
an impact on melody and rhythm. Nivers gives
many such variants, and I have included them
all. There may well be more, unnotated, var-
iants, even if we have no explicit information
about them. When these minor changes are re-
alised, it is understood that the text influences
the music, not the other way round. However,
Nivers also states (1683, 98) that, if there is
a conflict, the chant should be followed (‘si le
Chant requiert autrement’).

TEXTS
The underlay of words to the notes follows the
original source.

Concerning the texts printed in this edition,
each stanza or separate line indicates a sepa-
rate verset. Odd-numbered versets are to be
played by the organ, and even-numbered ones
are sung by the choir. The texts belonging to
the organ versets appear in italics in the score.

Orthography follows the original source,

7 Typical French organ registrations accord much bet-
ter with the nasal or slightly nasal vowels of ‘French
Latin’ than with ‘Italian Latin’.
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olen numeroinut; parittomat soittaa urut ja
parilliset laulaa kuoro. Uruille osuva teksti on
nuoteissa kirjoitettu kursiivilla.

Oikeinkirjoituksessa olen pitdytynyt Ni-
versin ajankohdan tapaan, koska sillé on vai-
kutusta déntédmiseen (esim. “ejus”). Erdissa
tapauksissa olen kuitenkin omaksunut klassi-
sen latinan mukaisen tavan silloin, kun tavutta-
minen olisi muuten vaikeaa (esim. “exsultate”,
ei “exultate”).

Isojen kirjainten kéytté noudattaa sekin
Niversin tapaa, vaikka eriissd kohdin olen
yhdenmukaistanut kirjoitustavan léhteiden
enemmistén mukaan. "&”-merkin olen korvan-
nut sanalla "et”.

Epéselvissi tapauksissa olen tarkistanut
tekstit ja valimerkit uudemmista l&hteista
(Antiphonale monasticum; Liber usualis missae
et officii; Harper 1991).

Sellaisiin hymneihin, joissa sikeistdjen
médré on parillinen, olen lisdnnyt loppuun sa-
nan "Amen” urkujen loppusoittoa varten.

NOTAATIO

Niversin kiyttadmien merkkien mééra on var-
sin suppea. Esimerkin Niversin nuottitekstista
annan kirjan alussa nidkoispainoksena.

Olen muuttanut - sellaisenaan varsin hel-
posti luettavan - alkuperidisnotaation mo-
derniksi.’ Transkriptiostani on selvitys alla.
Kynnys gregoriaaniseen ohjelmistoon tottu-
mattomalle tai amatooreista koostuvalle kuo-
rolle on néin matalampi.

Alkuperiiset nelikulmaiset nuottipéét olen
korvannut pyoreillad. Tama noudattelee St-Cy-
rin instituutiolle osoitetun kirjan Chants et
Motets notaatiota, jossa mustat nelikulmaiset
nuotit on korvattu pyoreilld valkoisilla nykyisen

9 Téten olen myos vélttényt kirjaston asettamat teki-
jénoikeusongelmat ja kopiointirajoitukset.

EDITION

even in cases where it differs from classical Lat-
in if the spelling has an impact on pronuncia-
tion (e.g. ejus). In some cases where the division
into syllables is difficult, I have used classical
Latin orthography (e.g. ex-sultate instead of ex-
ultate).

The use of capital letters also follows Niv-
ers, even if in some rare cases I have standard-
ised the orthography following the majority of
the sources. I have replaced the ampersand (&)
with et.

In some ambiguous cases I have amended
the texts after checking them against modern
chantbooks (Antiphonale monasticum; Liber usu-
alis missae et officii; Harper 1991); the same is
true of punctuation.

In hymns which have an even number of
stanzas, I have added the word ‘Amen’ to the
end to indicate that a postlude is needed by the
organ.

NOTATION

The number of signs used by Nivers is fairly
limited. A facsimile page showing Nivers’s
notation can be found at the beginning of the
present volume.

I have changed the original notation to mod-
ern notation, even if the original is very easy to
read.® The principles for my transcription of
Nivers’s notation, as used in this edition, are
given below. This notation surely cannot raise
any objection from a modern choir in taking up
this repertoire, even if the choir is made up of
amateurs.

Square note-heads are replaced by round
modern note-heads. This is modelled after

8 By making transcriptions, I have also avoided copy-
right and copying complications imposed by the Bib-
liotheque nationale de France.
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muotoisilla nuoteilla. Ottaen huomioon grego-
riaanisen laulun esittdmistavan on samanteke-
vad, ymmartaako tdmén transkription nuotti-
arvojen reduktioksi.

Nuottiviivastot olen muuttanut moderneik-
si viisiviivaisiksi, ja nuottiavaimet on korvat-
tu yleisimmilld moderneilla avaimilla. Olen
valinnut nuottiavaimet ja oktaavialan siten,
ettéd valtan runsaita apuviivoja. Kaikki léhteet
St-Cyrid lukuun ottamatta olettavat kuoron
Adnityypiksi 1dhinnd tenorin. Siten suurin
osa sivelmisti on kirjoitettu f-avaimelle (nel-
jannella viivalla). Joskus olen kéyttéanyt myos
gl-avainta (toisella viivalla) - lauloivathan téata
ohjelmistoa my6s nunnat. Sdvelmét ovat niin
yksinkertaisia, ettéd ne voidaan laulaa helposti
missé tahansa oktaavialassa ja milta tahansa
korkeudelta.

Tahtiosoituksia ei téassi musiikissa tarvita,
silla painotus méiaraytyy tekstin mukaan. Kay-
tdnnossi iskualat vaihtelevat siten kahden ja
kolmen kesken.

Téassé editiossa musica ficta on kirjoitettu
n#kyviin Niversin tavalla. Etumerkki vaikut-
taa vain sitd seuraavaa nuottiin tai sen valitto-
méén repetitioon. ”Varmentavia” etumerkkeja
olen kayttanyt harkinnan mukaan nuottien
ylapuolella.

KIRKKOSAVELLAJIEN

JA TRANSPOSITIOIDEN
MERKITSEMISESTA

Kirkkosévellajeista kiytéan roomalaisia nume-
roita. Kyseessé olevan ajan ranskalainen teoria
perustui kahdeksaan moodiin, joiden finalikset
olivat (I) d, (II) d, (dII) e, IV) e, (V) £, (VD) f,
(VII) g JA (VIII) g. Tosin III moodin firalis on
usein dominantella (g).

EDITION

Chants et motets compiled for St Cyr, where
square black note-heads are replaced by round
white note-heads resembling modern ones. It
is irrelevant considering the nature of chant
singing if this represents a reduction in note
values.

The staves have been changed into modern
5-line ones and the clefs have been modernised.
The clefs and octaves were selected in order to
avoid using ledger lines. All sources except St
Cyr assume the vocal range of the singers to be
tenor. Thus, most of the chants are notated in
the F clef (on the fourth line). Some are notated
in the G clef (on the second line), as nuns would
also sing some of this repertoire. As the melo-
dies are quite simple, it should not be a problem
to sing them in any suitable octave and pitch.

No time signatures are needed in this mu-
sic, because the accentuation is determined by
the text. In practice the length of a ‘bar’ (in the
modern sense) varies between two and three
beats.

Musica ficta is given according to Nivers’s
usage. An accidental is valid only for the fol-
lowing note and its immediate repetition. I
have used ‘cautionary’ accidentals on top of
the notes.

HOW TO DENOTE CHURCH TONES AND
TRANSPOSITIONS

The modes are identified by Roman numerals.
The French used a system of 8 modes with fi-
nals of (I) d, (IT) d, (III) e, AV) e, (V) f, (VD)
f, (VII) g, and (VIII) g. The final of IIle ton
was frequently on the dominant (g). If I write
a chant or mode being ‘in X’, the letter is the
final of the mode.
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HYMNIT
HYMNS

Hymnit ovat sévellettyé latinankielista runout-
ta Jumalan ylistykseksi. Sékeistojéa on useita,
kaikki samaa runomittaa. Normaalisti hymni
esitettiin alternatim. Urkujen musiikki aloitti,
kuoro jatkoi, urut ja kuoro vuorottelivat, ja urut
lopettivat kokonaisuuden. Jos sékeistdja on
parillinen mééra ja siis kuoro laulaa viimeisen
sékeiston, on urkujen soitettava lopetukseksi
”Amen”. Hymneji ei intonoitu.

EDITIO

Hymnien sikeiden vélisten taukojen pituudet
vaihtelevat eri ldhteissi ja myos saman lah-
teen samanmuotoisten runojen kesken. Epé-
loogiset (tai mahdollisesti virheelliset) tauot
olen korvannut runon muotoa noudattavilla
taukojen pituuksilla.

30

Hymns are Latin poetry in praise of God in
metrical verse set to music. They all have sev-
eral stanzas, all in the same metre and melody.
Normally a hymn would be performed alter-
natim. The organ begins, the choir continues
and after alternating, the organ completes the
hymn. If there is an even number of stanzas
and the choir sings the last one, then the or-
gan must conclude with a short verset for the
‘Amen’. Hymns were not intoned.

EDITING

The lengths of rests between hymn phrases
vary among the sources and among poetry in
the same metre even in a single source or be-
tween several sources. I have replaced illogical
(and possibly incorrect) rests with ones that
agree with the structure of the poetic metre.
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AD COENAM

Ad coenam on péadsidisajan hymni, joka laulet-
tiin vespereissé paésidissunnuntaista helators-
taihin.

Liahde
AR 1701, 86-87.

(1) Ad coenam Agni providi,
et stolis albis candidi,

post transitum maris Rubri,
Christo canamus principi.

(2) Cujus corpus sanctissimum,
in ara crucis torridum,

cruore ejus roseo

gustando vivimus Deo.

(3) Protecti Paschae vespere
a devastante Angelo,

erepti de durissimo
pharaonis imperio.

(4) Jam Pascha nostrum Christus est,
qui immolatus Agnus est,

sinceritatis azyma,

caro ejus oblata est.

HYMNS

AD COENAM

Ad coenam is an Easter hymn, sung at Vespers
from Easter Sunday until Ascension.

Source
AR 1701, 86-87.

(5) O vere digna hostia,

per quam fracta sunt tartara,
redempta plebs captivata,
reddita vitae praemia.

(6) Consurgit Christus tumulo,
victor redit de barathro,
tyrannum trudens vinculo,

et paradisum reserans.

(7) Quaesumus, auctor omnium,
in hoc Paschali gaudio,

ab omni mortis impetu

tuum defende populum.

(8) Gloria tibi Domine,

qui surrexisti a mortuis,
cum Patre et sancto Spiritu,
in sempiterna saecula.

