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INTRODUCTION

Any study of the hymns of the Church 1s always
interesting and rewarding to the Chrilstian hlstorian,
musiclan, theologilan, and writer. In approaching such a
st;ud;} they all must remember that the hymn l1s more than
history, music, theology, or a texte-it ls an sxpression of
faith, In its hymns the Church has treasured the best works
of musicians and writers who have dedicated their work to
the praise and adoratlon of God, Some hymns, 1t is true,
are by great and famous men, but many are the products of
unknown writers and composers, and some, in & sense, have
come from the peoplé.

Interest in thils study of the medieval Latlin sequence
and trope began with the research I did for an earlier
thesis on medieval Latin hymnody.l This former theslis dealt
primarily with the beginnings of Latin hymnody and the
development of the hymn for the Daily Office. A special
study was made of those 0ffice hymns which appear in The
Lutheran Hymnal., This present thesis is intended to supplee

ment the former study by concentrating on another area of

lrohn Lemkul, "The Latin Office Hymns in the Lutheran

Hymnal," (unpublished Bachelor's Thesis, Concord
St. Louis, 195L), ; teivum.
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Latin homnody, the sequences and the tropes. Although both
the Cffice hymn and the sequence and trope come under the
heading of Latin hymnody, there is very 1lit tle similarity
in their structure or in their history. In general, the hymn
originated as a separate and independent metrical art form;
it eould be sung alone or could be inserted between parts of
the liturgy. The trope and sequence, on the other hand, did
not begin outside of the liturgy, but were a development
mainly within the liturgy of the Mass,

The medleval Roman liturgilcal tradition did not permlt
any additional parts to be added to the prescribed Ordinary
and Propers of the Mass, and so the musician and pogt turned
to the only solution possible==to embellish the existing form
by interpolating florid melodies into existing chants and
adding words to the textless portions of the liturgical chant.

The present thesis primarily is an historical research
into the origin and development of the sequence and the
trope. From the Table of Contents it may appear that the
order of the chapters is a little unusual, for one usually
expects an historical account to be presented in chronological
order. But because of what we know and what we do not know
about the sequence and trope, the outline of the paper begins
with the known and proceeds to the unknown. That is why both
the sections on the sequence and the trope begin at the Abbey
of St, Gall at the time of Charlemagne, and why the section
about the orligin of these forms is toward the end of the
thesis. However, in the chapter about the origin of the
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forms one can do no more than present some of the suggested
theories, for there is little agreemént and 1t seems that
the problem is destined to remaln undeclded.

Tn thls thesils, as in the former one, I have used
examples wherever possible from among those sequences and
tropes which are in current use, However, in this study T
have included examnles from ma jor English hynnals used in
the twentieth century by the two Protestant liturgical
churchos, the Anglican or Eplscopal and the Lutheran Church.

The hymnals used in this study are Hymns Anclent and ¥Modern,

The English Hymnal, The Hymnal 1910, The Lutheran Hymnal,

and The Service Book and Hymnal,

Sequences and tropes are very important lIn the history
of hymnody and liturgy, not only because they permitted
musicians and pos ts to write new melodies and texts within
the framework of the Hass, but In addition they were z pro=
Reformation introduction of the vernacular hymn into the
Mass, Perhaps the most signiflcant thing about the develop=-
ment of the sequence ig that in this form the German hymn
found its way into the ILatin worahip.2

By the time of the Reformation the number of sesquences

3

and tropes hed become so numerous” and the form was so pPoD=-

2Guido Maria Dreves, Ein Jahrtausend lateinischer
Hymnendichtung (leipzig: O, R. Reisland, 1909), T, viii £f.

According to Droves there are more than 1,000 seque
1,200 tropes known today. » qQuences and

3Joachim Beckmann, "Das Proprium lMissae,"

Leltur
Handbuch des Evangelischen (Gottesdienstes (Xa "I?"j"ﬁ%g/
S’Euaﬁ-Ve'iﬁ'g,"Tg‘éyT‘Tr- (1105 4 e (Xasse ohannes

? » 7 L]
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ular that they crowded out the liturgical text. With t he
inerease in number came & decrease in merlit, At the Time
of the Council of Tront the form had degenerated so completely
that they detracted from the worship rather than enhancing
it for the peopnle, To correct this abuse the Council of
Trent abolished all tropes and all but four sequences. In
genoral Tuther and the Lutheran reformers had the same view
of the sequences and tropes; however, they dld retain a few
more than four in the Lutheran worshin., Those that were
retained usually were older soquences and tropnes which wore
objective and Biblical., The use of hymns in the Comrmnion
dervice, and especially the Luthoran custom of ainging a
hymn or & cantata after the Alleluia undoubtedly is from the
medieval sequence hymn.

It is hoped that this study of medieval sequences and
tropes will contribute a little more understanding of the
hymnody whleh preceded the Refomation, the hymnody out of

which arose the Lutheran chorale.



CHAPTER II
RESEARCH INTO THE ORIGINS OF SEQUENCES AT 8T. GALL

The problem presented by the

origin of the sequence is perhaps

the most difficult of all those

connected with the evolution of

medieval hymnologye. 1,

~=Ruth llossenger
Anyone who reads just a few articles about the origin

of' the tropes and sequences by dif ferent authors soon sees
the reason for the above quotation. Competesnt and respected
scholars dlsagree greatly about place and manner of thelr

origin, In fact, Iln the second volume of the New Oxford

History of HMuslc, & seriss now being published, Jacques
Hendschin begins his article "Trope, Sequence, and Conduce
tus"2 by stating that before ombarking on a study oi the
rigins of the sequence and trope, we need to defline the
terms, "There is already general agreement about the mutual
relationship of the two, but unfortunately thls does not
extend farther,"’ All writers agree that the sequence is a
trope connected with the Allelula of the Mass; however, that
is about the only thing upon which they all agrse. Secause

of varied theorles of origin, the scholars also differ in
the dsfinition of the terms,

1 o
Ruth Bllis lessenger, The lMedieval Latin Hymn (wa -
ton, DOG.. Capital PNSS, ;-BSBJ, Pe 3_50 ( Shing

ues_Handschin, "Tro eqQuance, and Conduct
Earl Megg val Music up to 1 8% ﬁew Oxford Hi el
Tﬁaﬁgsn' Oxiord Universff‘ ?‘""’"3;9:7;"::;-1§§9§E'°f Hﬁaic
31btde
De 128,
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Much of the disegresment arises from the answer each
of the writers would give to the following questiona: TIs
the trope primarily of literary or muslcal origin? 1Is the
trope primarily of Byzantine or Western European origin?
Are the trove and sequence sevarate developments? Is the
trove or the sequence the older of the two? It is In
answor to these gquestions that scholars heve urovosed many
theories of the oripgin of the trope and then on the basis
of the answers often lhave defined the terms to support their
own theory. Ilack of definite manuscript proof doss not
mean thaet these different views represent a progressive
unilateral change of ideas brought about by recent dis=-
coveries, Contemporary scholars in the past and contemporary

authors today differ,
The Monastery of St. Gall

For the sake of a systematic anpralisal of the different
theories it is easier to begin our historical study in the
middle, If we begin with the ninth century sequence et the
monastery of St, Gall in Switzerland, we begin with a fairly
woll documented era with wanuscript examples, And on the
basis of the St. Gall sequences and tropes, trace back their
orlgins and historical development,

The two most famous centers of music &t the time of
Charlemagne were S, Martial (Anglo=French) and St, Gall
(Gorman) It is at Ste. Gall that the sequence fomm is made

popular although it was known before in other monasteries
of the empire,
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The monastery was named after its founder, 5t., Gall
(Gallue), (d.0ctober 16, 640), an Irigh mlssionary and
disciple of the famous Trish misslonary Columbanus (4.,615).
Columbanus wac one of the ploneers of the Irish Missiomaries
to the Continent, especially to France, He set ur rules
and regulations for the monks which were similor to 2t,
Benedict's but much sbtricter, Many of the monasterles scon
adonted the more lenient rules of 3., Henedlet, Columbanus
sdhered to bthe Irish usage of computing the date of Easter,
the Irish tonsure and costume, DHBacsuse of difficulties
with the French King and court he was exliled from France
and with his Irish discivles went to Swibzerland, At
Bregenz Gallus left him and established the monastery which
bears hils name at the River Steinach near Iake Constance.
Through his offorts the whole surrounding country of the
Allemanni wes nominally Christianized,

The monastery soon became one of the most celebrated
schools of learnling in Switzerland and Germmany. Irish and
other missionaries came there to study and to lesrn "Cerman”
In order to prepare themselves for evangelistle work among
the Germanlc tribes,

One of the great treasures of the monastery was one
of the two Gregorlen antlphonalires sent by Pope Adrisan to
Charlemagne to assist the Emperor in his "Romanizing™ the
Church in his realm,

The account of how the monastery came to receive the

manuscript is interestingly written by Ekkehard (Eckhard) IV
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also called The Younger, Ekkehard was Dean of Ste. G2ll in
1220, According to his account it seems that the German
music coenter at Metz clashed with the French monasteries

as to whet was the correct Gregorian method, To solve the
preblam the Emperor Charles requessted the Pope to send two
priests who were thoroughly trained muslclans to Mebtz to
establish a mueic schocl asbove criticism, Pope Adrian sent

tw

Q

men, Peter and Romanus, and with them two CGregorian
Antiphonaries., On the way both men came down wlth a hsavy
cold. Pester qulckly recovered, but Romanus's cold becsme
more serious and he developsd a fever and remained at St,
Gall, It seems that Peter wanted to continue the Journsy
alone with the two manuscrints but Romanusg insligted that
one was his and Peter went on to Metz with only one anti-
phonary,.

The monastery of St, Gall must have pleased him very
much for Ekkehard's account states that when his health
improved, he made no effort to leave and bezan to teasch
music to the monks and established a choral gchool which
was nade famouse in later years by Hartmenn, Notker, Tutilo,
Ratpert, and Strabo,

Irlsh and Scottish pllgrims often stopped and stayead
at the monastery on thelr way to and from Rome. On ome

occaslon an Irlsh Bishop named Mark and his nephew Maengal

(Moengal) stoppred thare, Maéngal {Abbot of Bangop),h a

hSamuel We Duffield, ILa
* tin Hyrns {New Yorlk: !
Wagnalls, 1889), n. 133.’ Funk and
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s oy
musicien, spparently aroused the ads wira tion of Notker wio
"Adavoubly prayed God to lat the Irishmen Sarry with them at

36 gall."
with the music at 8t, Gall bacause ne d41d stay. ke Latinized
nis name to Maresllus and became the bteacher of Harimann,
Notker, Tutllo, Ratport, and Strabo.

a3

0f these mon ths one iargely responsible for tlhe enviable

reputatlon enjoyed by Ste Gell was Notker {d.april &, 912),
iz fame and the prestige of the monastery was again due %o
another accession bthat came to the monastery unexpsctediye.
Gne day (c.862) a wanderlng monk fleeing from the Abbey of
Jumidezes (near Rouen) which was sacked by Normans in 851,
arrived at 3t, Gall carrying with him his antiphonary., Thils
boolr "contalnsd come verses set to the jubill {or soquen=
t‘.:‘.Eu::).."":5 Looking at the manuscripts lotker found the answer
to a problem whlch had puzzied him for & long time--how to

remember the long mellismatle prolongatlon of the Linal
syllable g in the allelula which was sung whlle the deacon
ascendsd to the roode=loft Lo chant the Gospel, Thls Jmnie/gas

tiphonary, in which words were fitted o the Gregorian
tones, gave him the answcr, Notker then composed the

Laudes Deo concinat orbis and afterward the Coluber Adse

>F. Je & Raby, 4 History of Christien Latin P ?

oet
from the Beglnnings to tha G osa or the btiddle Age ges -
Clarendon S8, B3 s Doy PX Xaki o

6

Gustave Reese, lusic in the Middle Ages (N
W. W. Norton and Company, c.1940), m.&_ ow York:
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male suasor. He relates his experlences in a letbter %o

Lultward, Bishop of Vercelli and Chancellor of Charles the
wat, The letter of Notker is a preface to his second
collection of soquences for almost all the Feasts of the
Church Year wahich he dedicated to his patron Lultward.

When I was still young and was not always successful
in vemembering the long-drawnout melodies, I set out
to find a means to make them easier to remember,

At that time it just happencd that a certain priest
from Gemidia (Jumicdges) which was recently destroyed
by the Normans came to us. [He brought with him]
his antiphonary in which were written several
strophes to sequences which however were filled

with errors, This gave me the idea to compose
obthiers in the same manner. . « « L Showed them to

my teacher ¥Yso [Iso] , whom they pleased on the
whole; but he wiched to change a few things and

made the observation that as many notes as are in
the music, exactly that nuwaber of syllables must

be in the texte-no more, no less. Following this
suggestion, I revised my work, and now ¥so accepted
it with comple te approval and gave the text to the
boys bo sing.7

Following the example of tho Jumiégas ant iphonary and
the suggestion of his teacher to keep the text syllabic,
Hotker wrote many sequences, using one syllable for each
note of the sequence. According to Peter Wagner the "cole

lection of longissimae melodiae which gave Notker hils first

idea of the sequence is sti1ll in exlstence 8t 3. Gall
(Ms L8L), written throughout in Latin naums.“8 It contains

TGeorg Rietschel, Lehrbuch der Liturglk (Bo

der riin:
Regﬁher, 1900-1909), I, EEB. Translation from German by
author, :

Speter wa ~
gner, Introduction to the Gregorian
a Handbook of Plainsong, translated b eacran lislodlies,

ey b g nes Orme
P, Waytt (Second editlion; London: The Pﬁgina and E. G

o
Medimeval Music Soclety, 1901), p. 223. P08




/10

a number of greatly prolonged Alleluia=jubili which are only
provided w th the vowels of the word alleluila. "The manu=
seript bears all the signs of a foreign origin. iielodies
are wrltten from bottom to top so that the singer must begln
from the left hand of the lowest line upward.“g

Guido Dreves'® polnts out that at the time of Notker
there was no definlte and uniform motation system. The
neums indicated the rise and fall of the melody but not
exact intervals, They were only "eine Gedachtnisstiltze";
the singers still hed to memorize the melody. A&nd so 1t
would seem that the practlice of putting words to the melisma

was another mnemonic ald to remember the longissimase melodiae.

From the accounts of Ekiwhard and Notker himseif 1t is
def'inite that Notker was not, as some have 8sid, the inventor
of the sequance, but that under the supervision of teachers,
¥so and Marcellus, Hotker modifiled the form already used at
Jumieges and other monasteries in France. According to
Heinrich Besselerll the role of St., Gall has been greatly
overrated for a long time., Notker Balbulus surely was a
significant poet but not a composer, In spite of the fact

that he is often listed as one of the puplls of larcellus

9Tbide, pe 22l.

loﬁuido Maria Dreves, Ein Jahrtausend Lateinischer

Hymnendichtung (Lelpzlg: O. R. Reisland, 1909), I, 102 f.

1llHeinrich Besseler, Die Hysik des Mitbtelaltera u

and 4
Reinaissance, edited by Ernest Blcken, Vol. I of lﬁnﬁfﬁﬁcﬁer
dex Muslkwissenschaft { Potsdam: Akadenische Verlagsgessele

schalt Athenaion, ¢.1931), pe 8
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"he was probably not a composer at ail, bub pimply a writer
A nl2
of woprds to melodlies already in exisbence.
Tn addition these two accounts of the musical history
of 8t, Gall point out some important things which scholars
have interpreted in different ways and used to arrive ab
different conelusiong, Perhaps we should begin with Ekke=
hard's scecount of Romanus and Peter stopping at St. Gall,
Peter Wagner discounts the story as complete fictlion,
"mkkehardis account of the direct reception of the Roman
chant, and the founding of 5%, Gall song school, from Rome
is not credible., He followed a tradition which obscured the
real circumsbances in order to confer lustra on the monﬂﬁtery.“lB
We muegt remembor that St. Gall was founded by an Irish
missionary, that meny Irish clergy visited Uhe monastery,
and also that the cholir was under an irish monk who had been

to Home,

It 1s not without importance that the oldest
known artist of S, Gall is of Irish origin. A
fact which more than anything else demonstrates
the important influence of the Anglo=-Trish musical
customsg over the practice of the rising German
monastery, is the ummistalkable similarity of the
notation in the oldest CGerman plalnsong manuscript
and the ¥nglish, The oldest S. Gall manuscripts
have the same graceful, well rounded dellicate neume
forms a8 the &nglishi in fact one of ths oldest
manusceripts of Franco=-German origin,; if not the
oldest, the so=called autograph of the Tonarius of

12Reesa, doc. cit.

gner, op. cit., pe 220, fn, 1. "All investimzat
agreoe that the statemnents of Ekishard are to be great%y i
mistrusted,” ‘
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Regino of Prim in the Leipzlg City-leIﬁry, is
written enbirely in Anglo~Irish noums.

Tt must be remembered that the wonastlc situatlons
were in line with the policles of Charlemagne who imported
Irish scholars such as Alculn to set up a school in his
court., Especlally after his coronation as Emperor of the
Pops on Christmas Dpy 800, Charlemagne actlvely set out To
make a1l the clergy in his realm conform tec the Roman rite.
Gregorian chant was the officisl muslec of the church.

Whe ther out of conviction, loyalty to Imperial wilshes, or in
order to seck favor, the morastic institutions strove as

though in rivalry with one anotihwer for the Cantilens Romeana.
G y

The monastery of St. Gall was no exception, Wagner clalms
that the Bkkeherd account is a fabrication of the truth in
order %o give tihe monastery the reputation of direct tradie
tion {rom Howe itself,.

The account of an anonymous author of St. Gall who
mentions it in his biography of Charles the Great is much
different from that of Eklkehard, ke relates that when
Charles noticed that the singers sent from Rome did not fule
£111 the hopss he had set upon them, he sent two of his own
singers to Rome for Instruction, When they returned Charles
sent one to Metz (unnamed) and kept the other at his court.
The latter, Petrus by name, was later to work at St. Gall and

teach the monks the Roman chant from an authsntile antiphoren

h1pid., p. 221,
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This account in contrast to Sklshardts traces the origin of
the cholr school to s Prankish singsr Peter, not one sent by
the Pope from Rome.
Tnis account certainly deserves more credit than
that of Bklkehard and thus the Cantor Petrus, in
spite of his susplclous name, may be a historical

personage, The singer Romanus on the other hand
rests upon too late &a tastigonj to be placed in

the same rank with Petrus,.,-—

Tless accounbts of the "Nobtker story” and general muslesal
history of Anglo-French monasteries give us soms definite
points upon which to begin our study of the sequences and
tropes, Mirst of all we know that the seguence is &an
addition to the alleluia of the lass, Secondly we know that
this form (often called Prosa) was known in other monasteries
before Hotker wrobte his famous sequences. Other monasterles
that had and used sequences wers 34. Martial, Hetsz, Murbach,
Fulda, Hehternach, Kremlnster, St. Florian, and Reichonau.
In the third place we know that at thls time there was much
musical interchange among the monasteries, Finally we see
that the monastery in question was of Celtic or Irish origin
and was later involved in the Romanizing of the Christian
churches in Charlest's realm,

In the first paragranh of this chapter we seid that all
writers agree that the ssquence is a trope connected with
the allelulia, HNow perhaps we can begin to defire what we

mean by trope. For the present let us be satisfled with a

151b1a., p. 220,
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very general statement and expend the flirsht statement in
the above paregraph as follows: the Ltrope iz an addition

to the regular order of the Mass. We shall discuss the

trova later,




CHAPTER IIX
HARLY SEQUENCES=«FRENCE AND GERMAN SCHOOLS

St, Gall and 3t, Martlal of Limoges were the two most
prominent centers for the compositions of sequences in
Charlemagne's fSmpire. Rach monastery developed lis own style,
one followed by "rench monasterles, the other by German
monasteries. The texts of the sarlisst ssquences sesm all
to have been written for a definite preexistent melody used
for the mellsmatic singing of the allsluia, They are written
in prese and are syllabic in stylee--one syllabls for each
note of the melody. Hany, but not all, repeat the mslodle
strophe with different words, perhans alternating hsetween
the men's and boys'! voices of the cholr. However, in soms
there is no repetition at all--"They are sequences only by
virtue of their position as an extension of the Alleluia.“l
In some the parallelism is present but not always exact.2

The French school of S5t. Martial, luxeull, Flecury=sure
Loire, and Holssac as a rule chanted in unison the alleluise
with whlch the melody opensd and Then began the sequence with
the second phrase., The German school of St, G8ll and its
followers usually began at once with the noxt text to the

original allelula melody., Therefore their compositions began

1
Gustave Reese, Music in the Middls Ages {New York:
W, W Norton end Company, c.190)s; D. 188, >

2Ini‘ra, Pe 24 for an example by Notker Balbulus,
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with a single line followed by the rest in palirs of lines
and again often ending with o single unrepeated line.

The fcllowing exzample of an early fpench ssquence 1s
considered to be pre-Notkerian., The text begins wilth the
allelule end also is an exemple of the author's attempt to
relate the text to the sllelula by ending each line of the
sequence with the sound wgt 3 This 1s the first limitation
to a form instead of pure prose style, and othsr than this
restriction as to style, the text has no further elements of
poe try such as meter or parallelism which i1s essential in

what we usually regard to be the sequence form,

Alleluls
l. qul regis scoeptra 3. praesta dona 1111 salutaria.
forti dextra
solus cuncta, iy, quem prasdixerunt prophetica
vaticima,
2. tu plebi tuam a clara poll regla
ostende magnam in nostra, L
excitando potentiam; Jesu, veni, domine, arva,

Notker's psallat g_pcleaiab ie an example of the German

style, Its structure (x aa bb cc dd. . .y) became the model
for the later sequenceos of St, Gall and the BEast Frankish or
German monasteries., A later example of this style is one by

6
Ekkehart T (900 ¢.973). Basically his sequences are the

37he second stanza could be considered to end with the
vowel=sound g even though the a2 is closed by the consonant m,

banalecta hymnica medii aevi
i , edited by Clemens Blume
and G. X, Dreves %Leipzig: “s Re Relsland, 1886-1922), LIII, 8.

SInfra, Ds 22,

6He is also known as Elkehart the 0ld. He was Dean of
Ste Gall and at one time Abbot of 3%, Gall and should not be
confused with Ekkehard who wrote the account of Notker's life.
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same as Mobker's "excopt that asonence and rime are mors

frequsnta“7

10,

12,

;.

l. & solis occasu
usque ad exortum

ost cunctis nomen tuum,
deus, laudabile,

2
>

Se
Te

qui lustret orben radils

hic Columbanus nomine
columbinae
vitae fiug,

hic terram cum Abpraham
religuit et cognatos
propter deum,.

Qe

huic partum 11,
dat deus

in deserio

cum Moyse.

hie feoras mansuefacit
e corvos ut RHllas
et PDaniel.

13.

huic ipse veritatis
hostis mutu del

is5.

gul inde novuum solem
mittis mira lege,

et foebtu terras vegetet.
habere soirlius

pignus
vita

dignus
sancti
in hac

nlc cum Iohanne regils
Incestum increpare
non mebult,

hulc caslum
obsgaqgul

est paratum
cum T0SUS.

hic persscutiones
cum apostolis Christl
perpasitur,.

testatur, quod hic veri=
tatis cultor foret.

16, nos ergo tete poscimus,
beate, quo nog domine
tu commendes.

The French style spread relatively early to Spain and

England and in the latter ecountry, Winchester seems to have

been the first center,

gives & text only for part of the jubilus,

merely sung on the syllable g, A

Tp, J. E. Raby, 4 History of

An sxample from the Winchester Tropes

Much of it is
text is sung only to the

Christisn Latin Poe try from
the Begilnnings Lo the (lose of the Middle Al

Ages {Oxford:

Clarendon Press, 1953)s; Ps 215.

8

Analecta hymnica medii aevi, L, 272 £f.
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£ifth, sighth, and twelfth divislons of the melody end thelr
rawatseg This could indlcate either that the sequence WaSs
brought to Ingland already when 1¥ was just beglnnling %o
develon in Northern FPrance, or lt could mean that in England
also the monks weors begilnning to add a text to the melisma,
ard that some of the carly examples 1ln the fiinchester
menuscrints are the product of British development, Bub the
rather great anount of communlication bstween monesteries of
England with those ln France would seem to rule oubt "spone
teneous gonepration” in both countrles at epproximately the
same tims, 40

The sequence form wes known in Italy but never really
became popular, Harly Itallan sequences are rarc., The
style is closely related to the German form bubt usuvally
ingerted the original alleluia melody between the two verses

of the first double verse.ll

92¢1emens Blume, "Prose or Sequence,” Catholic Zncyclo-
pedla (New York: The Gllmery Soclety, 1907), XIl, 402,

10ror a discusslon of the French sources of the ingllish
sgquences 830 Ruih‘ﬁessenger, Ethical Teachings in the ILatin
liymns of HMedieval ngland with Special Reference to tne
Seven Deadly oins and the Seven pPrincipal Virtues (New Yorks
Columbia Univeraiby Press, 1930)s DDe 4O ile

1
"1Reese, loc. cit.