(9) Amen.
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AETERNAE REX ALTISSIME

Aeternae rex altissime kuuluu helatorstain ma-
tutiinaan. Savelma on sama kuin hymnilla Ver-
bum supernum prodiens (ks. jalj.).

(1) Aeterne rex altissime,
redemptor et fidelium,

cui mors perempta detulti,
summae triumphum gloriae.

(2) Ascendis orbes siderum,
quo te vocabat coelitus
collata, non humantius,
rerum potestas omnium.

(3) Ut trina rerum machina,
coelestium, terrestrium,

et inferorum condita,
flectat genu jam subdita.

(4) Tremunt videntes angeli
versam vicem mortalium:
peccat caro, mundat caro,
regnat Deus Dei caro.

AETERNAE REX ALTISSIME

Aeternae rex altissime belongs to the Matins of
Ascension day. The melody is identical with the
one of Verbum supernum prodiens (see below).

(5) Sis ipse nostrum gaudium,
manens olympo praemium,
mundi regis qui fabricam,
mundana vincens gaudia.

(6) Hinc te precantes quaesumus,
ignosce culpis omnibus,

et corda sursum subleva

ad te superna gratia.

(7) Ut cum repente coeperis
clarere nube judicis,

poenas repellas debitas,
reddas coronas perditas.

(8) Jesu, tibi sit gloria,
qui victor in coelum redis,
cum Patre, et almo Spiritu,

in sempiterna saecula.

(9) Amen.
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A SOLIS ORTUS CARDINE

A solis ortus cardine on jouluajan hymni, jo-
ka laulettiin erityisesti laudes- ja completo-
rium-hetkipalveluksissa.

Lahteet
AR 1701, 38-39; AM/AR 1696, 25.

Editio

Ornamentit ovat AM/AR 1696:n variantista,
jonka loppu poikkeaa tunnetuista urkuversi-
oista ja AR 1701:sté.

(1) A solis ortus cardine

ad usque terrae limitem,
Christum canamus principem,
natum Maria Virgine.

(2) Beatus auctor saeculi
servile corpus induit:

ut carne carnem liberans,
ne perderet quos condidit.

(3) Castae parentis viscera
caelestis intrat gratia:
venter puellae bajulat
secreta, quae non noverat.

(4) Domus pudici pectoris
templum repente fit Dei:
intacta nesciens virum,
verbo concepit filium.

34

A SOLIS ORTUS CARDINE

A solis ortus cardine is a Christmas hymn, which
was sung especially at Lauds and Compline.

Sources
AR 1701, 38-39; AM/AR 1696, 25.

Editing

Ornaments come from the variant in AM/AR
1696, which has a different ending from the
extant organ versions and AR 1701.

(5) Enixa est puerpera

quem Gabriel praedixerat,
quem matris alvo gestiens
clausus Joannes senserat.

(6) Foeno jacere pertulit,
praesepe non abhorruit:
parvoque lacte pastus est,
per quem nec ales esurit.

(7) Gaudet chorus caelestium,
et Angeli canunt Deo:
palamque fit pastoribus
Pastor, creator omnium.

(8) Gloria tibi Domine,

qui natus es de Virgine,
cum Patre et sancto Spiritu
in sempiterna saecula.

(9) Amen.
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HYMNIT

AVE MARIS STELLA AVE MARIS STELLA

Ave maris stella is one of the hymns for Ves-
pers of the Virgin Mary. It was sung before

Ave maris stella on yksi Maria-vesperien hym-
neist4, joka laulettiin ennen Magnificatia.

the Magnificat.

Léhde
AR 1701, xxx. Source
AR 1701, xxx.
(1) Ave maris stella, (5) Virgo singularis,

36

Dei mater alma,
atque semper Virgo,
felix caeli porta.

(2) Sumens illud ave
Gabrielis ore,
funda nos in pace,

mutans Evae nomen.

(3) Solve vincla reis,
profer lumen caecis:
mala nostra pelle,
bona cuncta posce.

(4) Monstra te esse matrem:

sumat per te preces,
qui pro nobis natus,
tulit esse tuus.

inter omnes mitis,
nos culpis solutos,
mites fac et castos.

(6) Vitam praesta puram,
iter para tutum:

ur videntes Jesum,
semper collaetemur.

(7) Sit laus Deo Patri,
summo Christo decus,
Spiritui sancto,

tribus honor unus. Amen.
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CHRISTE REDEMPTOR OMNIUM

Christe Redemptor omnium -hymnisté on kak-
si versiota. Ensimméinen, versio A, kuuluu
joulunajan vespereihin, toinen, versio B, taas
Pyhiinmiesten péivén vespereihin. Versio B
on transponoitu kokosévelaskelen verran alas
sopiakseen Niversin ja Corretten urkuverset-
tien yhteyteen.

CHRISTE REDEMPTOR OMNIUM (A)

Lihde
AR 1701, 40-41.

(1) Christe Redemptor omnium,
ex Patre Patris unice,

solus ante principium

natus ineffabiliter.

(2) Tu lumen, tu splendor Patris,
tu spes perennis omnium:
intende quas fundunt preces

tui per orbem famuli.

(3) Memento salutis auctor,
quod nostri quondam corporis,
ex illibata Virgine

nascendo, formam sumpseris.

(4) Sic praesens testatus dies,
currens per anni circulum,
quod solus a sede Patris
mundi salus adveneris.
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HYMNIT

CHRISTE REDEMPTOR OMNIUM

There are two versions of Christe redemptor om-
nium: the first (A) belongs to Vespers during
the Christmas season; the second (B) belongs
to Vespers on All Saints’ Day. In order to make
the chant agree with Nivers’s and Corrtte’s or-
gan versets, version B has been transposed one
step down.

CHRISTE REDEMPTOR OMNIUM (A)

Source
AR 1701, 40-41.

(5) Hunc caelum, terra, hunc mare,
hunc omne quod in eis est,
auctorem adventus tui

laudans exsultat cantico.

(6) Nos quoque, qui sancto tuo
redempti sanguine sumus,
ob diem natalis tui

hymnum novum concinimus.

(7) Gloria tibi Domine,

qui natus es de Virgine,

cum Patre et sancto Spiritu,
in sempiterna saecula. Amen.
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HYMNIT
CHRISTE REDEMPTOR OMNIUM (B) CHRISTE REDEMPTOR OMNIUM (B)
Lahde Source
AR 1701, 193. AR 1701, 193.

(1) Christe Redemptor omnium,
conserva tuos famulos,

beatae semper Virginis
placatus sanctis precibus.

(2) Beata quoque agmina
caelestium spirituum,
praeterita, praesentia,
futura mala pellite.

(3) Vates aeterni judicis,
apostolique Domini,
suppliciter exposcimus
salvari vestris precibus.

(4) Martyres Dei inclyti,
confessoresque lucidi,
vestris orationibus

nos ferte in caelestibus.

(5) Chori sanctarum Virginum,
monachorumque omnium,
simul cum sanctis omnibus
consortes Christi facite.

(6) Gentem auferte perfidam
credentium de finibus,

ut Christo laudes debitas
persolvamus alacriter.

(7) Gloria Patri ingenito,
ejusque Unigenito,

unam cum sancto Spiritu,

in sempiterna saecula. Amen.
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HYMNIT
CONDITOR ALME SIDERUM CONDITOR ALME SIDERUM
Conditor alme siderum laulettiin adventin ves- Conditor alme siderum was sung at Vespers dur-
pereissa. ing Advent.
Lihde Source
AM/AR 1696, 10. AM/AR 1696, 10.

(1) Conditor alme siderum,
aeterna lux credentium,
Christe Redemptor omnium,
exaudi preces supplicum.

(2) Qui condolens interitu
mortis perire saeculum,
salvasti mundum languidum,
donans reis remedium:

(3) vergente mundi vespere,
uti sponsus de thalamo,
egressus honestissima

Virginis matris clausula.

(4) Cujus forti potentiae,
genu curvantur omnia,
caelestia, terrestria,
nutu fatentur subdita.

(5) Te deprecamur, agie,
venture judex saeculi,
conserva nos in tempore,
hostis a telo perfidi.

(6) Laus, honor, virtus, gloria
Deo Patri, et Filio,
sancto simul Paraclito,

in saeculorum saecula.

(7) Amen.
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HYMNIT
DEUS TUORUM MILITUM DEUS TUORUM MILITUM
Deus tuorum militum -hymni laulettiin marttyy- Deus tuorum militum was sung at Vespers for
rien vespereissa. martyrs.
Lihde Source
AM/AR 1696, viij. AM/AR 1696, viij.

(1) Deus tuorum militum
sors, et corona, praemium,
laudes canentes Martyris
absolve nexu criminis.

(2) Hic nempe mundi gaudia,
et blandimenta noxia
caduca rite deputans,
pervenit ad caelestia.

(3) Poenas cucurrit fortiter,
et sustulit viriliter,

pro te efftundens sanguinem,
aeterna dona possidet.

(4) Ob hoc praecatu supplici
te poscimus, piissime:

in hoc triumpho Martyris
dimitte noxam servulis.

(5) Laus et perennis gloria
Deo Patri, et Filio,

sancto simul Paraclito,

in sempiterna saecula. Amen.
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FORTEM VIRILI PECTORE

Fortem virili pectore laulettiin naispyhimysten
vespereissé, Niversin (1667, 82) mukaan samal-
la savelelld kuin Deus tuorum militum.

Léhteet
Savelmé: AM/AR 1696, viij.
Teksti: AM/AR 1696, xxj.

Editio
Kaksi viimeisté nuottirivid on toimittajan.

HYMNIT

FORTEM VIRILI PECTORE

Fortem virili pectore was sung at Vespers for
female martyrs to the same melody as Deus
tuorum militum, according to Nivers (1667, 82).

Sources
Chant: AM/AR 1696,viij.
Text: AM/AR 1696, xxj.

Editing
The two last lines of music are by the editor.

(1) Fortem virili pectore

laudemus omnes feminam,

quae sanctitatis gloria

ubique fulget inclyta.

(2) Haec Christi amore saucia,

dum mundi amorem noxium

horrescit, ad caelestia

iter peregit arduum.

(3) Carnem domans jejuniis,

dulcique mentem pabulo

orationis nutriens,

caeli potitur gaudiis.

(4) Rex Christe, virtus fortium,

qui magna solus efficis,

hujus precatu, quaesumus,

audi benignus supplices.

(5) Deo Patri sit gloria,

ejusque soli Filio,

cum Spiritu Paraclito,

et nunc, et in perpetuum. Amen.
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HYMNIT

HOSTIS HERODES IMPIE HOSTIS HERODES IMPIE
Hostis Herodes kuuluu loppiaisen vespereihin. Hostis Herodes impie is meant for Vespers of the
Niversin (1667, 26) mukaan se laulettiin samalla Epiphany. According to Nivers (1667, 26), it is
savelella kuin A solis ortus cardine. to be sung to the same melody as A solis ortus

cardine.
Léhde
AR 1701, 53-54. Source

AR 1701, 53-54.

(1) Hostis Herodes impie,
Christum venire quid times?
Non eripit mortalia,

qui regna dat caelestia.

(2) Ibant Magi, quam viderant,
stellam sequentes praeviam:
lumen requirunt lumine:

Deum fatentur munere.

(3) Lavacra puri gurgitis
caelestis Agnus attigit:
peccata, quae non detulit,
nos abluendo sustulit.

(4) Novum genus potentiae:
aquae rubescunt hydriae
vinumque jussa fundere,
mutavit unda originem.

(5) Gloria tibi Domine,

qui apparuisti hodie,

cum Patre et sancto Spiritu,
in sempiterna saecula. Amen.
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ISTE CONFESSOR

Iste confessor kuuluu muiden kuin marttyyrina
kuolleiden pyhimysten (confessoris) vespereihin.
Niversin antamista useista vaihtoehtoisista sé-
velmisti oheinen on ensimmaéinen (sama kuin
Ut queant laxis) ja Niversin ja Corretten urku-
verseteissaan kayttama. Se on transponoitu
kéytettavéksi tunnettujen urkuversettien yh-
teydessa.

Léihteet
Savelma: AM/AR 1696, 151.
Teksti: AM/AR 1696, xiv—xv.

HYMNIT

ISTE CONFESSOR

Iste confessor is for Vespers of confessoris
(non-martyred saints). Of several alternative
melodies offered by Nivers, this is the first, the
same as for Ut queant laxis, and is used by Niv-
ers and Corrette in their organ versets. It is
transposed to suit the organ music.

Sources
Chant: AM/AR 1696, 151.
Text: AM/AR 1696, xiv—xv.

(1) Iste confessor Domini sacratus,

festa plebs cujus celebrant per orbem,

hodie laetus meruit secreta scandere caeli.

(2) Qui pius, prudens, humilis, pudicus,

sobrius, castus fuit et quietus,

vita dum praesens vegetavit ejus corporis artus.

(3) Ad sacrum cujus tumulum frequenter,

membra languentum modo sanitati,

quolibet morbo fuerint gravata, restituuntur.

(4) Unde nunc noster chorus in honorem

ipsius, hymnum canit hunc libenter;

ut piis ejus meritis juvemur omne per aevum.

(5) Sit salus illi, decus atque virtus,

qui supra caeli residens cacumen,

totius mundi machinam gubernat trinus et unus.

Amen.
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JESU CORONA VIRGINUM

Jesu corona Virginum lauletaan Maria-vespe-
reissi ja P. Lucian paivéna. Niversin (1667, 82)
mukaan sévelmé on sama kuin hymnissé Deus
tuorum militum.

Léhteet
Séavelma: AM/AR 1696, viij.
Teksti: AM/AR 1696, xix.

HYMNIT

JESU CORONA VIRGINUM

Jesu corona Virginum is for the Vespers of the
Virgin Mary and St Lucy’s day. According to
Nivers (1667, 82), it is sung to the same melody
as Deus tuorum militum.

Sources
Chant: AM/AR 1696, viij.
Text: AM/AR 1696, xix.

(1) Jesu, corona Virginum,

quem mater illa concipit,

quae sola Virgo parturit:

haec vota clemens accipe.

(2) Qui pascis inter lilia,

septus choreis Virginum,

sponsus decorus gloria,

sponsisque reddens praemia.

(3) Quocumque pergis, Virgines

sequuntur, atque laudibus

post te canentes cursitant,

hymnosque dulces personant.

(4) Te deprecamur largius,

nostris adauge sensibus,

nescire prorsus omnia

corruptionis vulmera.

(5) Laus, honor, virtus, gloria
Deo Patri, et Filio,
sancto simul Paraclito,

in saeculorum saecula. Amen.
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JESU NOSTRA REDEMPTIO

Jesu nostra redemptio kuuluu helatorstain ves-
pereihin. Se lauletaan samalla sévelelld kuin
Verbum supernum (ks. jalj.).

Lahde
AR 1701, 91-92.

JESU NOSTRA REDEMPTIO

Jesu nostra redemptio is sung at Vespers on As-
cension Day.

Source
AR 1701, 91-92.

(1) Jesu, nostra redemptio,

amor et desiderium,

Deus creator omnium,

homo in fine temporum.

(2) Quae te vicit clementia,

ut ferres nostra crimina,

crudelem mortem patiens,

ut nos a morte tolleres!

(3) Inferni claustra penetrans,

tuos captivos redimens,

victor triumpho nobili

ad dexteram Patris residens:

(4) ipsa te cogat pietas,

ut mala nostra superes

parcendo, et voti compotes

nos tuo vultu saties.

(5) Tu esto nostrum gaudium,

qui es futurus praemium:

sit nostra in te gloria

per cuncta semper saecula. Amen.
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HYMNIT
O LUX BEATA TRINITAS O LUX BEATA TRINITAS
O lux beata Trinitas kuuluu Pyhén Kolminai- O lux beata Trinitas is for Vespers on Trinity
suuden péivén vesperiin. Sunday.
Léhde Source
AR 1701, 6. AR 1701, 6.
(1) O lux beata Trinitas,

et principalis unitas:
jam sol recedit igneus,
infunde lumen cordibus.

(2) Te mane laudum carmine,
te deprecemur vespere:

te nostra supplex gloria

per cuncta laudet saecula.

(3) Deo Patri sit gloria,

ejusque soli Filio,

cum Spiritu Paraclito,

et nunc et in perpetuum. Amen.
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PANGE LINGUA

Pange lingua on eukaristiahymni, joka kuuluu
Pyh&n Ruumiin juhlan (Corpus Christi) vespe-
reihin ja muihin ehtoollisaineita kunnioittaviin
riitteihin. Niversin urkuverseteissi on myos
transpositio (in fis) korkeita &d4nié varten.

Lahteet
AM/AR 1696, 105-106; GR 1697, 101-102; AR
1701, 104-105; C&M 1733, 153-154.

Editio

Léhteissé on jonkin verran eroja nuottien ja
taukojen pituuksissa. Paslédhteeni ovat AM/
AR 1696 ja C&M 1733, jotka ovat identtiset ja
varustetut ornamenteilla. Taukojen pituudet
ovat edellisesta.

(1) Pange lingua gloriosi
corporis mysterium,
sanguinisque pretiosi,
quem in mundi pretium
fructus ventri generosi
rex effudit gentium.

(2) Nobis datus, nobis natus
ex intacta Virgine,

et in mundo conversatus,
sparso verbi semine,

sui moras incolatus

miro clausit ordine.

(3) In supremae nocte coenae
recumbens cum fratribus,
observata lege plene

cibis in legalibus,

cibum turbae duodenae

se dat suis manibus.
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HYMNIT

PANGE LINGUA

Pange lingua is the hymn of the Blessed Sac-
rament and was sung on the feast of Corpus
Christi, at Vespers, and during other rites dedi-
cated to the adoration of the Eucharist. Nivers’s
organ versets include a transposition for high
voices in F sharp.

Sources
AM/AR 1696, 105-106; GR 1697, 101-102; AR
1701, 104-105; C&M 1733, 153-154.

Editing

There is some variance in the lengths of notes
and rests. The main sources are AM/AR 1696
and C&M 1733, which are identical and sup-
plied with ornaments. The rests are taken
from AM/AR 1696.

(4) Verbum caro, panem verum
verbo carnem efficit:

fitque sanguis Christi merum,
et si sensus deficit,

ad firmandum cor sincerum
sola fides sufficit.

(5) Tantum ergo Sacramentum
veneremur cernui:

et antiquum documentum
novo cedat ritui:

praestet fides supplementum
sensuum defectui.

(6) Genitori, Genitoque
laus et jubilatio,

salus honor, virtus quoque
sit et benedictio:
procedenti ab utroque
compar sit laudatio.

(7) Amen.
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SACRIS SOLEMNIIS

Sacris solemniis on Pyh&n Ruumiin juhlan (Cor-
pus Christi) hymni.

Lihde
C&M 1733, 155-156; AM/AR 1696, 108.

Editio

Léhteessd C&M 1733 hymni on transponoi-
tu naisille sopivaan korkeuteen. Téhén olen
valinnut tavallisemman transposition, jota
Nivers kayttad urkuverseteissidéin seké léh-
teessd AM/AR 1696. Taukojen pituuden olen
valinnut runomuodon ja variantin AM/AR
1696 mukaisesti.

(1) Sacris solemniis juncta sint gaudia,
et ex praecordiis sonent praeconia:
recedant vetera, nova sint omnia,
corda, voces et opera.

(2) Noctis recolitur coena novissima,
qua Christus creditur agnum et azyma
dedisse fratribus, juxta legitima
priscis indulta patribus.

(3) Post agnum typicum, expletis epulis,
corpus Dominicum datum discipulis,

sic totum omnibus, quod totum singulis,
ejus fatemur manibus.

(4) Dedit fragilibus corporis ferculum,
dedit et tristibus sanguinis poculum,
dicens: accipite quod trado vasculum,
omnes ex eo bibite.
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HYMNIT

SACRIS SOLEMNIIS

Sacris solemniis is the hymn for the feast of Cor-
pus Christi.

Sources
C&M 1733, 155-156; AM/AR 1696, 108.

Editing

The chant in C&M 1733 has been transposed
for female voices. I decided here on a more
usual transposition, used in Nivers’s organ
versets and AM/AR 1696. The rests have
been chosen according to the poetic metre
and the variant in AM/AR 1696.

(5) Sic sacrificium istud instituit,
cujus officium committi voluit

solis presbyteris, quibus sic congruit.
Ut sumant, et dent ceteris.

(6) Panis Angelicus fit panis hominum:
dat panis caelicus figuris terminum:

o res mirabilis! manducat Dominum
pauper, servus, et humilis.