CHAPTER IV

NOTKER BALBULUS 07 8T, CALL AND TES
SEQUENCES OF THE EIGHTH AND NINTH CEHTURIES

Popr much of what we know of the man Notimr, we must rely
in on the writings of Ekkehard the Younger. Here agaln
we have the difficulty of sifting truth from fabrication,.

Zamuel Duffield comments thet in Ekkehard's biography "we

f

o

have a perfect mine of garrulous gossip and chattering

o

nleasant Romance It has been called "'one of the most

delightful of medieval memolrs,! though we are very little

disposed to accept & large share of 1t as solid Pact "2
According Lo Ekkehard, Notker was of noble and even

royal parentage and was born about 850, bub this is to be

doubted ., He entered the monastery of St Gall at a very

early sge., Though the'monastery owes much of its fame and

prominence to Notker, he himself owed much to his two teachers

Iso and Marcellﬁs. Fven befors his sequences brought him

renown, he was highly resrected as 2 teacher for "gensrations

of scholars passed through his nands."> Tven though he had

8 spesch defact which gave him the name of Balbulus onr

Stammerer {(Der Stammler), he was & man who commanded his

1
Samuel W, Duffield, Latin ns (New York: Punk and
Wagnells, 1889), ». 132, e :

21hid,

3p. J. 8 Raby, A4 Hist
o Jo Ho » ory of ngisti Letin Poetry from
Clarendon Press, 1953), p. 211, Hiddie Ages (Oxfora:
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students' attention and fascination, for he seemed to have
that rare gift of combining scholarship with a sense of
humor. "e o o he joined to his learning and his accomplishe-
ments in poetry and in muslec a rough German humour and an
endless store of reminliscences." One of his earlier literary
works was a 1ife of St. Gall in the form of a dialogue between
himself and his fellow monks, Hartmann and Ratpert, From the
fragments which remaln, as well as the description of the
work by Notker himself, the dislogue seems Lo have been a
mixture of verse and prose., Hotker also wrote a martyrology,
some works on musical theory, postical riddles which were so
popular at the time, hymns and verses, and a poem on the free

arts, One of hls most important works ls the Gesta Karolil,

"a prose account, in his gossiping manner, of the deeds of

nis hero Charles."® Like his own later biographer, Ekkehard IV,
Notker was not too careful about the historical accuracy of

his biography of Charlemagne, Writing primarily for his

patron Charles the Fat, Notker put into lLatin the beginnings

of the legends of Charlemagne as 1t was being told in the

German of the common psople, Tha accuracy and probability of
many of the accounts did not seem to bother Notker, This

ralses a question if we know that much of this account cannot

be btrusted and that Notker was not too accurate: with what

degree of confidence can we accept his own account of his

TN

—




work, especially the account of the writing of his flirst

sequence,

Undoubtedly he would be more inclined tc record

the inecident truthfully since he was not trying to please &

patrons.

But a doubt is still there.

According to Notker's owm account the first work he

wrote in the syllabic style suggested by his teacher was for

the dedication of & church,

Do Ta e

the Psallat Bcclesla mater 1illi=

In this text each syllable corresponds to the melody

Laetatus sumob

II,

IIT,

IV,

Ve

VI,

VIiI,

I. psallat ecolesia, (6)
mater illibata (06)
et virgo sine ruga, (7)
honorem huius eccleslae. (9)

A

haeec domus aulae (5)
ceelestis (3)
probatur particepa (06)

ot lumine continuo (8)

aemulans (3)

clivitatem sine tense
bris (9)

quam dextra potegat
el (8)

hic novam prolem (5)

gratia parturit (6)

fecunda spiritu
sancto; (8)

fugiunt universa (7)
corpori nocua: (6)

hic vox laetitiae (6)
peronat: (3)

B,

in laude regis (5)
caelorun (3)
et ceremoniis (8)

et corpora in gremio (8)

confovens

animarum, quae in caelo=
vivuant, (9)

ad laudem 1ipsius diul (8)
angeli cives (5)

visitant hic suos; (6)
et corpus sumitur Tesu: (8)

pereunt peccatricis (7)
animae crimina: ()

hic pax et gaudia (6)
redundant ; ?3)

6For an abbreviated version of the melody, see Liber

Usualis Missae et Offlcii, edited by the Benedictines of

Solesmes

ournail,

lgium: Desclee and Company, 1947), Pe 257,
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VITI, hac domo trinitati (7)
laus et gloria (5) -
semper resultant, (6)

It can easily be seen from the text that this sequence
was written to & preexistent melody. The division of each
parallel strophe into smaller perallels would indicate
emaller musical phrases for each melodic lins. There is no
abtempt to establish either a rhyme or a meter, It can very
rightly go by the name of prose since 1t has practically no
noatlical characteristics except length of line which was
predetorninged by the musical moelody. On the basls of
Hotker's early works, and many similar writings by others
at St, Uall and elsewhere, we must think of the term prosa
applied to these works in its filrst and most obvious meaning

of not poetica. The style of these early French sequences

seems to make explanation of the term from PRO Sequentii

UNNecossary.
Peter Wagner divides Notker's sequences into two
classes according to their structurc.s Type 4 which includes
the greatest number bears a certain likeness to Latin hymns
in its preference for strophic form, It is regular in

structure, which msans that every two sections have an equal

TRaby, op. cltes; pp. 212 f. (Analecta Hymnlics medii
agvi, LIIIi 93&’192?9 text in Febter Wagner, Introduction to
the Gregorian Me 08, & Handbook of Plainsong, translated
by Agnes Orme and &, G, P, Wyatt (Second editlion; London:
The Plainsong and Medieval Music Soclety, 1901), pp 229 £,
differs and reads: IV B Ad laudes ipsius dici

VIII Hac domo trinitatis

awagner, op. ¢it,, pp. 22} f£f.
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number of syllables end the same melody. In Type B the
poem is divided into strophes, which are not parallel to
one another either in thelr length‘or in the number «
syllebles in the melodic lines This form lacks the symme trie
cal petbtern which distinguishes Fform A,

Examplee of the two types are llsted below with the
titles of melodiez in parentheses.

Type A

Pgellat ecclesla metor illibata (Laetatus sum)
Johannes Jesu Christo (Romana)

NHatus ante saecula (Dies sanctificatus)
Christus hunc diem jocundum (Dominus in Syna)

R WV 6 I 20
e © © ¢

Type B
1, Laus Tibi git, O fidelis Neus (In te dominl speravi)
2. En regnator coelestium {Qui timent
3. lLaeta menbte canamus (Exultate Deo)
We have already given an oxample of Type A above in

the Psallat Ecclesia. To show the difference in sbtruc ture,

we will also give an examnle of Form iB:
I, Laeta mente canamus Deo nostro (11)
Ao Be
IT1. Qui defectem peccatis (7) semper novat ecclesiam, (8)

IIT, Bt eam pallidulam (7) de radio veri solis
1lluminat, (12)

IV, Et terrae de Mesraim (7) eduxit fornacibus ignie
tis. (10)

V. Quique in omni tribula- eam exaudit, (%)
tione (11)

?1bid., ppe 225 £f.
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VI. Insuper coelesti nutrit e cultum docet suum. (7)
pene (10)

VIT, Quin de petra melle cam adimplet. (5)
dulei (6)

‘“his type lacks even that one connection to poetry which
Type A has, namely a definite number of syllables to a line
and a paralielism, I% is a sequence because the words are
added to the melisma of the allelula for the Fourth Sunday

after Faster, Bxultate Deo.lL From the structure of Hobtker's

soquence we can conclude that this melodic strophe was not
repeated or sung antiphonally as weré the melodies for Type A.
However, Type A becams more predominent and it is the parallel
structure of repeated melodic lines that we usually think of
whon we ULhink of the sequence form., The gemeral pattern for
the sequence form became x {unpaired introduction), za,
bb, ¢y, dds o ¢ o ¥ (unpaired conclusion). Often x or ¥
or bothh were dropped,

Porhaps we should look at one more example of Notker's
sequence, tThis time not only from a literary point of view
but also its melodie structure. For the Feast of the

Ascension of Our lLord, Notker wrote Christus hunc diem

for the Alleluia, Jominus in Sina. This is one example of

one of the few sequences whose melody we are able to trace

back to an sllelula with some degree of accuracy.,

101bid., p. 229,

*lFor an abbreviated version of the melody, see
Liber Usualis, _0_2. cito’ De 850.
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ITTI,

Ve

VI

I.

IT,

IIT,

iV,
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I, Christus hunc dlem jocundum (3)
cunctls concedat esse Christianis (11)
ama toribus suils (3)

A, Be
Christe, Jesu fill Del Officiie Te angeli atgue
mediator (12) nubes (12)
naturae nostrae ac stipant ad patrem
divinae (9) reversun (9)
Terras Deus visitastl (8)Sed quid mirum? cum lactan-
aetornus seterna (O) £1. (8)
novus homo trang= adhuc stella tibi (6)
volans (7) serviret et angelli (7)
Tu hodle terrostrlbus To hominem non fictum
rem novam et dulcam (1) levando (10)
dedisti domine (O) supsr sideras (6)

sperandl coelestia (7) metas regum domine (7)

Quanta geudia Tuos (7) Quis dedistl cernere (7)
replent apostolos, {O) te coelos pergers (5)

Quem hilares Iin coells In humeris norienti diu (2)

tibl (9) dlspersum a lupis
occcurunt novi ordi- gregem unum {(10)
nes (8)

ViTl. Quem Christe, bone pastor (I%
tu dignare custodire. (8)

Christ grants this day for rejoicing to his assembled
loving Christians,

0 Christ Jesus, son of God, medizs tor between our nature
and the divine,

Thou hast visited the places of the earth, a2 new man
flying through the ether,

The angels with their ministrations and the clouds
crowd about thee as thou art rising to thy Father:

But who should wonder that the stars and the angels
thus serve thee.

This day thou gavest to earthe-born men a new and
sweet thing, O Lord, a heavenly hope:

Thou thyself, O Lord, a true man, rising above the
starry limlits of the kingdom.

1‘wagner, ODe clt.s; Dpe 227 f.
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V., How great are the joys that flll thy apostles
To whom thou hast granted that they might perceive
thee rising to the skles
VI. What Joyous new ranks meet thee in the heavens
As thou bearsst upon thy shoulders a flock for a
long tlme dispersed by the woclves.

VII. This floig, 0 Christ, good shepherd, delgn to
guard,™~

Jliere again Notker divides each parallel stanza Into

smaller parallel phrases %o comply with the musical phrases.

4

However, there are two exceptions {3tanza IV, the first

<

verse, and Stanza VI, the last verse) for wihich a music
compensation must be made.

The melody Alleluia, Dominus in S.na

£
Pty o

from the Liber Usualls, The present day melody is different

than that of the saquence, but it is nearly enough alike to
serve as an example. The note velues have been changed so

2 4

shat they are the same as those given with the sequence.