(7) Te trina Deitas unaque poscimus,
sic nos tu visita, sicut te colimus:

per tuas semitas duc nos quo tendimus,
ad lucem quam inhabitas. Amen.
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TANTUM ERGO TANTUM ERGO
Tantum ergo on Pange lingua -hymnin kaksi vii- Tantum ergo is the incipit of the last two stanzas
meisté sikeistod. Ne laulettiin ehtoollisaineiden of Pange lingua. It was sung at the blessing of
siunauksessa (bénédiction). Melodia ja teksti, ks. the Eucharist (Bénédiction). See Pange lingua
Pange lingua. for the melody and text.
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HYMNIT
TRISTES ERANT APOSTOLI TRISTES ERANT APOSTOLI
Tristes erant Apostoli on apostolien, evankelisto- Tristes erant Apostoli is the hymn for the Apos-
jen ja marttyyrien hymni péésidisaikana. tles, the Evangelists and the Martyrs sung
during Easter.
Lihde
AM/AR 1696, v. Source
AM/AR 1696, v.

(1) Tristes erant Apostoli
de nece sui Domini,
quem morte crudelissima
servi damnarant impii.

(2) Sermone blando Angelus
praedexit mulieribus:

in Galilea Dominus
videndus est quantocius.

(3) Tllae dum pergunt concitae
Apostolis hoc dicere,

videntes eum vivere,

Christi tenent vestigia.

(4) Quo agnito, Discipuli
in Galileam propere
pergunt videre faciem
desideratam Domini.

(56) Quaesumus, auctor omnium,
in hoc Paschali gaudio:

ab omni mortis impetu

tuum defende populum.

(6) Gloria tibi Domine,

qui surrexisti a mortuis,
cum Patre et sancto Spiritu,
in sempiterna saecula.

(7) Amen.
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UT QUEANT LAXIS

Ut queant laxis lauletaan juhannuksen vespe-
reissi.

Lihteet
AM/AR 1696, 151; AR 1701, 158.

Editio

Paslahde on AM/AR 1696. Léhteessd AR
1701 ensimméinen sde on rytmiltisan poik-
keava, epiatavallinen. Jilkimm&isen ldhteen

HYMNIT

UT QUEANT LAXIS
Ut queant laxis is sung at the Vespers of St John.

Sources
AM/AR 1696, 151; AR 1701, 158.

Editing

The main source is AM/AR 1696. AR 1701 dis-
plays a rhythmically suspect first line. In this
source the rests do not conform to the poetic
metre, and there are no ornaments.

tauot eivit noudata runomuotoa eiki siiné ole

ornamentteja.

(1) Ut queant laxis resonare fibris
mira gestorum famuli tuorum,
salve polluti labili reatum,

sancte Joannes.

(2) Nuntius celso veniens Olympo,
te Patri magnum fore nasciturum,
nomen, et vitae seriem gerendae
ordine promit.

(3) Ille promissi dubius superni,
perdidit promptae modulos loquelae:
sed reformasti genitus peremptae
organa vocis.

(4) Ventris obstruso recubans cubili,
senseras Regem thalamo manentem:
hic parens nati meritis uterque
abdita pandit.

(5) Gloria Patri, genitaeque Proli,
et tibi compar utriusque semper,
Spiritus alme, Deus unus, omni
tempore saecli. Amen.
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VENI CREATOR SPIRITUS
Veni creator Spiritus on helluntain hymni.

Lahteet
OD 1686, 124-125; AM/AR 1696, 96-97; AR
1701, 96-97; C & M 1733, 125-126.

Editio

Lahteiden kesken on véihéisid eroavaisuuksia
nuottien pituuksissa. PAilihteeni on AM/AR
1696. Ornamentteja on merkitty vain siithen
ja lahteisiin OD 1686 ja C&M 1733. Kahdesta
viimeisesté on peréisin sulkuihin merkitty
ornamentti.

(1) Veni creator Spiritus,
mentes tuorum visita,
imple superna gratia
quae tu creasti pectora.

(2) Qui Paraclitus diceris,
donum Dei altissimi,

fons vivus, ignis, charitas
et spiritalis unctio.

(3) T'u septiformis munere,
dextrae Dei tu digitus,

tu rite promissum Patris,
sermone ditans guttura.

(4) Accende lumen sensibus,
infunde amorem cordibus,
infirma nostri corporis
virtute firmans perpeti.
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HYMNIT

VENI CREATOR SPIRITUS
Veni creator spiritus is a Pentecost hymn.

Sources
OD 1686, 124-125; AM/AR 1696, 96-97; AR
1701, 96-97; C&M 1733, 125-126.

Editing

There are minor differences between sourc-
es on the lengths of notes. My main source
is AM/AR 1696. Other sources supplied with
ornaments are OD 1686 and C&M 1733. The
ornament in brackets comes from the last
two sources.

(5) Hostem repellas longius
pacemque dones protinus:
ductore sic te praevio
vitemus omne noxium.

(6) Per te sciamus da Patrem
noscamus atque Filium,

te utriusque Spiritum
credamus omni tempore.

(7) Gloria Patri Domino,
natoque, qui a mortuis
surrexit, ac Paraclito,

in saeculorum saecula. Amen.
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VERBUM SUPERNUM

Verbum supernum kuuluu Pyhéan Ruumiin juh-
laan, sen laudes-hetkipalvelukseen ja kulkue-
seen seki Salut-palvelukseen. (Salut du Saint
Sacrement -palveluksessa siunattiin ehtoollisai-
neet.)

Lahde
AR 1701, 107-108.

VERBUM SUPERNUM

Verbum supernum belongs to Lauds and the pro-
cession of Corpus Christi, as well as to Salut.
(Salut du Saint Sacrement is the Devotion of the
Blessed Sacrament.)

Source
AR 1701, 107-108.

(1) Verbum supernum prodiens,

nec Patris linquens dexteram,

ad opus suum exiens,

venit ad vitae vesperam.

(2) In mortem a discipulo

suis tradendus aemulis,

prius in vitae ferculo

se tradidit discipulis.

(3) Quibus sub bina specie

carnem dedit et sanguinem,

ut duplicis substantiae

totum cibaret hominem.

(4) Se nascens dedit socium,

convescens in edulium,

se moriens in praetium,

se regnans dat in praemium.

(5) O salutaris hostia,

quae caeli pandis ostium:

bella praemunt hostilia,

da robur, fer auxilium.

(6) Uni trinoque Domino

sit sempiterna gloria:

qui vitam sine termino

nobis donet in patria.

(7) Amen.
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MESSUT
MASSES

Urkumessuja on kahta tyyppis. Ensimméinen
tyyppi on varustettu cantus firmuksella kunkin
messunosan (Kyrie, Gloria jne.) ensimmaéiisessa
versetissé kirkon antamien ohjeiden mukaan.
Tama messusivelmé on Cunctipotens genitor
Deus. Se on tarkoitettu ensimmaéisen arvoluo-
kan pyhépéiviin. Sen jokainen osa on eri kirk-
kosévellajissa.

Toisen tyypin urkumessu on kauttaaltaan
samassa sévellajissa eikd perustu mihinkéén
tiettyyn sévelmésn. Naiden urkusévellysten
kanssa yhdistettivit messusivelmit ovat
myo6s kauttaaltaan samassa kirkkosavellajis-
sa. (Nama messusévelmét eivét esiintyneet ur-
kuverseteissi, vain lauletuissa osissa.) Cantus
firmuksettomat urkumessut olivat erityisen
kéyttokelpoisia luostareissa, joilla kullakin oli
kéaytossd omat sévelménsi. Niinpa naita ur-
kumessuja ja messusévelmii kutsutaan usein
luostarimessuiksi. N&itd messusévelmis olen
Niversiltd valinnut sellaisia, jotka voi yhdista
urkukirjallisuudesta 16ytyviin messuihin (ks.
liite 2). Laulettava sdvelméi voidaan transponoi-
da vapaasti urkumusiikin tasoon.
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There are two types of organ masses. The
first type has a cantus firmus in the first ver-
set of every Ordinary text (Kyrie, Gloria, ete.),
according to ecclesiastical prescription. This
cantus firmus is the chant Cunctipotens genitor
Deus. It is designated for feasts of the first class.
Each part is in a different mode.

The second type of organ mass does not in-
clude any cantus firmus and is in the same key
throughout. The mass chants to be combined
with these organ pieces are likewise in the
same mode throughout. (These chants did not
appear in any manner in the organ versets, only
in the sung interpolations.) These organ mass-
es were practical for religious institutions that
used their particular chants, and they as well
as the chants are often called ‘convent masses’.
From the chants for monasteries and convents,
I have selected those that combine easily with
the organ masses found in the extant litera-
ture (see Appendix 2). The chant can be freely
transposed to accommodate the organ music.
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Poikkeuksena tdhén kaytantoon on Mar-
guerite Thiéryn urkukirjan Messe de 2. Classe,
jonka cantus firmus on eréésté luostarimessus-
ta (messusivelmi A jéljempéané)'. Muissakin
urkumessuissa voidaan improvisoida plein jeux
(messunosien ensimmaéiset versetit) ja varustaa
ne cantus firmuksella, jos halutaan yhteys jo-
honkin tiettyyn sévelméin.

Benedictuksesta ja elevaatiosta on kenties
hyvi tietds, ettd niiden funktiot yhdistyivét
urkumusiikissa. Aiemmin ei elevaation aika-
na ollut sallittua soittaa. Sen sijaan elevaation
jélkeen voitiin soittaa hillittyé musiikkia ja Ben-
edictus laulettiin. Urkumessuissa Benedictus
tuli kuitenkin alternatim-kéytéannon mukaises-
ti urkujen osalle ja on samaa karakteeria kuin
elevaatio, ts. elevaation ja Benedictuksen roolit
ovat urkurin kannalta samat. (Higginbottom
1981, 42.)

Messun aloittavat urut. Glorian ensimma&i-
sen sikeen ("Gloria in excelsis Deo”) selebrantti
intonoi, mink4 jilkeen urut jatkavat. Urkumu-
siikki ja kuoron laulu vuorottelevat koko mes-
sun ajan. Messun lopuksi selebrantti laulaa
"Ite, missa est”, ja urut vastaavat "Deo gratias”.

Cunctipotens-messussa "Ite, missa est” lau-
letaan joskus Kyrien ensimméisen sékeen me-
lodialla, joskus Agnuksen tonissa. "Ite”-sével-
mén muoto valittiin aikoinaan kyseisen messun
juhlallisuusasteen mukaan?, mutta nykyajan
konserttiesityksissé talla ei liene merkitysta.

Asteriskien (*) sisille merkityt osuudet in-
tonoi selebrantti.

1 Thiéryn Messe de lere Classe pohjautuu mahdollisesti
- enintéén hyvin 16yhisti - messusivelméén C.

2 Lukuisia vaihtoehtoja pyhén arvoluokan (lat. classis,
ransk. classe) ja tonin mukaan antaa GR 1687, cv, ja
C&M 1733, 47-48.