Do- mi-nusin Si-ha 1h San -

13Archiba1d Thompson Davison and Willi Apel, Historical

Anthology of Music (Cambridge: Harvard University Press,
C. 19LC), pe 240. The Latin text clted by Davison and Apel
differs from the one gilven above as follows:

aethera for aeterna in III A

Quem for GQuem in VI A

geurrunt for occurrunt in VI A

gue for quid in IiI B

omits tu in VI
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Hotkerle Segquence

Cheis-lvg hune di-en, jO-cw:-cfmn cun-ctiy con-ce-dit es-S€ Chris-Tr-~a~ his @~ md-To ~¥i-bus 5”'552
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e
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"A_ Chyi-sTe Jc-JU, Fi-li De-i, med-i- a- tor ni-tv-rie no-sTrae 3c di- vi- hae.
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70—

Ter-ras De-vs vi- $i— 74 - sTi de-Ter-nes de-The= ra N0 -YVs ho-mo Trins-¥o- fans,
Sed fere my-rvm Com lc-Tan- 1 dd-hvc sTl-la Ti- bi Ser-vi-rer et fn- e~ 7

B y 2w 4
r ' pﬁ—z\,ij

§ A To ho- di-e TervesTri-hus rem hov-am et dvl-Cem dedi-st  do-mj— ne spe-run- di
B Te hom-i—nem hon Fic-Tom lev-os-do sup-ev si- de- re ~d5 me-tay re-

thiher Usualis, pp. 732 f. The example above is one
of the few sequsnces whose melody can be traced bacic to
some extent to that of an alleluils,
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Coe-les-Ti-d . A QuinTa @9av-di-3 +uv- o5 re- Plest a= po -~ sto- /0,[‘ A ?uahl hi-la-res in
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Puem, Cbr.'--afe.‘ bo-ne P 'Ib;;
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¥ dip-na-re. custo-di- e
NHotlece how the irregularity in the syllabic parallelism
in Stenzas IV and VI were compensated Tor. In one instance
the opening notes of the phrase are omitted in the repetlition,
end In the other the repetition adds two notes.
Notker's sequence won him the greatest veneration
already in his lifetime. Some of his contemporaries une-
hesitatingly escribed his sequences as the product of divine
inspiration. Even Pope Nicholas {d.867) knew of his works
and gave them his approval, When many years later in 1215
Abbot Ulrlch (Vadalric) of St, Gall was in kHome transacting
some imperial business with Pope Innocent III, he showsd

Hotker's sequence Sancti spiritus adsit nobis gratia to the

Pops. The sequence made such an impression on the Pope that
he is said to have expressed surprise that so pious a man,

as its author must have been, had not yet been canonized,

150av1=on and Apel, on, cit., 2. 13, Example 16,

Arnold Schering, Geschicte der Musik in Beispielen (Lelpzig:

Bro itkopf und Hirtel, ¢,1931), P. 3 gives ==
for Haec ost sancta solemnltas. t and music
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Some sources say that Innocent saild that the monks at 38t.
call wore "wrebehed and wicied people and would sulffer for
it if they did not celebrate the festival of this man who
had to be so full of the Holy Spirit."16 In spite of this
rather forceful statement, it seems that Innocent did nothing
about the watter either. Centuries later Pope Julius IIX
commanded the Lishop of Constance to look lnto the matter
and in 1513 he was beatified by Julian II and received the
prefix "Bilessed" to his nare, However, he was never for=
mally cancnized nor did the church formally authorize an
office in his honor excent at 85t, Gall itself,

Because of the custom in the Middle Ages of glving
eredit of composition to a "name" 1in order to have it
accepted, we today are faced with an almost impossible
scholarly task of declding which Wotkerian sequences are
genuinely hls and which were atiributed to him at a later
time, AL first 1¥ would seem that the problem would be easy
for he seems to have begua writing his sequences about 862,

and in G85 collected them into a volume, the Liber Sequenti-

arum Hotkeri dedicated to Lultward, Bishop of Vercelli, and
Chancellor to Charles the Fat until 887, It is the preface
to this collection that contalns the letter quoted aboval7

in which Notker related how he came to write the sequences.

However, there 18 no autographed copy of the Liber Sequenti-

arum extant, and there are at least eight manuseripts of

105,101, Opa cita, pe 139
17

Supra, ». 10,
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before the eoleventh century which clalm to contain the
Liber Sequentiarum Hotkeri, and on examination it is found

18eue, :
that no two manuscripts agree exactly. His blographer

Ekkehard IV wrote that Notksr composed fifty sequences, bdbub
nowhsre does he give a list of thelr flrst lines,

Meny books, monographs,; and articles have been written
about the guestion but no definite solutlion has yet been

found, James Hearns prepared & table of Nothker's sequences

for his article in Juilen's Dictionary of Hymnology. He

lisbed the first lineg of 115 sequences attributed by various
manuscripts to Notker. In his analysis he comes to the
foliowing conclusions:
L Those which may be accepbed as genuinee-=4L0
2. Those of whicl: the ascription 1s i
Pn Those which may possibly be by NHotker--37
te Those certeinly not by Hotker--0

J. Werner (Notker's Sequenzen, 1901) studied ths

same eight manuscripts and ascribes as genuine li7 sequences,
In his tabulation he dld not accept 8 sequences which Nearns
listed in No. 1 2bove, and added 8 from Wo, 2 and one from

No. 3, making a total of li7. The Analeche Hymnica lists L7

D
sequences as authentic.”o

184 pictionary of Hymnology, edited by John Jullen
(Second revised editcion with New Supplement; London: John
Murrey, 1907 (1957 reprint)), p. 512,

¥For a detailed explanation of the manuscripts used
and of the work of early scholars, see ibid., pp. 813 f£r.
411 examples used ln this section are accepted as genuine.

204nalecta Hymnica, LIII,
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Sequesnces in Snglish Translatlon

Eight of Notker's sequences have been tranalated into
Bnglish and have been used In hymn books,

1. laudes Salvatori voce modulemur supplici (Haster)

2, Sancti 3plritus adsit nobis gratia { Pentecost)

3, Ad celebres, Rex coelice, laudss cuncta (3t.
is ;.L\..L...-Ql )

)i, Cantemus cuncti melodum nunc Alleluia (Septuagesima)

9, Gece sollemnis diel canamus festa (Hativity of the
Blessed Vlrgxn ary) g

6. Lia recolemus laudibus plis digne (Christmas)

7. Laudes Christo redempti voce modulemur (Jasber)

8. YNato canunt omnia Domino ple agmina (Cha Lamngs)“l

The sequence Laudes falvalorl 1s one of the sequences

whose authorsghip by Notker is waquesltionably accepted. It
ig found in all the early St. Gall manuscripts and in many
sarly Lnglish manugcripts now at the Zodlelan Library at
Oxford University. It was used on the Sunday alter Easter
in the Sarum Rite and at Hereford, and on the Monday 1in
Baster week at York, Julian lists threo translations,
none of which are in usage today. The translation by Dean
"lumpbtre for the Hymnary, 1872, begins "Praise to our Lord

and Saviour dear."” The version in the Sarum Missal in

l1igh, 1868, and Sequences from the Sarum Missal, 1871

by C. Be Pearson begins, "Let us with lowly volce."” The
third translation by k. J, Blacker for the Hymner, 1891,

reads "Praise to the Saviour sing."

The sequence canctil Spiritus adsit nobils gratia is also

21A Dicblonary of Hymnology, ope ¢ilt., p. 316, How=
ever, nons o. NOtker's sequences appear in The Luthsran

Hymnal, The Hymnal 1910, or The Service Book and Hymnal.
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without question held to bo by Notker. This sequonce is

L ¥

also found 1n many rellable manuscripts and also in the

s

older Bnzlish manuscripts of Sarum, Hereford, and York. The

translation for the Hymnary, 1872 by C. S Calverley begins,

L] " 14

Come, O Holy Ghost, within us, Jeo Mo Hegls wrote a prose

- : . o R i ) n g
translation for his ledlaeval Hymns,; 1863, "The zgrace of

2

. 1 = e Fo i ER ) 144 f b= o
the Holy Ghost be mresent with us, Ce Be Poarson tra

n
inted the sequence for the Sarum Missal in English, 1868

vigsd 1t for hls Sequences from the Sarum Lisssal

Another version was made by B, He Plumptre.

Ad celebres, Hex cc

l-“

.ce, laudss cuncté for St, Michael

and All Angels is one of tho sequences of which there 1is
great doubt of i%s authentlcity. dJohn Mearns listed it
under group four, "may possibly be by Notker n22 Wernar
does not include thils one in his list of Fotker's sequences.
This ons also appeared 1n the Sarum, York and Hereford
missals., It was transleted by ¢, B, Pearson, "To celebrate

hy pralse, O King of heaven" for the Sarum Missal in English

and revised for the Sequences from the Sarum Missal to
"To give thee glory, Heavenly King." The latter translation
was dltered by the editors of the [Iymnary for that publication.

Cgntomus cunctl melodum nune is the only seguence

atiributed to liotker which ls included in Hymns Ancient and

Modern and in the Engllsh Hymnal, 1906 and 1933, This

sequence 15 included in & manuscript collection of Hymns

221bide, Pe 815.
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and Sequencas, 1507, edited by Father Joachin Brander, a

monk of the Abbey of S5bt, Gall, Of this pi ce he wrotes
"Another joyful Sequence of Blessed Hotier's for the

Bniphany of Christ with the title: The Troubled Virgin.
.23

It is sung espacially in the octave of the Epiphany.

J, Mearns says this 1s ono of the sequences "which may be

o - §

eccepted as genuine,® The edltors of Hymns Ancient
Modern follow Merner, J. M. Neale; and others who do not
BOCErD

+

aceept it as gennine, The Rev. W, A, Shoulte

the article in Julian's Dictlonary of Evanology disagrses

with Neale who states the sequence was written by Godescal-
p ]
cua.‘h Fe Haby cites 1t as a tenth century CGerman saquence.gs

The meaning of the title 'of the melody Puella turbata,

"The troubled maiden (or Virgin)" also causes some d4iffi-
culties, It hardly seems likely that it is the name of a
rrecxlstent sacred melody of an a2lleluia verse as suggested
by Shoults., He suggests that on the basis of Natthow 2:3
the troubled Virgin, the daunghter of Sion, is Jerusalem

and that the "troubling® occured there at the Epiphany of
26

Our TLord, A much more reasonsbie explanation is that

the melody 1s of secular origin to which Notker wrote his

231bid., pe 203.

?hlg;g., . 20,

25Raby, op. cite, p. 216,

26H'ymns Ancient and Modern (Historilcal Edition),

Introduction by V. H. Frere (London: Wm, Clowes and Sons,

Ltde, 1909), pe Wi9. The melody is given in foupe
staf% notation. our-line
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sequence Scalum ad coelos subrectam tormentis for the

Common of the Virgin and then was later used for the Cante=-

mus cuncti., John Mearns places this sequence among "those

which may be accepted as genuine,"” while the editors of

Hymns Ancient and Modern and others hold it to be of later

composition,
T. cantemus cuncti melodum
nune Alleluia,
A. Be 3

IT, in laudibus aeternl regis hoc denique caelestes
haec plebs resultet chori (9)

Alleluia. cantant in altum (5)
Alleluia.

I1T, hoc beatorum quin et astrorum (5)
per prata paradislaca micantia luminaria (9)
psallat concentus jubilant altum (5)
Alleluis, Alleluia,

IV, nubium cursus, filuctus et undae, (5)
ventorum volatus, imber et procellae, (O)
fulgurum corusactio tempestas et serenitas, (8)
et tonitruum sonitus cauma, gelu, nix, prulnae, (9)
dulce consonent simul saltus, nemora pangant (7)
Alleluia., Alleluia,

V. hinec, variae volucres, ast illinc respondeant (7)
creatorem voces altae ()
laudibus concinite cum diversarun bestiarum (8)
Alleluias Alleluia.

VI. istinc montium 11linc vallium (S)
celsil vertices sonent profunditates saltent (7)
Allelulas Allelula.

VII., tu quogue, maris necnon terrarum (5)
jubllans abysse, dic molis immensitates: (7)
Alleluls, Allsluia.

VIII, nunc omne genus ot creatori (5)

humanum laundans exultet grates frequentas eco
Alleluia, Alleluia, nsonet (8)




IXe

Xo

XT.

Iv,

V.