MASSES

An exception to these practices is Messe de
2. Classe, found in Marguerite Thiéry’s organ
book, which has a cantus firmus from a con-
vent mass (Mass A below).! Also in other organ
masses the plein jeux (the first versets of every
part) could be improvised and provided with
a cantus firmus should reference to a certain
chant be necessary.

It might be useful to know that the roles of
the Benedictus and the Elevation were merged
in organ music. In earlier periods no music was
allowed during the Elevation. After the Eleva-
tion, devout music could be played and the Ben-
edictus sung. In organ masses, in line with the
alternatim practice, the Benedictus would fall to
the organist to play and is of the same character
as the Elevation; in other words, the roles of the
Elevation and the Benedictus are the same in
the organ music. (Higginbottom 1981, 42.)

The organ commences the Mass. The first
line of the Gloria (‘Gloria in excelsis Deo0’) is
intoned by the celebrant after which the or-
gan continues. The organ alternates with the
choir throughout the Mass until at the end the
celebrant sings ‘Ite, missa est’ and the organ
answers ‘Deo gratias’.

In the Cunctipotens Mass, ‘Ite, missa est’ is
sometimes sung to the melody of the first line of
the Kyrie, sometimes to the tone of the Agnus.
The choice of melody for ‘Ite’ was determined
by the degree of festivity of the feast in ques-
tion,? but in a concert performance today this
will hardly have any relevance.

The celebrant should sing the texts sur-
rounded by asterisks (¥).

1 Messe de Iere classe by Thiéry is possibly—in any case
very loosely—based on Mass C.

2 Several alternative choices conforming to the degree
of festivity (Lat. classis, Fr. classe) and the church
mode are suggested by GR 1687, cv, and C&M 1733,
47-48.
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MESSUT

MESSU | MASS

Kyrie

(1) Kyrie eleison.
(2) Kyrie eleison.
(3) Kyrie eleison.
(4) Christe eleison.
(5) Christe eleison.
(6) Christe eleison.
(7) Kyrie eleison.
(8) Kyrie eleison.
(9) Kyrie eleison.

Gloria in excelsis

*Gloria in excelsis Deo.*

(1) Et in terra pax hominibus bonae voluntatis.

(2) Laudamus te.

(3) Benedicimus te.

(4) Adoramus te.

(5) Glorificamus te.

(6) Gratias agimus tibi propter magnam gloriam tuam.
(7) Domine Deus, Rex caelestis, Deus Pater omnipotens.
(8) Domine Fili unigenite Jesu Christe.

(9) Domine Deus, Agnus Dei, Filius Patris.

(10) Qui tollis peccata mundi, miserere nobis.

(11) Qui tollis peccata mundi, suscipe deprecationem nostram.
(12) Qui sedes ad dexteram Patris, miserere nobis.

(13) Quoniam tu solus Sanctus.

(14) Tu solus Dominus.

(15) Tu solus Altissimus, Jesu Christe.

(16) Cum sancto Spiritu,

(17) in gloria Dei Patris. Amen.
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Sanctus et Benedictus

(1) Sanctus,

(2) sanctus,

(8) sanctus Dominus Deus Sabaoth.

(4) Pleni sunt caeli et terra gloria tua. Hosanna in excelsis.

(5) Benedictus qui venit in nomine Domini. Hosanna in excelsis.

Agnus Dei

(1) Agnus Dei, qui tollis peccata mundi: miserere nobis.

(2) Agnus Dei, qui tollis peccata mundi: miserere nobis.
(3) Agnus Dei, qui tollis peccata mundi: dona nobis pacem.

*Tte, missa est.*
(1) Deo gratias.
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CUNCTIPOTENS GENITOR DEUS

Cunctipotens-messun Sanctus on tissi tran-
sponoitu tirkeimpien urkumessujen (Nivers,
Gigault, Couperin, Grigny) mukaan f-tasolle.
"Ite, missa est”-sévelméisti on kaksi versiota:
A on Kyrien ensimmaisestd sdkeen melodia
(Grigny), B on Niversin Cunctipotens-savelméan
lopussa ja Agnuksen moodissa. Joistakin Cun-
ctipotens-messuista puuttuu tama versetti. Jos
kuitenkin urkumessu halutaan lopettaa "Deo
gratias”-versettiin, valinta on vapaa: sen mu-
siikki voidaan improvisoida Kyrien tai Agnuk-
sen tonissa. Malleja tdhén antaa Nivers toisen
urkukirjansa lopussa (1667, 83-89).

CUNCTIPOTENS GENITOR DEUS

Léhde

GR 1697, cxviij—cxxj.

Editio

Originaalissa on Sanctuksen sanan "benedic-
tus” jalkeen pitka tauko.

"ITE, MISSA EST”, SAVELMA A

Léhde

C&M 1733, 47.

Editio

Tama lahde kayttda kauttaaltaan yksin-
omaan pitkié taukomerkkeji; olen muutta-
nut sékeen sisdiset tauot lyhyiksi lukuisten
muiden l&hteiden mukaisesti.

"ITE, MISSA EST”, SAVELMA B
Léhde
GR 1697, cxxj.
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CUNCTIPOTENS GENITOR DEUS

In the Cunctipotens Mass here the Sanctus has
been transposed to F in accordance with the
most important organ masses (Nivers, Gigault,
Couperin, Grigny). ‘Ite, missa est’ is given in two
versions: the first one (A) uses the melody from
the first line of Kyrie (Grigny), and the second
version (B) is attached to Nivers’s chant Cunc-
tipotens and is in the mode of the Agnus. This
verset is missing in some organ masses. If one
wishes to end the performance with ‘Deo gra-
tiag’, then the choice is free: the music can be
improvised in the mode of either the Kyrie or the
Agnus. Models for organists are given by Nivers
at the end of his second book (1667, 88-89).

CUNCTIPOTENS GENITOR DEUS

Source

GR 1697, cxviij-cxxj.

Edition

The source gives a long rest after the word
‘Benedictus’.

‘ITE, MISSA EST’, MELODY A

Source

C&M 1733, 417.

Edition

The source uses only long rests as found
throughout in C&M 1733. I have changed the
rests within the stanzas to short ones in con-
formance with several other sources.

‘ITE, MISSA EST’, MELODY B
Source
GR 1697, cxxj.
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Ite, missa est A
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LUOSTARIMESSUT

Liitteessé 2 esitén, mitd moodeja ja transposi-
tioita urkukirjallisuuden messut vaativat. Sen
perusteella olen valinnut kolme messusével-
maéa: kaksi molliterssin omaavaa (d-mollissa
ja g-mollissa olevien urkumessujen yhteyteen)
jayhden duuriterssin omaavan (G-duurissa tai
F-duurissa olevien urkumessujen yhteyteen).
Jos halutaan soittaa muita kuin juuri messuun
osoitettuja urkuversettejs, voidaan valittu mes-
susévelma transponoida urkumusiikin tasoon
tai urkumusiikki laulun tasoon, kunhan molem-
pien finalis ja terssi ovat samat.

MESSU A

Tama messu on useissa léhteissé pienin varian-
tein. Se sopii ennen kaikkea I tonissa oleviin
messuihin (Raison, Vitré), mutta transponoitu-
na muihinkin molliterssin omaaviin cantus fir-
muksettomiin messuihin. Marguerite Thiéryn
urkukirjan La Messe de 2. Classe perustuu tdhén
sdvelmédn (transponoituna g-molliin). St-Cyrin
tytoille tarkoitettu messu (C&M 1733, 32-) on
juuri tdmé, mutta korkeille dénille paremmin
sopivassa korkeudessa in a. (Virityskorkeus
oli mahdollisesti matalampi kuin nyky#én.)
Montréalin urkukirjan e-mollissa olevat mes-
sut sopivat timén (e-tasolle transponoitavan)
sdvelmin yhteyteen.

Léhde
GR 1687: messu Ixxj-Ixxiij, Ixxv-1xxvj; Glo-
rian intonaatio Ixxxxviij; "Ite, missa est” civ.

MASSES

MASSES FOR RELIGIOUS ORDERS

Appendix 2 shows the modes and transposi-
tions used in French classical organ music.
Based on this, I have selected three mass
chants: two with a minor third above the finalis
(to be combined with organ masses in D minor
and G minor) and one with a major third above
the finalis (for organ masses in G major or F ma-
jor). If other non-mass-designated versets are
used, then the chosen chant can be transposed
to match the organ key or vice versa. In that
case, the finals and the thirds should match,
respectively.

MASS A

This chant can be found in several sources
with minor variants. It combines especially
well with organ masses in Tone I (Raison, Vit-
ré), but is equally suitable when transposed to
match any other mass in a minor key without
a cantus firmus. The Mass of the second class
in Marguerite Thiéry’s organ book is based
on this chant (transposed into G minor). This
chant is the one in C&M 1733 (p. 32fF) for the
mademoiselles of St Cyr, only transposed to the
more suitable high pitch A. (The diapason was
possibly lower than today.) The masses in E
minor in the organ book of Montréal combine
well with this chant (transposed to E).

Source

GR 1687: Mass Ixxj-1xxiij, Ixxv-1xxvj; ‘Gloria
in excelsis Deo’, Ixxxxviij; ‘Ite, missa est’, civ.
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Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

MESSU B

Taméa messusévelmé sopii erityisesti g-mollis-
sa olevien urkumessujen yhteyteen (Geoftroy’,
Raison, Thiéry: ks. myos Messu A). Olen tran-
sponoinut sen tihén, tavallisimpaan, korkeu-
teen. Se voidaan myos transponoida Raisonin
a-mollissa olevan urkumessun korkeuteen.

Tamén messusévelméin loppuun olen vaih-
telun vuoksi liittdnyt "Domine salvum fac Re-
gem” -sdvelmén, johon kaikki messut lopetet-
tiin. Sen teksti on 20. psalmin viimeinen sée:
"Herra, anna kuninkaalle voitto! Vastaa meille,
kun huudamme sinulta apua!”

DOMINE SALVUM
Domine, salvum fac regem,
et exaudi nos in die qua invocaverimus te.

Liahde

GR 1687: messu Ixxxij-Ixxxiij, Ixxxv-Ixxxvij;
Glorian intonaatio Ixxxxviij; "Ite, Missa est”
ciiij.

MASS B

This chant is especially well suited to organ
masses in G minor (‘Geoffroy’, Raison, Thiéry:
see also Chant A). I have transposed it to this
widely used range. It can also be transposed to
match Raison’s organ mass in A minor.

For the sake of variety, I have added a mel-
ody for ‘Domine salvum fac regem’, the last line
of Psalm 19 in the Vulgate, which was sung at
the end of most Masses. (‘O Lord, save the
King! Answer our prayers when we call upon
you!’)

DOMINE SALVUM
Domine, salvum fac regem,
et exaudi nos in die qua invocaverimus te.

Source

GR 1687: Mass Ixxxij-Ixxxiij, Ixxxv-1xxxvij;
‘Gloria in excelsis Deo’ Ixxxxviij; ‘Ite, missa
est’ ciiij.
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MASSES

Domine salvum
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Ranskan barokin gregoriaanisia sdvelmid

Guillaume-Gabriel Niversin kirjoista

MESSU C

Messusivelmé C sopii duurissa olevien urku-
messujen yhteyteen. Ne ovat tavallisimmin
G-duurissa (Couperin, G. Corrette, Montréal,
Raison), joten niiden yhteydessa transponoimi-
nen originaalia yhta sévelaskelta ylemmés on
valttamatonta. Alkuperéinen taso sopii F-duu-
rissa olevien urkumessujen yhteyteen (Raison).
Olen kirjoittanut sen g'-avaimella naiskuorolle
sopivalle korkeudelle, jolloin tarvitaan vain va-
hén apuviivoja. Jos ”Ite, missa est” on liian kor-
kea tai liian matala, se voidaan laulaa Kyrien
ensimméisen sékeen sivelella.

Léhde
GR 1687: messu Ixv-1xvj, Ixix-1xx; Glorian in-
tonaatio Ixxxxviij; "Ite, Missa est” ciiij.
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MESSUT

MASS C

Chant C combines well with all organ masses
in a major key. Such masses are most often
in G major (Couperin, G. Corrette, Montréal,
Raison), so an upward transposition of one step
from the original F is necessary. The original
finalis of F is for organ masses in F major (Rai-
son). I have given it here in a G clef that favours
a female choir and avoids using too many ledg-
er lines. If the ‘Ite, missa est’ is too high or low,
then it can be sung to the melody of the first
line of the Kyrie.

Source
GR 1687: Mass Ixv-1xvj, Ixix-1xx; ‘Gloria in
excelsis Deo’ Ixxxxviij; ‘Ite, missa est’ ciiij.
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MAGNIFICATIT
MAGNIFICATS

Magnificat on neitsyt Marian ylistyslaulu
Luukkaan evankeliumin joulukertomuksesta
(Luuk. 1:46-55). Se esitettiin vesperien lopuksi,
ja sen paatti aina "Gloria Patri” ja "Amen”.

Ensimméinen sana, “magnificat”, intonoi-
daan aina soolona, ja ensimmaéisen sékeen
loppu soitetaan uruilla. Sen jilkeen sikeet
jaetaan vuorotellen laulun ja urkujen kesken.
Koska tekstin viimeinen sée tulee laulun osalle,
on urkurin soitettava lyhyt loppusoitto "Amen”.
Siihen antaa Nivers malleja toisen urkukirjan-
sa (1667) lopulla.

Urkukirjallisuudessa on koko joukko Mag-
nificateiksi nimettyjé versettien kokonaisuuk-
sia. Sen liséiksi on viljalti yhdessé sévellajissa
olevia otsikottomia versetteji, joita voidaan
kéyttaa Magnificatissa. Mahdollista on my6s
keritd muita osia sopivaksi kokonaisuudeksi
Magnificatia varten (Raison 1688, "Au Lec-
teur”), kunhan ne ovat samassa sévellajissa.
Urkukappaleita tarvitaan kuusi seka yksi lyhyt
”Amenta” varten.

Olen valinnut Niversilta kaksi ryhmad Mag-
nificateja. Ensimmaéinen on tavallisia Magnifi-
catien kaavoja (tabula tonorum), yksi jokaisessa
kirkkosévellajissa. Toisen ryhmén muodostaa
valikoima monimutkaisempia versioita, jotka
saattavat hyvinkin olla Niversin saveltadmié.
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The Magnificat is the song of the Virgin Mary,
a canticle found in the nativity story in the gos-
pel of St Luke (1:46-55). The Magnificat is sung
at Vespers and concludes with a Gloria Patri
and ‘Amen’.

The first word of the text, ‘magnificat’, is
intoned by a soloist and the rest of the first line
is played by the organ. Thereafter, the perfor-
mance is divided between the choir and the
organ. Because the last line falls to the choir
to sing, the organ should finish with a short
verset for the ‘Amen’. Models can be found at
the end of Nivers’s second organ book (1667).

There are several sequences of organ ver-
sets entitled ‘Magnificat’ in the French classical
organ repertoire. In addition, there are many
groups of versets in the same key without a
nomination, which could be utilised for Mag-
nificats. It is also possible to combine versets
from different sources—in the same key—to
form a whole for the Magnificat (Raison 1688,
‘Au Lecteur’). Six full versets and a short one
for the ‘Amen’ are required.

I have chosen two groups of Magnificats
from Nivers. In the first group are common
formulas, one in every mode (tabula tonorum).
The second group consists of a selection of
somewhat more elaborate Magnificats, which
may well have been composed by Nivers.



Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

MAGNIFICATS

Ensimmaisen ryhmén Magnificateja on
yksi kussakin moodissa; ne voidaan transpo-
noida kaytettavin urkumusiikin tasoille. Téssé
ryhméssé kaikki sidkeet lauletaan samalla s&-
velmélla. Niversin mukaan téssékin niisti on
annettu kaksi ensimmaisté séettd kokonaan ja
joukko katkelmia muista sékeista.

Toinen ryhm# Magnificateja muodostuu
musiikillisesti monimutkaisemmista versi-
oista. Niitd olen valinnut nelja: autenttisen ja
plagaalisen, molemmat seké molliterssin etté
duuriterssin omaavista moodeista. Nuo nelja
savelmii voidaan transponoida tarvittavaan
korkeuteen sopimaan mihin tahansa kysee-
seen tulevaan muuhun musiikkiin. Muuten
niiden valinnassa olen noudattanut omia miel-
tymyksidni: olen valinnut sévelmi, jotka ovat
mielestéini musiikillisesti mielenkiintoisia. Ne
ovat vuoden 1696 Antifonariumista.

Tekstin parittomat séikeet esitetéiéin uruil-
la; ne on kursivoitu nuoteissa. Asteriskien (*)
siséll4 oleva teksti intonoidaan.

The first group includes a formula for each
mode; the formulas can be transposed to match
the keys used in organ music. The chant melo-
dy is the same for every line of text. Following
the original, the music gives the melody for the
first two whole lines and excerpts from the fol-
lowing lines.

The second group of Magnificats includes
some more elaborate versions. I have chosen
four modes: an authentic and a plagal tone with
a minor and a major third above the finalis.
These four chants can be transposed to com-
bine with any music in the repertoire. In other
respects the selection is quite subjective: I have
chosen chants that to my mind are musically
especially interesting. They are taken from the
Antiphonarium of 1696.

The odd-numbered lines are to be per-
formed on the organ. Their texts are given in
italics. Words between asterisks (*) are to be
intoned.
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MAGNIFICATIT

MAGNIFICAT

*Magnificat* (1) anima mea Dominum.

(2) Et exsultavit spiritus meus in Deo salutari meo.

(3) Quia respexit humilitatem ancillae suae: ecce enim ex hoc beatam me
dicent omnes generationes.

(4) Quia fecit mihi magna qui potens est: et sanctum nomen ejus.

(5) Et misericordia ejus a progenie in progenies: timentibus eum.

(6) Fecit potentiam in brachio suo: dispersit superbos mente cordis sui.
(7) Deposuit potentes de sede: et exaltavit humiles.

(8) Esurientes implevit bonis: et divites dimisit inanes.

(9) Suscepit Israel puerum suum: recordatus misericordiae suae.

(10) Sicut locutus est ad patres nostros, Abraham et semini ejus in saecula.
(11) Gloria Patri et Filio et Spiritui sancto.

(12) Sicut erat in principio et nunc et semper et in saecula saeculorum.
(13) Amen.
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MAGNIFICATS

TEKSTIN EDITIO

"Exultavit”-sanan kirjoitusmuodoksi olen va-
linnut “exsultavit” klassisen latinan mukaan,
jotta tavujako tulisi mielekkéziksi. Tekstin va-
limerkkien ldhde: Harper 1991, 272.

NUOTTIEN EDITIO

Savelmien tauot ovat OD 1686:n mukaan: si-
keet on erotettu kaksoisviivalla ja sikeiden
keskikohta pitkélla tauolla, muut tauot ovat
lyhyité. Lahteissé on téssi suhteessa paljon
eroja; osa niisté voi olla virheita.

MAGNIFICATIN KAAVAT

Léhteet

AM/AR 1696, cxxxviij-cxlj; Diss 1683, 179-188.
IV:n tonin kadenssikuvio esiintyy kahdessa
muodossa. Ne muodot ovat vaihtoehtoisia,
myo6s niin ettd molemmat voivat esiintyi
samassa yhteydessi. VI:n tonin kadenssille
antavat kaksi ldhdetts keskenéén erilaiset
muodot. Muut erot 1&hteissé ovat vihaisia.

TEXT EDITING

I have changed exultavit to the classical Latin
exsultavit to facilitate word division. Punctu-
ation marks follow Harper 1991, 272.

MUSIC EDITING

I have amended the rests in accordance
with OD 1686: versets/lines are separated
with a double stroke; the middles of lines
are separated with a long rest; other
rests are short. The sources differ in this
respect; some of the differences might be
errors.

MAGNIFICAT FORMULAS

Sources

AM/AR 1696, exxxviij—exlj; Diss 1683, 179-
188. The cadence of Tone IV exists in two
alternative formulas, which can also be seen
side by side. For the cadence of Tone VI the
two sources give different forms. Other dif-
ferences between the sources are minimal.
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Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

MAGNIFICATS

MUUT MAGNIFICATIT

Urkumusiikin tai laulun transpositioita koskien
viittaan liitteeseen 3, jossa on annettu tiedot
sailyneiden urkumagnificatien sévellajeista,
niille ilmoitetuista moodeista ja siten myos
niiden transpositioista. En mainitse kaikkia
muita mahdollisia laulun tai urkumusiikin
transpositioita.

MAGNIFICAT A

Sévelma A I tonissa on ldhteissé transponoitu
g-tasoon. Koska séilyneitd urkumagnificateja
vain kaksi on téissi tasossa, olen siirtéinyt sé-
velmén takaisin transponoimattomaan d-ta-
soon, joka sopii kaikkiin muihin (ks. liite 3). Se
voidaan tietysti transponoida yhdistettaviksi
my0s e-mollissa, c-mollissa tai g-mollissa ole-
vien urkusévellysten kanssa (kaikki Niversin).