VI,
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hoec denique nomen audire hoc etiam carmen caeleste (9)

iuglter delectatur comprobat ipse Christus (7)

Allelula, Allelula.

nunc vos, o socii, et vos puerull, (6)

cantate lastantes rospondete sempsr (7)

Alleluia, Alleluia,

nunc omnes canite sim=- laus trinitati aeternae: (8)
ul (8) Allaluia, Alleluia, (B)

Alleluia domino (7) Alielula, Allelula, (8) 27

Alleluia Christo (0O) Alleluia, Alls luia. (8)

pneumatique Alleluia.(8)
The strain upraise of Joy and praise, Alls luial

To the glory of their King
Let the ransom'd people sing Alleluilal

And the choirs that dwell on high
Sell the chorus in the sky, Alleluial

Ye, throuzh the fields of Paradise that roam,

Ye blessed ones, repeat through that bright home,
Alleluia,

Ye planets glittering on your heavenly way,

Ye shining constella tlion, join and say Alleluilal

Yo clouds that onward sweep,

Yo winds on pinions light,

Ye thunders, echoing loud and deep,
Yo lightnings, wlldly bright,

In sweet consent unite you, Alleluial

Yo floods and oceans billows,

Ye storms and winter snow,

Yo days of cloudless beauty,

Hoar frost and summer glow,

Ye groves that wave in spring,

And glorious forests, sing Alleluia,

First let the birds, with painted plumage gay,
Exalt thelr great Creator's praise, and say Alle luial

Then let the beasts of earth, with varying strain,
Join in creation's hymn, and cry again Alleluial

Here let the mountalns thunder forth sonorous Allelu
There let the val  ys sing in gentler chorus Alleluiaﬁ.‘

2Tanalecta Hymnica, LIII, p. 60.
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VII, Thou jubilant abyss of ocean, cry, Allelulal
Ye tracts of esarth and continents, reply Allelulal

VIII. To God, Who call creatlon made,
The frequent hymn be duly pald, Alleluial

X, This 1g the strain, the eternal strain, the Lord of
all things loves, Allelulal
This is the song, the heav'nly song, that Chrlst
Himself approves, Alleluial
X Wherefore we sing, both heart and voice awaking,
Alleluial
And children's voices echo, answer making, Alleluial
XI. Now from all msn be out-pour'd
Allelulae to the Lord;
With Allelula evermore
The Son and Spirit we adore.

Pralse be done to the Three in One 08
Alleluial Alleluial Alleluial! Amen.

At flrst the sequence was assigned to Epiphany, later
to Sundays in general, and then assigned to the "Farewell to
Allelula”™ just before Septuagesima. It almost seems that
they wanted to ging enough alleluias to keep them through
the entire season of lent. HRarller manuscripts do not end
with six alleluias but read:

Laus Trinitati aeternse (8)

in baptismo domini (7)

quae clarificatur: (0) 29

Hine canamus? Alleluia (8)
The reference to Jesus at his baptism would indicate its
original use at the Feast of the Epiphany., Tuhls version is
without questlon the original since it and not the six-fold

alleluia is parallel to the preceding stanza,

28ngns Ancient and Modern, op. cit., pp. L48 f,

295 Dictionary of Hymnology, p. 203.
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- From the parallel strophlc structure of the sequence
1t would seem that the first verse was sung in unicons.
the next five stanzas were sung antiphonally, two verses
at a time (notlice how the parallelism changes); the final
section most likely was sung antiphonally verse by verse,
although the last two lines would undoubtedly be sung in
unison by both cholrs.

The next sequence sometimes attributed to Notker, Ecce

sollemnis diei canamus festa is considered as "probable”

by Jameslearns and lMong, and 1s not accepted by J. Wernsr.
The text appears in & tenth century manuscript of St. Gall
and in five Ste. Gall manuscripts of the eleventh century.
It somotimes bogins wlth a varient reading "Ecce sollemni
hoc die canamus festa.“30 A translation prepared for the

People'!s Hymnal, 1867 by R. F, Littledale bogins "We ksep

the feast in gladness.”

The sizxth sequence Lis recolamus laudibus piis digna

for Christmas or Circumclsion is considered by W. A. Shoults

to be of undoubted Notkerian authorship, by J, Mearns to

be "probable," and denied by J. Werner, It is found in

both the tenth and eleventh century manuscripts of St, Gall,

It has been assigned by some manuscripts to the first Mass

of Christmas Day; by others to the second Mass, and by others
to the octave (Circumcision). This is also one of the

sequences that came over to England early and was incorporated

201bid., p. 320.
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with the Sarum and Horeford Missels, The translation by
B, H, Plumptre for the Hymnary, 1872, begins "0 come and

let us tell with praise,.” IPor the Sarum Missal in English,

1868, and for 3egquences from the Ssrum Missal, 1871, C. B.

Pearson wrots btwo verslons which began "Sing we the Joyful
day,"” and "Lot us devoutly pay."31

Laudes Christo redemptl voce modulemur for Rester is

32
judged by J. Mearns %o be "accepted as genulne”; Werner
does not agree. In addition to the St, Gall manuseript,

this text is also found in German Missals and is printed

in the Magdeburg kissal, 1,80, and although found in some
English manuscripts it never was adopted by either Sarum,
Hereford, or York rites. Re. Fo. Llttledale begins his

translation "Praise to Uhrist with suppliant voices" for

he Lyra Messianica, 186l.

The last one listed, HNato canunt omnla Domino pils

apgmina, is judged by J. Mearns to be "possidly by Notker,™
but not so by Werner. This ls found in no St., Gall manue
script but only in an eleventh cenbtury UYerman manuscript

at Munich and in the eleventh century ¥inchester Sequentiary
in England, This sequence also was incorporated into the
Sarum, York, and Hereford Missals to be sung at the Mide
night Mass at Christmas.

311pid., pe 322.
321p14., pe 664

et
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The translation by B . Plumpire for the iiyainary,
1872, "Hark, the hosts of heaven are singing®” also found
its way into a few American collections, Other translations
were made by E. 4. Dayman, "To Him God's only Son," J, D.
Chambers, "Unto the New-born Bblety" and C, B, Pearson,

A1l hosts with onse accord.”



CHAPTER V
THE BELEVENTH CENTURY TRAWSITION

The eleventh century sequences show a definlte transie-
tion and change from the sequences of lotker and his school
to the highly pollshed style of Adam of St, Victor who
carried the sequence "to the highest point of its formal
development.“l The sequences of this period stand between
the rhythmical, irregular and unrhymed prose and the strict
meter and rhyme of the late poetic structure. In examples
from this period we find a gradval introduction of a definite
rhyme and rhythm and also the beginnlng of the use of thne
iambic and trochaic meters, With the text becoming more
and more bound to & structure pattern, it becomes obvious
that the words cannol be made slavishly to fit & preexistent
melody. Either the melisma was altered to fit the new text
or a new melody was composed using melodic themes from an
allelula sequence, and at times a completely new melody was
composed for the new text. In the latter case both the
new text and melody were by the same person. The practice
of altering or revising existing melodiss leads to some
difficultlies since the mellsma retained the name given to
it by the first words of the original text (Latin-inecipit)
which permits a melody under one title to have multiple

6
Gustave Reese, Music in the liddle Ages (New York:
We W, Norton and Company, c.1940), Pe 109,
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texbs and melodic varietions te accommoadate the structure

of the texts,

o

out of respect for the judgment of Guido Dreves T feel
cornpelled to use a&s cne example of this trensitional style

the sequence De Sancto Nicalao. In hils commentary on the

sequence he wrote that this sequence is one of the most

sung and best loved of the entire Middle Ages, and therefore
is found in innumerable wanuscripts which go back to the
eleventh century. At the same time 1t is also a representa-
tive example of the ssquenco of the "transitional style.”
For these reasons it dare not be lightly omitted in an
anthology¢2 But oddly enough in spite of Dreves! high
regard for the segquence I was not able to find it in
translation in any BEnglish hymnals. The sequence is of

el ther ¥rench or Itallan origin.

De Sancto Nicolao Sequsntia

A. BO

I. Congaudentes exsultemus Ad beati Nicolal (8)
vocali concordia festiva sollemnia. (7)

II, Qui in cunis adhuec ia=: - -Ad papillas coepit summa (8)
cens, promereri gaudia, (7)
servando ieiunia

EGuido liaria Dreves, &in Jahrtausend Lateinischer
ﬂx%gendichtung, revised by Clemens Blume (Leipzig: O, Re.
Reisland, 1909), II, 340, "Diese Sequenz isteine der ge-
sungensten und beliebsten des ganzen Mittelalters und findet
sich darum in zahllosen handschriften Quellen, die bis ins
11, Jahrhundert zurlickreichen. Sie ist zugleich ein
sprechendes Beispeil flr dle Sequenzen des 'Ubergangsstieles!'.,

Aus diesen Grunden dar{ sie in einer Anthologie nicht leicht
libergangen werden," For a list of menuseripts whieh contain

the sequence, see A Dictionary of Hymnolo edit
Julian (Second revIsed dEIEIEﬁ with New Epﬁleman%? ggnggﬂﬁ

John Murray, 1907 (1957 reprint)), pp. 1042 f




III,

Iv,

vIiIii,

IX,

Xe

XI,

XIIa

L3

Adulescens amplexatur
literarum studia,

Felix confessor,
culus fult dignitatis
vox de caelo nuntla,

Grat in elus anlmo
pletas eximla,

Bt oppressis lmpendebatb
multa beneficiz.

guldam neutae navigane
tes

Bt contra Iluctuum
gsacvitiam luctantes
Navi paene dlssoluta

0 beate Nicolas,

Nos ad portun maris
trahe
De mortils anguistia,

Dum celimarent, nec in=
cassum,

Keeo, quidam dicens:

Assum
Ad vestra praesidia.

Nx ipsius tume manat
Unctionis copia,

Nos, qul sumus in hoec
mundo

Vitiorum in Profundo
Jaum passi naulregla,

Ipsam nobls unctionem
Impetres ad Yominum
Prece pla,

Huius festum celebrane=
tes
Gaudeant per saecula,

Alicnus et jmmunis (8)
ab omni lascivia. (7)

Per quam provectus (5)
oraesulatus suvblimatur (8)
ad summa festigia. (7)

Auro per eum virginum (8)
tollitur infamia, (7)
Atque patris esrundem (8)

levatur inopia., {(7)

Tam de vita despesrantes (8)
In tanto positi (S)
periculo clamantes {7)
Voce dicunt omnes una: (8)

Trahe nos ad portum maris
Tu, qui tot auxiliaris (8)
Pietatls gratia, (7)

(8)

Statim sura detur grata (8)
nt tempestas it sedata,
Quieverunt merie, (7)

Quae inf'irmos omnes sanat {3)
Per eius suffragia, (7)

Gloriose Hicolae, (8)
Ad salutis portum trahe, (8)
Ubi pax et gloria, (75

Jua sanavit laesionem (8)
Multorum peccaminum (7)
In NMariz.

Et corones 90s, Christe, (8)
Post vitae curricula, (7) 3

lMerely by looking at the structure of this sequence it

is immediately apparent that there 1ls first of all a tendency

3

Dreves, oD. cite; Po 339,
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to equalize She length of sach lins and each sLanza,
Almost every line has elther seven or oight syllables; the
stenzes, 500, are limited to only two, three, or four lines.
If in stanza I "ligolal® and in stenzaa VII and X "Hicolae"
ars sung on four syllables thoere is an exact parallel 1r
the "A" and "B" of ecach stansza.

The maerked alteration of accented and unaccented sylla-
bles also indlcates o transition from prose to poelry.
However, &g in the earlier sequences, there is no attempt
to rhyme ¢t
feature of this sequence which 1Is commion to most of this
period--cach stanza ends with the syllable "a." Since the
texts of the sequences no longer were necessarily joined to
a particuler standard melody, the authors felt that they
had to show a textual relationship of the words with thse
fiml syllable of the allelula and so repsated the sound at
the end of each stanza.

Wlthout question the most famous sequenee of this

transitional period is the universally known and loved

Victimae paschali laudes. This sequence shows us some other

characteristics of the form during this poriod, As in

the earlier sequences, the stanzas of the Victimae paschali

laudes are not of equal number of verses, nor arve the lengths
of each verse the same, However, with the exception of the
first stanza, which 1z unpaired according to the German
custom, the remalning stanzas are all exactly varallel in

"A" and "B." This sequence does not end each stanza with

e verses of cach sbanza, but there iz one striking
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UL

the syllable "a" as dld

A¥

the sequence Lo Sancbto Hicolad.
Instead in

aid

£ $ha us
of thes uss

this sequence we nave an example of the begzinning
of rhyms.

I, Vicbtimae paschali laudes (8)
tmmolent christisni (7)
A

Be
IT, Agnus redemit oves, Mors ot vita duello (7)
Ghristus lanocens pabtrl c¢onflixere mirando’(?)
reconciliavit duz vitae mortuus {O)
Deccaoras,
I5I.

regnat vivus, (i)
Dlc nobis, Harla,

Angellcos testes, (0)
quid vidistl in via? sudarium et vestes. (7)
Sgpulecrum Christl vie Surrexit Christus, spesmea (8)
ventis pragcedet suoe in {6)
et gloriam vidl Gaililaeam, (i)
resurgentis,

IV, Credendum est magis soll
Hariae veracl,

Guam Judaeorum

r
a morbtuls vers, (0)
Tu nobis, vietor {3))
turbae fallacl, Trex, misersrc. (5)7
I. et Christlans dedicate thelr pralses to the Haster
vietlm,
Ty

The Lamb has redeemed the sheep; the innocent Christ
hag reconciled the sinners with the

s
Yather,
Death and life have fought in wondrous conflict; after

death the leader of life, living, relgns,
Tl

Tell us, 0 Mary, what thou sawest upon thy way?