Lihteet
AM/AR 1696, xcviij-xic; OD 1686, 35-38; C&M
1733, 23-25.

Editio

Paslahde on ensimmaéinen, erityisesti rytmien
kohdalla. Ornamentit olen tarkistanut ja kor-
jannut kahden jalkimmaéisen avulla.

OTHER MAGNIFICATS

Below, in describing the common or necessary
transpositions in either the organ music or the
chants, I refer to Appendix 3, which shows all
the modes, keys and transpositions for the ex-
tant organ Magnificats. I have not mentioned
all the other possibilities for transposing the
chants or the organ music.

MAGNIFICAT A

The chant of Magnificat A is in Tone I and
transposed in the sources to G. As there are
only two organ Magnificats in G (by Nivers), I
have transposed the chant to D to agree with
the rest of the organ Magnificats (see App. 3).
This Magnificat could also, of course, be trans-
posed to agree with the organ pieces in E mi-
nor, C minor or G minor (all cases by Nivers).

Sources
AM/AR 1696, xcviij—xic; OD 1686, 35-38; C&M
1733: 23-25.

Editing

The principal source is the first one mentioned,
in particular for the rhythms; the ornaments
have been checked and amended with the help
of the two latter sources above.
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Ranskan barokin gregoriaanisia sdvelmid

Guillaume-Gabriel Niversin kirjoista

MAGNIFICATIT
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Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

MAGNIFICATS

MAGNIFICAT B

Savelma B on II fonissa. Olen transponoinut sen
g-tasoon, miké sopii kaikkiin siilyneisiin II:n
tonin urkumagnificateihin (ks. liite 3). Kaikki
sdilyneet I1I tonin urkumagnificatit ovat a-mol-
lissa, joten tété sévelmaé voisi kayttad transpo-
sition jilkeen myos niiden yhteydessa.

Lihde
AM/AR 1696, cv-cvij

MAGNIFICAT B

The chant of Magnificat B is in Tone II. I have
transposed it to G to fit all extant organ compo-
sitions (see App. 3). All extant organ Magnificats
in Tone III are in A minor, so this chant could be
used with them as well if transposed to A.

Source
AM/AR 1696, cv-cvij.
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Ranskan barokin gregoriaanisia sdvelmid

Guillaume-Gabriel Niversin kirjoista

MAGNIFICATIT

MAGNIFICAT C

Savelmi C on V tonin tavallisimmassa, c-tasos-
sa (ks. liite 3). Se voitaisiin transponoida myos
F-duurissa olevan musiikin (Nivers) kanssa
kaytettaviksi.

Léhde
AM/AR 1696, ciij-cv.
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MAGNIFICAT C

Chant C is shifted to the most common trans-
position of Tone V, namely to C (see App. 3).
For organ versets in F major (Nivers), it could
be transposed to F.

Source
AM/AR 1696, ciij-cv.
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MAGNIFICATIT
MAGNIFICAT D MAGNIFICAT D
Savelmé D on VI fonin normaalitasolla, in f (ks. Chant D is in F, the normal position of Tone VI
liite 3). Se voidaan transponoida yhdistettavaksi (see App. 3). It can, of course, be transposed
myo6s G-duurin tai A-duurin kanssa (Nivers). to combine with organ versets in G major or A

major (Nivers).

Léhde
AM/AR 1696, cvij-cix. Source

AM/AR 1696, cvij-cix.
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Plainchant of the French Baroque

by Guillaume-Gabriel Nivers

MAGNIFICATS
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TE DEUM

Te Deum on proosamuotoinen ylistyslaulu, joka
esitettiin térkeissé kirkoissa aina kun oli syyté
kiitollisuuteen ja iloon: kun armeija oli voitta-
nut taistelun, solmittiin rauha, kuningas parani
sairaudesta, syntyi prinssi jne.

Te Deumista on Niversin Kkirjoissa useita ver-
sioita. Alternatim-esityksessé urkujen kanssa
tulee kysymykseen miké tahansa niist4, sill&
niiden suurimmat erot ovat urkujen kohdalle
tulevissa verseteissi: urkuverseteissé ei ole
cantus firmusta tai yleensé aineksia sével-
mésté. Valitsemani ldhteet ovat mielesténi ele-
ganteimpia ja my6s varustetut musica fictalla.
Ornamentteja voidaan liséta, silla erdéssé va-
litusta sdvelmaista poikkeavassa versiossa (OD
1686, 146-150) on ornamentteja.

Te Deumia varten tarvitaan 16 urkuverset-
tid. Niitd ovat séveltédneet Thiéry, Nivers (1667),
Gigault (1685), Marchand ja Montréalin ano-
nyymi. Niité on useissa eri tasoissa: finalis on
f, g, ataib.

Alun ”Te Deum laudamus” intonoidaan
(teksti asteriskien [*] sisilld), ensimmaéisen
tekstirivin jatko soitetaan uruilla, ja loppu
jaetaan kuoron ja urkujen kesken tavalliseen
tapaan. Niin ollen kaikki parittomat séikeet soi-
tetaan uruilla, parilliset lauletaan. Parittomat
sdkeet on kirjoitettu nuoteissa kursiivilla.

Lahteet
AM/AR 1969, Ixv-1xvij; C&M 1733, 195-199.
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The Te Deum is a hymn of praise in prose. It was
sung in large cathedrals on occasions of grati-
tude and joy: when the army had won a battle,
peace was attained, a king had recovered from
an illness, a prince was born, etc.

The Te Deum is found in several variants in
Nivers’s chantbooks. In an alternatim perfor-
mance with organ, any of the variants could
be used, as the greatest variances lie in the
organ versets: thematic relations of the organ
versets to the chant are practically non-exist-
ent. The main sources I have chosen are the
most elegant in my view and also supplied with
musica ficta. Ornaments may be added, as an
ornamented—but somewhat differing—version
is found in OD 1686 (146-150).

For a Te Deum, 16 organ versets are needed.
Thiéry, Nivers (1667), Gigault (1685), Marchand
and Anonymous of Montréal all composed organ
versets for the Te Deum. The organ verset series
is found having a finalis of F, G, A, or B flat.

The opening words ‘Te Deum laudamus’
should be intoned (text between asterisks [*]),
the continuation of the first line played on the
organ and the rest divided between choir and
organ in the normal fashion. This means that
all of the odd-numbered versets are performed
by the organ, all the even-numbered versets
by the choir. The texts for the odd-numbered
versets are given in italics.

Sources
AM/AR 1696, Ixv-1xvij; C&M 1733, 195-199.



Ranskan barokin gregoriaanisia sdvelmid
Guillaume-Gabriel Niversin kirjoista

TE DEUM

TE DEUM

*Te Deum laudamus:* (1) te Dominum confitemur.

(2) Te aeternum Patrem omnis terra veneratur.

(3) Tibi omnis Angeli, tibi caeli et universae potestates:

(4) tibi Cherubim et Seraphim incessabili voce proclamant:

(5) sanctus,

(6) sanctus,

(7) sanctus, Dominus Deus sabaoth.

(8) Pleni sunt caeli et terra majestatis gloriae tuae.

(9) Te gloriosus Apostolorum chorus,

(10) te Prophetarum laudabilis numerus,

(11) te Martyrum candidatus laudat exercitus.

(12) Te per orbem terrarum sancta confitetur Ecclesia,

(13) Patrem immensae majestatis;

(14) venerandum tuum verum et unicum filium;

(15) sanctum quoque Paraclitum spiritum.

(16) Tu Rex gloriae, Christe.

(17) Tu Patris sempiternus es filius.

(18) T, ad liberandum suscepturus hominem, non horruisti virginis uterum.
(19) Tu, devicto mortis aculeo, aperuisti credentibus regna caelorum.
(20) Tu ad dexteram Dei sedes, in gloria Patris.

(21) Judex crederis esse venturus.

(22) Te ergo quaesumus, famulis tuis subveni, quos pretioso sanguine redemisti.
(23) Aeterna fac cum sanctis tuis in gloria numerari.

(24) Salvum fac populum tuum, Domine, et benedic hereditati tuae.
(25) Et rege eos, et extolle illos usque in aeternum.

(26) Per singulos dies benedicimus te.

(27) Et laudamus nomen tuum in saeculum, et in saeculum saeculi.
(28) Dignare Domine die isto sine peccato nos custodire.

(29) Miserere nostri, Domine, miserere nostri.

(30) Fiat misericordia tua Domine super nos, quemadmodum speravimus in te.
(31) In te Domine speravi: non confundar in aeternum.
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LIITTEET
APPENDICES

LIITE1

MOODIEN JA SAVELLAJIEN VASTAAVUUS
TAVALLISIMMAT TRANSPOSITIOT

Seuraavat taulukot perustuvat Niversin oh-
jeisiin (1665, esipuhe, 2; Diss 1683, 112-113).
Samoja ohjeita antaa myos Raison (1688,
”Au lecteur”). Taulukoissa on annettu taval-
lisimmat transpositiot. Harvinaisemmista
voidaan mainita II ja VII tonin kiyttdminen
toistensa asemesta (Nivers 1683, Raison
1688); tissi tapauksessa VII tonin finalis on
sen dominantilla. Vaihtoehtojen suuri masra
selittyy sill4, etté schola tai kuoro oli vasta-
hakoinen siirtyméén luonnollisen ja muka-
vimman &4nialansa ulkopuolelle ja tekeméin
ylimenoja, joten sen paras &éniala oli suppea.
Urkujen virityskorkeus vaikutti luonnollisesti
transposition valintaan. Virityskorkeus vaih-
teli ollen yleensé korkeampi luostareissa kuin
kuninkaan kappelissa, Pariisissa ja isoissa
kirkoissa.
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APPENDIX 1

CORRESPONDENCE BETWEEN
MODE AND KEY
COMMON TRANSPOSITIONS

The following tables refer to information
given by Nivers in his first organ book (1665,
Foreword, p. 2) and his Dissertation (1683, pp.
112-13). Raison concurs (1688, ‘Au Lecteur’).
The tables give the most common transposi-
tions. Among the more infrequent transposi-
tions should be mentioned the use of Tone II in
place of Tone VII (Nivers 1683, Raison 1688); in
this case Tone VII finishes on its dominant. The
great number of choices is explained by the fact
that the schola or choir was reluctant to move
outside its natural and most convenient range,
which would have meant making a change of
register; the ambitus was thus quite limited.
The diapason of the organ would naturally have
affected the choice of transposition. The diapa-
son varied, being higher in convents than in the
Royal Chapel, Paris, and the largest churches.