J
I have seen the sepnulechre of the living Christ, and
the glory of the rising (Christ),

The angellc witnesses, the vell and the garments,
Christ, my hope, has arisen, he goes before his own
into Galilee,
IV, We know in truth that Christ has arisen from thg deads
be merciful unto us, 0 victorious king: Amsn,

h’araVBS, _O_E. _('!_j:_t-.’ I’ 11-'—7.

Sﬁrchibald Thc@pson Davison and Willl Apel, Historical
Anthology of M%sic \Cambridge: Harvard University ress,
Col » Po e :
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e

ouncil of Trent the word suos in 1line li of

.

Steanza IIl B wae changed to vos, thus destroying the perfect

“

E pe S Tl E S - L PRI
sbructurel pareilelism, In addl

sion the Council &lso
-r!f

A& "probably in order not to destroy the joyful

the Judagorum Ltur=

This also destroyed the original parallelism

of IV A and IV B, but by doing so brought the 8truciure

closer Go the usual Yerman style of unpalred Tirst and last

.
b
@
@
e

b
peid
o)
Bie
£2)

ate

| e

omission .adopted by the Council of Trent

gseems Lo have sobt the rule for none of the translations or

hymns based on the sequence use the Gext of IV ﬂ.T

Today the sequence 1s quite generally ascribed to

of Burgundy (d.1050), Wipo, a secular
priest, served [for scone time &as tiw chaplalin to bobth the
Emperur Conrad II and Henry IfI. To each of these men he
presentsd & collection o hymnse-to Comrad in 1025 anéd %o
Henry in thl. His lacet work which he compieted in 10&8

was a prose history of iths Emperor Conrad. In hia study

entitled Die RS&ngerschule St. Galleng, 1858, P, Anselnm

Schubliger ascribed the text of the Victimae paschali

laudes to ¥ipo on the strength of a single eleventh century

6?ater Wegner, Introduction to the Creogoriszn Melodies,

8 Handbook of Plainsgong, transiated by Lgnes Orme &nd Le Ge

o Wyatt (Second edition; London: The Plainsong and Medieval
Wusle Society, 1901}, p. 235, fn. l.

7Common textual variations in different manuscripts:
III very frequently gallilasam reads gallllaea (undountﬂdly
to rhyme with meaj); T paschalils, immolant; I1 conflizsrunt;
IIT spes nostra; IV resurrexisse, ex mortius.
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Einsiedeln manuscript which cites him as the author,
John Mearns however is not willing to concede it as definitely
by Wipo on the basis of thls single reference. "His clainm
to this sequence can hardly be regarded as definltely
' established."s

Although we usually hesitate to establish proof on
the basis of & single reference, yaet most contemporary
writers follow the example of Uuido Dreves who ascribes it
unquestionably to Wipo. He says that YWipec as the author of
this Haster ssquence h s secured for himselfl an honorable
position, particularly if we also conslider him to be the
composer of the beautiful Dorlic melody which he feels may
be greocater than the text. Kven though the authorship is
based solely on the single Binstedeln manuscript, "es ist
endes ke in Grund vorhanden, die Angabe derselben in Zweifel
zZu ziehen."9 Andreoas Schwerd and other conbtemporary wribters
do credit the melody as well as the btext to Wipo.lo

The melody of this sequence also has some definite
characteristics of the transitional period. "Half-way through
the melody in many cases a change takes place which is very

analogous to modern modulation into the dominant,"tl

84 Dictionary of Hymnology, op. cits, pe. 1222,
9Drevas, op. cit., I, 147.

0
Andreas Schwerd, Hymnen und Sequenzen (Minchen:
Kosel Verlag, ¢.1954), p. 100,

1lgal tor Frere, Winchoster Troper, xxxvii, quoted in
Heese, ODe cito’ Pe 1 9
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This most bsautiful sequsvice begins with the prailses
ol the Risen Christ who was the Sacrificlal Lamb glven oy
God for the sins of His peonlc. To this Lamb all the "sheep"
are Lo offer the sacrifice of nraise. Ths second stanza is
indesd a most wonderful, succinct, and pleturesques zaccount
of the Redemption, Martin ILuther admired especially the
terse description of the conflilict betwzen Daath and Iife and

12~

Davison and 4dpel, 0D, cit.;
Transcribed from bass cleff bv

2s 13, Example 13b.
the author.



L9

and the glorious victory and rule of Life, He included
it in his hymn Christ lag in Todesbanden., The second part

of the sequence 1s in the form of a dialogue in which the
worshipper speaks to Mary Hagdalene and asks her to witness
again what she saw on that first Easter mornlng. Her reply
concludes with a confession of falth that Christ, her hope,
has arisen. This confession of Mary is then taken up by
the worshippers who confess that "We know in truth that
Christ has risen from the dead” and then concludes with e
brief prayer to the vietorious King for merecy.

The sequence is a wonderful example of the unaffected
nalve expression of falth in the Kiddle Ages. In a very
true sense worshippers were able to be with the women at the
tomb, as they were able to adore the Christ Child with the
shepherds or urge on the donkey carrying the Christ Child
from Bethlehem, It is not at all surprising that this
sequence should become one 6f the most well known and popular
in Europe. Within a century of its composition it was
included in the lissals of all European countries from
England to Finland and even south to Italy. The text was
often revised and parodied. An example of such & revision
by a monk named Othlo (Othlohe, d.1072) is cited by Dreves.
The revision expresses the same thought in the same order
as does the original, but the structure is quite different.

Oblato Christo studeat sibi quilibet isto

Tempore paschali laudis dono speciali

Pacificare Deum, qui depopulans hypogaeum

Ut tiro magnus, tondendus mitis ut agnus,
Agnos exemlt exinde suosque redemit,
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Nos miseros vero simlll pietate supremo

Patrli placavit, miserando reconciliavit.

Mors contra vitam pugnam confert inimicam,

Dux regnat vitae vivus mortls sine lite,

Dic, dle, ergo pia nobis duleclsque Haria,

Quid flens vidisti prope tumbam quando stetlstl?
Angelicos testes, sudaria, lintea, vestes.
Unica spesque mea surrexit et hoc Gallilsea
Adprobat, est visus ibi nam multls redimendus.
An vis, Tudaee, tlbi credamusve Mariae?

Illius sanis verbis tu falsificaris, 13

Qui vivis vere, tu nobls, rex, mlserere.

In addition to numerous revisions there were also
countless parodies written in honor of the Virgin Mary which
began "Vipgini Marise laudes™ instead of the "Victimae
paschali laudes.” The Mary of stanza III of course bescame
the Virgin Mary as in one sequence whlch reads:

dic nobis, Maria--virgo clemiﬂs et plaje=
=-guomodc facta es geneitrix.

In Germany vernacular verses were intsrpolated between
the Latin stanzag so that already in the twelfth century we

have the pre-Reformation chorale Christ ist erstanden,

which became the basls for Martin Luther's Chrilst lag in
Todesbanden. The Victimas paschali laudes is alsoc very
important in the beginnings of liturgical drama.

Anothsy sequence from this m riod which was includsd

in The English Hymnal is Salus aeterna, indeficiens mundi

vita, Believed tc be written about the year 1000, this
sequence is found in a number of English manuscripts, one

dated about 1070, In the fourteenth century it was adopted

13snalecta hymnlca medii aevi, edited by C1
emens
and G. W. Dreves (Leipzig: O. K. Relsland, 1g86-1922)’3%?m32h.

luIbid.. LIv, 27 ff.
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by the Sarum, Hereford and York Rltes and also in some
French Missals., In the English Hissals it 1s appointed for
the first Sunday in fdvent. Typlcal of many of the sequences
of this period, all the verses end in "a,('

The translation of M., J. Blacker is as follows:

Au B.
I. Saviour eternall Light everlastingl
Health and l1ife of the And 1In verilty our
world unfailing. redemption.
II, Grieving that the ages till in heav'n abiding,
of men must perish thou camest earthward
Through the btempter's 0f thine own great
subtlety clemency.,
III, Then freely and To lost ones and pe rishing
graclousgly Gavest thou thy free
Deigning to assume deliverance
humanity, Filling all the world with joye.
IV, 0 Christ, our soulas That wo as temples pure
and bodles cleanse and bright
By thy perfect Fit for thine abode may be.
sacrifice;
V. By thy former advent By thy second grant us
justify, liverty:
VI. That when in the night ‘When in raiment undefiled,
of glory Bright may shine, and ever
Thou descendest, Judge follow
of all. Lord, thy footsteps blest

where'er they lead us, 15

lsThB w0

English Hymnal with Tunes (London: Oxford
University Praess, 1933?. p. Wjo M, Jo Blacker's transla=
tion was altered by the editors.



CHAPTER VI

ADAM OF ST, VICTOR AND THE SEQOUENCES
OF THR TWELFTH CENTURY

The zenith, not only of this
period but of all hymnody, was
reached by Adam of St. Viclor.
His numerous SeguUeNCeS. o « 4re
Incomparably beautiful, 1
~«Clemens Blume
It is indeed ironical that ths monk Dom Gusranger,
called "the greatest poet of the lMlddle Ages® and who was
the best-known member of the Abbey of St. Victor, is almost
unknown teoday. His sequences which have made both him and
his community famous are practically forgotten and of his
nersonal 1life we know very little., Almost without exception
everyone who has studied and written about the sequence
honors Adam of St, Vlictor as the writer who brought this art
form to the highest point of 1ts development., Archbishop
Trench said he was "the foremost among the sacred Latin
poets of the lilddle Ages"; John MMason Neale calls him "the
greatest latin poet, not only of the Middle Ages, but of
all times."? And yet it is impossible bto draw up a list of

sequences which beyond a doubt are ascribed as hia.3

l¢lomens Blume, "Hymnody,"™ The Catholic Encyclopedia,
edited by Charles G. Herbermann (New York: The Gilmary
Society, 1907 and 1913), VII, 5006,

2Guldo Maria Dreves, Ein Jahrtausend Lateinischer
Hymnendichtung, revised by Clemens Blume (Leipzig: O, R.
Re%slana, 1909), I, 257,

3 . Ada v
Sequonzbh Fatelntssh TN  DEUEsoh {TuMSHoy IOt eh i rmany)
Kosel Verlag, 1955), De 10,
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Even among the sequences that are used in twentleth century
English hymnals what one hymnologist will cite as an gxample
of nis finest work, another will delete from a listling of
Adam's writings,

The sarliest mention of Adam 1s considerably after his
own lifetime, Williem of St, Lo (d.13&9),h a later abbot
of St, Victor, mentions him as a contemporary of Hugh (Hugo)
of 5t, Victor. A much later chronicler of the seventeenth
century, Jean de Toulouse, in his annals of the Abbey states
Adam was a student of Hugh and a contemporary of Richard of
Ste Victor., He was, as we shall see later, greatly infiu=
enced by the theologlcal teachings and methods of Biblical
interpretation of three famous medieval scholars,

Generally the date of Adam's birth is given as 11123
but this date is not certein. Nothing is known of his family
nor of his life before coming to the monastery in the ysar
1130, The records of the monastery call him a "Brito," but
this is of little value since this term was used for both a
resident of "Britannla malor" (England or Britain) and
"Britennia minor" (northwest France or Srittany). Both
"maior"” and "minor"™ were ruled at this time by the descendants
of the Norman, William the Conqueror, who were kings of England
and at the same time held lands in northern France as vassal
lords to the French King. Some have tried to determine
whe ther Adam is French or English by a careful study of the

hr, 7, E. Raby, A History of redatian Latin Poe
o Bo % tgx from
4

the Bepinnings to the Close of the Middle Ages (Oxfo
mrengon Press, 1953)s De 350,
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linguistical and stylistlc characteristics of his writings,
but this has proved of little value since Latin was still
at this time very international; vulgar national or reglonal
peculiarities were still very few.