Plainchant of the French Baroque
by Guillaume-Gabriel Nivers

APPENDICES

LAULUN MOODIN JA URKUMUSIIKIN

SAVELLAJIN VASTAAVUUS
moodi savellaji

tavallisia (matalille #énille)

I d!

II g
III g
v e

\% C D
VI F
VII D,C
VIII F

harvinaisia, matalille 4énille

CORRESPONDENCE BETWEEN THE
MODE OF THE CHANT AND THE KEY OF
THE ORGAN MUSIC

mode key

common, for ordinary (low) voices

I d!

II g
III g
I\Y% e

\% CD
VI F
VII D,C
VIII F

I c, e rare, for low voices

1I e I c, e

III a 11 e

A% D III a

VI G, A \Y D

VIII G VI G A
VIII G

tavallisia, korkeille dénille

I g
II a
111 a
v ¢ ”a la dominante”?
A% F
VI G
VII F
VIII G

1 Lihavointi tarkoittaa transponoimatonta moodia.
2 "ala dominante" tarkoittaa, etté finaliksena on tonin
dominantti.

common, for high voices

I g
11 a
111 a
v ¢ ‘ala dominante’
A% F
VI G
VII F
VIII G

1 A letter in bold text means that the mode is not
transposed.

2 ‘ala dominante’ means that the normal finalis is
replaced by the dominant of the mode.
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moodi

Ranskan barokin gregoriaanisia sdvelmid

Guillaume-Gabriel Niversin kirjoista

savellaji

harvinaisia, korkeille 4#nille

I
II
v
A%
VI

kooste edellisisti
I

11

111

v

A%

VI

VII

VIII

d, e
g
e
C,D
A

c,d, e g

e g a

g, a
c("aladom.), e
C,D,F

F G A

C,D,F

F, G

SAVELLAJIN JA MOODIN VASTAAVUUS

savellaji

> Q"0 e o o0

138

moodi

I, IV ("ala dom.”)
I

I, 11, I

I, 11, IIT

1, I

V, VII

V, VII

V, VI, VII, VIII
VI, VIII

VI

LIITTEET

mode key

rare, for high voices

I d, e
II g
I\Y e

A% CD
VI A

compilation of the preceding

I c,d,eg

11 e g a

III g, a

v c‘aladom. e
A% C,D,F

VI F,G A

VII C,D,F

VIII F, G

CORRESPONDENCE BETWEEN KEY
AND MODE

key mode

I, IV ‘ala dom’
I

I I, 111

I I, 111

11, 111

V, VII

V, VII

V, VI, VII, VIII
VI, VIII

VI

>QMmM-g QR R e o



LIITE 2 / APPENDIX 2

URKUMESSUT ILMAN CANTUS FIRMUSTA: SAVELLAJIT JA MOODIT

Ranskan barokin gregoriaanisia sdvelmid

Guillaume-Gabriel Niversin kirjoista

LIITTEET

ORGAN MASSES WITHOUT CANTUS FIRMUS: KEYS AND MODES

annettu moodi / sévellaji /
mode specified I I 111 v A% VI VII | VIII key

G. Corrette G

F. Couperin G
"Geoffrey” g
Limoges [dI'

Montréal e/E G, G, e e
Raison d g a F G

Thiéry g
Vitré d [g]' [D]!

Transpositiot on painettu lihavalla. / The bold script indicates a transposition.

! Puutteellinen / Incomplete
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LIITTEET

LIITE 3/ APPENDIX 3

URKUMUSIIKIN MAGNIFICATIEN SAVELLAJIT
KEYS OF ORGAN MAGNIFICATS

Seuraavassa on lueteltu kaikkien sailyneiden urkumagnificatien sévellaji ja annettu moodi. Séveltéjien
nimet ja tuotanto, ks. Léhteet.

The following list gives keys and announced modes of all extant organ Magnificats. For composers and
works, see Sources cited.

nimetty moodi / mode specified

I II 111 v \Y VI VII VI
sévellaji / key

Boyvin I & 11 d g e C F D G
Chaumont d g e C F D G
Clérambault d g - - - -
Corrette, M. I & 11 d g a a C F D G
Dagincourt d g - a-E C F - -
"Geoffroy” d - - - - - - -
Gigault d g a C F - GG
Guilain d g a - - - -
Jullien d g a e C F D G
Lanes d g - - - - - -
Lebegue I & 11 d g a e C F, G D,C G
Marchand d - - - - - - -
Montréal d g a - C F - G
Nivers I & 111 d,egc g a e, c? C,F FGA DC G
Raison d g a - - F - G
Thiéry - g - - C - - G
Vitré - g - - - - - -

1 C-kadenssin liséiksi on vaihtoehtoinen kadenssi G:lle ("a la dominante") / In addition to a cadence on C, there is an alterna-
tive cadence on G (‘a la dominante’).

2 Nivers: "1. transposé en C. ou du 4. & la dominante, transposé". Magnificat on kuitenkin kokonaan c-mollissa. / Nivers: ‘1.
transposé en C. ou du 4. 4 la dominante, transposé’. However, the Magnificat is throughout in C minor.
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SOURCES CITED

NIVERSIN SAVELMAKIRJAT / CHANTBOOKS BY NIVERS

AM 1696. Antiphonarium Monasticum, juxta Breviarum Pauli Quinti Pontificis maximi authoritate edi-
tum. — in usum & gratiam Monialium Ordinis Sancti Benedicti. Paris: Autheur. (BnF mus. Rés. 2289%.)

AR 1696. Antiphonarium Romanum, juxta Breviarium Pii Quinti Pontificis maximi authoritate editum. —- in
usum & gratiam Monialium Ordinis Sancti Augustini. Paris: Autheur. (BnF mus. 8-Z Le Senne - 8265.)

AR 1701. Antiphonarium Romanum, juxta Breviarum sacro-sancti Concilii Tridentini et S. Pii Quinti Pon-
tificis maximi authoritate editum. Paris: Ballard. (BnF mus. 8°E. 32.)

C&M 1733. Chants et Motets a l'usage de ’Eglise et Communauté des Dames de la Royale Maison de St.
Louis a St. Cyr. S.1: Colin. (BnF mus. Rés. 15612 , Rés. 15612 .)

GR 1687. Graduale Romanum, juxta Missale Pij Quinti Pontificis maximi authoritate editum. —- in usum
& gratiam Monialium Ordinis Sancti Augustini. Paris: Autheur. (BnF mus. Rés. 2287.)

GR 1697. Graduale Romanum, Juxta Missale sacro-sancti Concilii Tridentini et S. Pii Quinti Pontificis
maximi authoritate editum. Paris: Ballard. (BnF mus. X.1039.)

GR 1734. Graduale Romanum, Juxta Missale Pii Quinti - in usum & gratiam Monialium Ordinis Sancti
Benedicti. Paris: Ballard. (BnF mus. Rés. 2288.)

0D 1686. Les Offices divins a l'usage des Dames et Demoiselles établies par sa Majesté a saint Cyr. Dressez
selon I’'Usage Romain —. Paris: Ballard et Mazuel. (BnF B. 4712.)
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URKUMUSIIKKI N. 1650-1750 / ORGAN MUSIC C. 1650-1750

Gregoriaanisten sévelmien valinta perustuu seuraaviin urkumusiikin kokoelmiin. Mainittuna
ovat alkuperiisteokset, ei mychempii editioita.

The following corpus of organ music is used to determine the choice of chants. I give the originals,
not the later editions.

Boyvin, Jacques. Premier livre d'orgue contenant les huit tons. Paris [1689-1690].
—Second livre d’orgue, contenant les huit tons. Paris 1700.

Chaumont, Lambert. Pieces d’orgue sur les 8 tons. [Huy] 1695.

Clerambault, Louis-Nicolas. Premier livre d’orgue contenant deux suites du I' et du IF ton. Paris [1710].

Corrette, Gaspard. Messe du 8° ton pour lorgue a lusage des dames religieuses. Paris,1703.

Corrette, Michel. Premier livre d’'orgue, op. 16. [Paris ante 1734.] R Paris 1737.
—IF livre de pieces d’'orgue contenant le V¥, VI, VIF et VIIF ton, op. 26. Paris 1750.

Couperin, Francois. Pieces d’orgue consistantes en deux messes Uune & lusage ordinaire des paroisses —-.
L'autre propre pour les couvents —-. Paris 1690.

d'orgue, ed. Oldham. Monaco: Oiseau-Lyre 2003. / Manuscript of organ compositions (1650s) in private
ownership. Edition: Piéces d'orgue, ed. Oldham. Monaco: Oiseau-Lyre, 2003.

positions (early 1700s). Paris: Bibliotheque de Ste-Geneviéve.

Dandrieu, Jean-Francois. Premier livre de piéces d’orgue. Paris 1739.

positions (early 1700s). Paris: Bibliotheque de St-Genevieve.

Du Mage, Pierre. 1 livre d’orgue contenant une suite du premier ton. Paris 1703.

Paris: Bibliothéque Nationale.
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—Livre de musique pour lorgue contenant plus de 180 pieces. Paris 1685.

Grigny, Nicolas de. Premier Livre d’Orgue contenant une Messe et les Hymnes. Paris 1699.

Guilain. Pieces d’orgue pour le Magnificat sur les huit tons differens de ’Eglise. Paris 1706.

Jullien, Gilles. Premier livre d’orgue —- contenant les huit tons de I’Eglise. Paris [1690].

Lanes, Mathieu. Kasikirjoitus urkusévellyksié [1710-1722]. / Manuscript of organ compositions [1710-
1722]. Toulouse: Bibliothéque Municipale.

Lebegue, Nicolas-Antoine. Les pieces d’orgues. Paris 1676.
—Second livre d’'orgue. Paris [ca. 1678].

positions [ca. 1710-1725]. Limoges: Bibliotheque de Limoges.

Marchand, Louis. Pieces choisies pour lorgue de feu le grand Marchand. [1732 jilkeen / after 1732].

—Kasikirjoitus urkusévellyksii. / Manuscript of organ compositions. Versailles: Bibliotheque Mu-
nicipale.

Manuscript of organ compositions [end of 1600s-beginning of 1700s].
Nivers, Guillaume-Gabriel. Livre d’orgue contenant cent piece de tous les tons de I'Eglise. Paris 1665.
—2. livre d’orgue contenant la messe et les hymnes de U'Eglise. Paris 1667

—38. livre d’'orgue des huit tons de 'Eglise. Paris 1675.

Raison, André. Livre d’orgue contenant cing messes suffisantes pour tous les tons de 'Eglise. Paris 1688.

of organ compositions [beginning from 1740s]. Paris: Bibliotheque Nationale.
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