The same Williem of St. Lo also commented that Adam was
a Doctor and Master which at that time signifled the highest
rank in ecclesiastlcal and academic knowledge. He also

credits him as being the author of an Exnosito super omnes

prologus Blbliae, an historical commentary on the prologues

of St, Jerome and a dictionary of all the difficult works
in the Bible for the use of novices and beginners in the

study of the Scriptures entitled Summa de difficulibus voca=-

bulis in Biblia contenhis.s But even here scholars are not

agreed to credit him with the authorship--some declare

emphatically that none of the prose works attributed to him
6

are his, The annals of 3t. Victor mention some additional

prose writings by him: & highly mystical treatise entitled

De discretione animse, spiritus et mentlis, another treatise

preserved in the Sorbonne 1s Super cantica expositio Adse de

8. Victore, and still another work ascribed to this Adam is

Postille Adam de s. Victors.

Much of the difficulty arises because Adam's saquences
and other works were included in the liturglcal books of

Swellner, oPe Cibe, Pe 18. The title of this work is
quoted by some authors to read "Sumama Britonis seu de diffi-
cilioribus verbis in Biblia contentisa."

Sjonn J. A'Becket, "Adam of St. Victor," The Catholie
Ency

NCY clonedia, oo, @ibes I, 1324
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9t. Vic tor without the name of the author and then were
brought to the sister and neighbor abbey of St. Genavieve
and the Diocese of Paris.T Unfortunately William of St o
does not list tho titles of the sequences, but merely refers
to Adam 28 a wrlter of many sequences in honor of the Trinity,
the Holy Spirit, the Virgin Mary--Tor whom he had special
devotlion==the Apostlea and other subjects.8 During the
French Revolution the Abbey of St. Vietor, along with meny
others, was dlssolved and the library was transferred to the
Bibliotheque Nationale where they were later discovered by
Mo Léon Gautier. In 1858 Gautier published "the first complete
edition" of Adam's scquences. However, of the apnroximate
ons hundrod sequences in this collection Abbe Misset atbrie
butes only ;5 to Adam and "it can hardly be doubted that
within this 1list a number of Adam's sequences are to be
found.“9 Clemens Blume in Volumes LIV and LV of the
Analecta Hymnica attributed 48 to Adam, A very recent

: 10
collection by Franz Wellner containsg 53 seaquences. But

with Adam as with Notker, we most likely will never be able

to prepare & unanimous and unquestionable list of sequences

7Dreves, loc. cit,

Shaby, loc. cit. Raby gives the Latin text of William
of St., Lo which 1s quoted from the Analecta Hymnica, LIV, x,

9For a8 complote list of Adam's sequences, see Analecta
hymnlca medii aevi, edited bg Clemens Blume and G, ¥, Dreves

10wa11ner, op. cit.
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which may be attributed to him wlth absolute certainty. Even

the faomous lLaudes crucis attollamus which J, M, leals cone

B § = p
siders "perhaps, his masterpiece,” is not credited Go him
by F. J. E, Raby, who fesls that "on msnuscript grounds 1%

is certain that it belongs to the gnd of the eleventh
|!12

cenbury, nor by Clemens Blume who credits it as the work

of an unknown writer before Adam,
The Abbey of St. Victor

The Abbey of 3t. Victor, although qulte new at the time

of Adam, had alroady become a very important center for

medievael tlsology. According to tradl tion, alter the
Ascension of Our Lord, Kary, Martha and thelr brother

Lazarus joloed the Apostles. About the year L5 A,D. when

the Jews were belng driven out of Jerusalem, they, together
with Maximinus, one of the 72 disciples, and other Christians
set sall in a ship "without rudder, oar or sail," By ths |
direction of God they arrived at Marseille (Massilia) where

by preaching and miracles many came to accept the Christian
faith, lNembers of the party scattered and established churches
elsewhere while lazarus remained as the f irst bishop of

Marseille.

It was also et Marseilles that Victor, a Roman cavalry

114 pictionary of
S DLOiEierd O Hymnology, edited by John Julian
(Second revised edition with New Supplement; London: John

Murray, 1907 (1957 reprint)), p. 1.

X
2Raby, QPe clt., p. 351,
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soldier, was martyred about 30L. Espscially in southern
France the name Vietor was used for many churches and
monasteries, especially within the Benedictine Oréarf St,
Victor soon bacame a favorite salint of the French so that
even Iin a heraitage (Einsiedei_l._@__:l_-_):l:" utside of Parls there

was & Chapel of 3t,. Victor.lh

In 1108 William of Champeaux,
Archdeacon of Paris, & student of Anselm and a highly
respected scholastic teacher and later an archenemy of
Abelard, withdrew to the hermitege of St. Victor, =and with
several of his students adopted the Rule of St. Augustine
and bezan the Abbey of St, Victor, However, Wllllam did
not remain long at hls newly established monastery. At the
inalstence of Hildebhert, Blshop of Le Mans, he returned to
the seccular church and hecame 3Bishopn of Chalons=sur-Harne.
As the Blshon of Chilons-sur-Marne he conseerated Bernard
as the flirst ebbet of Clairvaux. He dlied in 1121,

The community of St. Victor flourished under the
guldance of Gilduin, a student of Williem of Champeaux and
fathe r-confessor to King Louis VI (1108-1137). By the time
the first Abbot Gilduin died, 1155, tho monastery already
possessed Ll daughter-institutions, Gilduin was also able
to attract and keep men of great intellectual ability who

were well trained in schelastic thought, The first of these

13Ths German word for hermitage, Einsiedeleil, ia the
name glven to some of the manuscripts from the Abbsy of St,
Vic tor which contain exemples of Adsm's sequences,
bt
Because of the growth of the clty of Peris, the Abbe
of St, Victor 1s now within the city limits, 1 ¥
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was Thomas, Prior and Scholastic of S5t. Victor, Grandviear
of Bishop Stephan of Paris, Thomas was murdered in 1133
by the nephew of Archdeacon Thibaud when he became involved
in the conflict between the Blshop and ths Archdeacon.
Thomas's pupil Hugh {Hugo) succeedsd him 2s Prior and
Scholestic at the age of 36 and becams known as Hugh of St
Victor. The annals of St, Victor record that Hugh succeeded
to procure somd relics of 3t, Victor from Marsellles for the
mones tery.> Hugh becams known as "a second [8t. Augustine”
because of his mysticism and intellectual ability, However,
his mysticism was expressed as elaborate allegory and sym=
bolism in which everythinge-nature, historical events, man,
even the Holy Scriptures (especially the 0ld Testament)==
was 8 symbol of God or a type of his relationship with man,
Both Adam and & Richard--later known as Richard of
St. Victore-were students of Hugh, At Hugh's early death
in 11L1 Richerd succeeded his teacher as Prior snd Scholas=
tic, He also became well kmown as & theologian and mystic.lé
Under these two great scholars the school of St, Vietor
became a literary and research center. The monks wrote on
almost just every subject: history, geography, grammear,
pvhilosophy, psychology, education, together with the usual

sermons, commentaries on the Holy Scriptures and various

15Adam wrote the sequence Ex Radlce caritatis for this
occaslion,

1651 chard of St. Victor (d.1173) came oit
Scotland or Ireland. He is mantiongg by Dantehzilgggsfi

in his Divine Comedy. "Paradise,” Canto X: "And Richard
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kinds of manuals.lT G, Morin comments

only these activities and this background can explain

the unity of spirit which underlies the diversity

(of literabture), tho special qualitlies common to the

greater mysteries of human being, a typlcal Victorine

mysticism yet @& style which is lively, ingenious,

some times eloquent, incomparably more %gtractive than

that of the scholastics who succeeded.

The Vicborine school of Biblical study was typleally
medieval, Hugh Telt "all good things go into threes.”~ All
learning he [elt must be ritted into a threefold exposition;
this i1s true also of the study of the Holy Scriptures which
were bo be studied first of all in ths literal historical
sense, sccondly as allegory, and thirdly in a tropological

£611368 4 20

The Sequences of Adam
Hugh and Richard expounded & medieval philosophy midway
between the rationalism of Abslard and the pure mysticliam
of' Bernard of Clairvaux., Adam and some of the other poets
drew thls inspiration from the theology of these men and set

forth in verse what Hugh and Richard expoundsed in prose.

more than man, erewhile in deep disecernment.” Undersecoring
by the author.

17Bsryl Smelley, The Study of the Bible in the Middle
Ages (New %ork: Phl{asopﬁich Eiﬁiarj, I952)s De Oife

181p14,

19mhree was the number of perfect completion, for in
Fathar, Son, and Holy Ghost there is the one completed Godhead

and alse three is the only number which is the sum ¢
all numbers that precede it. otal of

20por o further and detalled account of Biblical studles

agdsg§ Victor, see Smalley, op. cit., especially Chapters III
a e
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Adam's texts are mainly dogmatic and are most often expressed

in symbolicel terms, Because 1t 1s mainly didactiec 1%t is

often related that Adam and his school "rarely reach the

w2l

highest flights of inspiration. ~ His sequences are mostly

songs of pralse and are objective in thelr worshlp., Thay

have none of the personal or subjective lyrical qualities of
the later sequences of the Franciscans, Adam's sequences were
still considered to be liturgical and part of the lMass and

were not intended for personal devotlon,

Die Sequenz, als eine flr den Chorgesang bestimmte
Kunstform, bedient sich grundsfdtzlich des 'Wir'! Tons;
nur zweimals durchbricht Adam diese Regel und gebraucht
des 'Ich' (In natale galvatoris, !'Scio tamen posse
Deum' and Profltentes unitatem, 'Me nescire sum pro=-
fegsusg') 3 beldemal absr ist es an Stellen, in denen
er die Unzuldnglichketl des menschlichen Verstandes
bekennt=-nein, eben nur seines eigeneni

The sequences of Adam and of hiz school cannot be under=
stood without reference to the elaborate allegory and sym=
bolism which the Victorines saw in everything. The visible
was a plcture or sign of the lnvisible, temporal e vents were
the shadow of eternal truths, Here; in the beginnings of
Neo=Platonism, we find the belief that the "real world" is
the world of ldeas, a spiritual and moral universe, and the
world as we see 1t and the phenomena which are observed ars
of value only in that it helps us to understand the spiritual
truth. Hugh's De Sacramentis Christianse Fidei regards the

visible world as a sign or sacrament under which the invisible

2133.!3}', OD. c:!.t., Pe 351'-.
22
Wellner, op. clt., p. 20,
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was everywhere to be dlscerned.”> This 1s true of nature,
of history, of the Bible, and of man. The famlllar
Bestiaries of this age always find a symbol of truth about
God in the descriptive account of each of the animals so that
for instance the lion's secret descent from the mountain %o
the valley in order to elude the hunter is in realiby a sign
of the mystery of the Incarnation., Even the mythical Unicorn
1s a pilcture of Chrilst's incarnation and madr.m.pd:.fl.on...2!+ We
shall take up the contexts of some of Adam's sequences after

looking at the structures.
Structure of Adam's Sequences

The gtructure of Adam's sequences is so regular that
it 1s hardly distinguishable in form from the Latin hymn.
The texts are metrlcal and rhythmic and use rhyme. However,
two things distinguish the sequence from the regular hymns:
first of all, although most of them are in either three or
four lines, the stanzas may vary in length, and secondly,
they retain the original sequence style by having different
melodies for different palrs of verses.

Ths general pattern is a group of trochaic linss of
elght syllables with a caesura after the fourth syllable
which is at the end of a word (trochalc acatalectic dimeter)
followed by one line of seven syllables (trochaiec catalectic

dimeter) without caesura.

23Raby, op. cit., p. 358.

For further information and examples see Rab o

cit,, "The Victorine Sequences and Medieval Symbolig;,'RGp. 355-63.
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"u‘U/"u"u

By far the largest number of verses follows this
25

pattern, Adam's sequences for the Feast of St. Stephen,
Martyr, is often selected as an illustration of his Tinest
work. Raby says that in thls sequence the sequence form

"reaches a perfection which was never surpassad.“26

A, ' Be
I. heri mundus exsultavit heri chorus angslorum
et exsultans celsbravit prosecutus est caslorum
Christi natalitiag regem cum laetitia,.
IT, protomartyr et levita, sub hac luce triumphavi®
clarus fide, clarus vita, et triumphans insultavit
¢larus et miraculis, Stephanus incredulls,
ITI, fremunt ergo tamqueam falsos testes statuunt
ferae, et linguas exacuunt
qulia victi defecere, viperarum ilil,
lucls adversariliy
IV, agonista, nulli cede, insta falsis testibus,
certa certus de mercede, confuta ssrmonibus
persevera, Stephanel synagogam Satanael

V. tostls tuus est in caelis; nomen habes coronati,
testis verax et fidells, Be Cormenta decet pati

testis iannocentiae; pro corona. gloriae.
VI, pro corona non marcenti tibi rfiet mors natalis,
prefer brevis vim tormenti, tibit poena terminzlis
te manst viotoriag dat vitae primordia.,
VII. plenus sancto spiritu videns deil gloriam
venetrat intuitu crescit ad victoriem,
Stephanus caslestiag suspirat ad praemia.

25Wellner, op. olt., pe 338: "in etwa drei Funftelm
aller Verse." :

aéﬂaby, OD. 2_’_-__-’ Pe 352.
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VIII, en, a dextris del stantem tlbi caelos reserari,
Iesum, pro te dimicantem, tibi Christum revelari,
Stephanes, considersa; clame voce libera.

IX, so commendat salvatori, Saulus servat omnlum
pro guo dulece ducit morl vestes lapidantium
sub ipsis lapidibus, lapidans in omnibus,

X. ne peccatum statuatur, in Christo sic obdormivii,
his, a guibus lapidatur, qui Christo aic oboedivld,
genu ponit et precatur et cum Christo semper vivit,

condolens insaniae; martyrun primitiae,
X1, quod sex suscltaverit huius dei gratia
mortuos in Africa, revelato corpore
Augustinus asserit; mundo datur pluvia
fama refert publica, sicecltatis tempore.
XII, solo fugat hiec odore martyr, cuius est iucundum
morbos et daemonia, nomen in ecclesia,
laude dignus et honore langueacentem fove mungym
iuglque memoria, caelestl fregrantlia.
1, Yesterday, with exultation

2.

L.

Joined the world in celebration
Of her promis'd Saviour's birta;

Yesterday the Angel nation

Pour'd the strains of jublliatlion
Oler the lonarch born on earth,

But to=day, o'er death victorious,

By His faith and actions glorious,
By His miracles renown'd

Dared the Deacon Protomartyr

Rarthly life for Heav'n to barter,
Faithiul midst the faithless found,

.In a hopeless strifs engaging,

They like savage beasts are raging,
Adversaries of the light;

False the witnesses they set:

Tongues like swords the rabble what,
Viper brood of darke st night,

Forward, champion, in thy quarrell
Certain of a certain laurel,

Holy Stephen, perseverel
Perjur'd witnesses confounding
Satan's Synagogue astounding

By thy doetrine true and clear,

271bide, pe 351.
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5, Lol in Heaven thy Witness llveth:
Bright and faithful proof He glveth
0f His Marbtyr's blamelesaness:
Thou by name a Crown 1lmplilest;
¥eetly then ln pangs thou dlest
For the Crown of Rightecusnessli

6, Por a cerown that fadeth never,

Bear the btorturer's briel endsavour;
Victory walts to snd the strifes
Death shall be thy birth's beginning,
And 1life's losing bs the winning
Of the true and better Life,

7« Whom the Holy Ghost endusth,
Whom celestial sight embueth,
Stephen vene trates the skles;
There God's fullest glory viewing
There his victor strength renewling
For his near reward he slighs,

B8, See, ag Jewish foes invade thes,
See how Jesus stands to aid thesl
Stands to guard Hls champlont!s desth:
Cry that opensd Heaven l& shown thee:s
Cry that Jesus waits to own thee:
Cry 1t with thy latest breathl

9+ On hls Saviocur's aid relying,
Sweet to him the paln of dying,
'Neath the fearful rain of stone:
Paul amidst the stoning throng,
Guarding garments, makes the wrong
Of the angry Jews his own,

10. As the dying Martyr kneeleth,
For his murderers he avpsaleth,
And his prayer their pardon sealsth,
For their madness grieving sores
Then In Christ he sleepeth sweetly,
Who His pattern kept completaly,oa
Martyr first-frults, evermorel”

==John Mason Nsale

The f'ive Christmas sequences are excellent examples

of both the style and theology of Adam. Because of the

28putn E1lis ilessenger, The lNedieval Latin H (
: __%_. yan (Washinge
ton, D.C.: Capital Press, ¢.1953), ppe. 101 £f, tanzas 11 e

and 12 are omitted,

A T eSS TR ST
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nature of the subject thers arn many examples of the syme-

bolic interpretation of the 014 Testaement and also of the

great honor and worship glven to the Virgin lary.

I.

Il

IiI,

IV,

Ve

VI,

1. TLux ezt orta gentibus

A

Lux est orta gentibus
In unbra sedentlbus
Bt mortis callgine;

Ut ascendst houo reus,
Condescendit homo=Deus
Homonls miserliae.

Quidnam iucundius,
Quidnam seécretius
Tall nysterio?

Guam subtile

Dei consilium,

Quam subl lme

Rel mysterium;

Virge florem,

Vellus roremn,

Virgo profert filium,

0 ¥aria, stella marils,

Post Deum spes singularis

Naufragantis saeculi,

Be

Gaudet miser populus,
Quia mundo parvulus
Nascltur de virgine,

Quis non laudet et lactstur,
Qulis non audens admirstur
Opus novaes gratize?

0 quam mirabilis,
¢ gquam laudabllls
Dei dignatic.

Wec pudorem
I=eslt conceptic,
Wec viowrenm
Floris emissio;
Coneclpiens

Bt pariens
Compargtur 1ilio.

Vids, quam necs fraudulenter,
Quam nos vexant violenter
Tot et tales aemuli,

Per te virtus nobis detur,Tuse proli nos commenda,
Per te, mater, extrubetur Ne nos brevi sed tremenda

Daemonun superbias.

FPeriat sententia,

This Tirst sequence beglins with & statement of the

fulfiliment of the prophet Isalah (9:2): "The people who

walkad in darimess have seen & groat light; those who dwelt

in a land of deep darkness; on them has light shined.®

The second strophe 1s & rine thaological'statement of the

29\"!'911!181', QoD+ Qit'p Pe 30.
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incapnation. The fourth contains references tc &wo 0ld
Testament events which the poet sees as symbols for the
birth of Jesus of the Virgin Mary. "Virga florem, vellus
rorem"--the bough blossoms, the fleece is covered with dew.
The rod of Aaron {HNumbers 17:1lell) which "sprouted and
put forth buds, and produced blossoms, and bors ripe almonds®
iz regarded as a picture of the Virgin Birth. The bough
which blossomed by itself wlthout external aid miraculously
brought forth life and established the authority of the
priestly leadership of Aaron; the Virgin also brought
forth life and this 1life established a new priesthood. The
fleece of wool is the most frequent symbol of the virginity
of Mary. Honorius in his commentary writes:

Gideon, the captain of Israel, spread out a

fleece on the threshing-floor, into which the

dew descended from heaven, while the threshing

floor remainsd dry. Again spreading out the

fleece, the floor was wet with dew, but the
fleece was dry. This was a sign of the victory
of the faithiul and of the {light of the snemy,.
The fleece wet with dew is the holy Virgin,
having conceived. The dry threshingefloor is
her inviolate virginity. The floor was on the
second occaslion wet with dew, because ths Church
was pregnant with the gifts of the Holy Spirit.
« ¢« o« Ine fleece was dry because tsg Synagogue
was barren and lacked those gifts. ‘

The sequence concludes with a prayer to Mary, "stella
maris, post Deum spes singularis,” for strength and intere
cession,

Stanzas II, V, and VI follow the general pattern of
two lines of trochale acatalectic dimeter followed by one in

BOHaby’ 22. CitQ’ Pe 371
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trochalc catalectic dimeter, Stanza I 1s entirely trochale

catalectic dimeter, The moter of thas third stanza 1s

T e =« U =
M e 11 = 11 =
w 1 L o w 1 w

9. fubilemus salvatori

A. B.
I, Iubilemus salvatori, rax de caelo nuntlatur,
Quem caslestes laudant Terra caselo foaderatur,
chorl, : Angelis seclesia,
Concordl lesstlitiaj :

II, Verbum carni counitun, Virgo parit, Del templum,
Sicut crat praefinitum, Nee exemplar nec exemplum
Sine carnis conula; Psr btot habens saecula,

III, Res est nova, res Ilnsig- Caell rorant, nubes pluunt,
nis, Montes stlllant, collest
Quod in rubo rubet ignis fluunt, -
Nee rubum attaminatb; Rwdiz Jesszse germinat,

IV, Dg radice flos ascendit, Radix Jesze rasgem David,
GQuem prophetae pracosten= Virgina matrem praesignavit
dit Virginem, flos parvulum,
KEvidens oraculum:

Ve Mire floris pulchritudo, Recreemur in hoc flore,
Quem commendat plenitude Qui nos gustu, nos odore,

Septiformis gratiae, Nos invitat specle,

VI, Iesu, puer immortalis, Flos et fructus virginalis,
Tuus nobis hic natalls Cuius odor est vitalﬁi,
Pacem det et gaudiaj Tibi laus er gloria.

Adam begins this besautiful Christmas sequence with
praise for the Savior at whose birth the angels sang and

proclaimed peace to men, Again in this sequence we have some

3linalecta hymnica, LIV, 99. Musical setting £
' or this
saquence is in Are 1d Thompson Davison and W?%li Appel,

Historical Anthologzy of Music (Cambridge: Harvard Universit
¢ I9L6T, Pe 1l 2%
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examples of medieval love for symbolism; in the second
gbtanze Adam refers Go Mary as the Temple of God, for in
her body God dwelt for a time., There are two references
to the Virginity of the Mother; omne in & simple statemant
thet the Word joined flesh "sine carnis copula® but 1t is
again symbolized in the Cigure of the burning bush (Exodus
3:2): "Quod in rubo vubet ignis/ Nec rubum attaminut.”

In using this picture of the Virgin Birth, Adam expresses
the popular belief of the day as expressed by Honorius:

Moses besheld the burning bush with fire, yet not
consumed by the f{lame, 1In this bush ths Lord
eppeared, when he delivered his people from Egyptilan
bondege. This prefigured the Blessed Virgin, whom

the Holy Ghost llluminated with offspring, yet defiled
not with the flame of concupiscence. Out of her the
Lord appearing visibly visited the world; and freed

the peggle of the faithful from the bondage of the
devil,

The poet includes the picture of Isaiah (115:8)3: "Shower,

0 hsavens, from above and let the skles rain down righteouse

ness.” The Rod of Jesse is the symbol of ths Virgin which

again follows the writings of Honorius,

Joesse was the father of King David, who was the
root of this sacred stock. From this root David
grow as & tree, of which a noble rod sprung,
because ths Virgin Mary derived her ancestry f{from
his offspring, This rod brought forth a flower,
when the Virgin Mary bore Jesus. For he himself
saith: 'T am the flower of the field and the 1lily
of the valleys' (Cant., ii). A field is soil

2

3 R&by. 0P e Gitc, Pe 369. The translator of’ the text
as it appears in Davison and Apel, loc. cit., seems to have
missed the comparison comple tely. By mistranslating in
ruby as "in the ruby,” the text has little meaning, His
translation reads "0 new and wondrous thing, the fire
glows in the ruby, but does not destroy it."
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untilled, that is, an unwedded virgin. Tals

field produced & precicus flower when Chrigg

born of a virgin shone forth on the world.

After making the symbolic interpretation of the 0ld
Testament that the root of Jesse signifies King David, the
rod (virga) the Virgin, and the flower the child, he stays
with the thought of Christ as a flower,

Wondrous is the beauty of the flower, which the
plenitude of seven={old grace commends,
We are recreated in this flower which invites us

by its taste, its smell, and 1ts appearance.

Jesus, immortal child, may this day of Thy birth

give us peace and joy. ,

Flower and fruit of the Virgin, whose pgrfume is

live giving, to Thee bs pralse and glory. +

Certainly the literary structure of this sequence in
no way distinguishes it from the Lst in hymn., Xach stanza
has identlcal form-~two llnes of trochailc acatalectic
dime tor followed by one line of trochaic catalectiec dimeter.
The first two lines. . of each stanza and the last lines of
each pair of stanzas rhymes and the caesura always comes
at the end of a word.

It is no wonder then that all the writers speak so
highly of Adam's sequences, For here we have an example
of an objective hymn of priase which is didactic and yet
beautiful: it is written in perfect form and yt one never

feels that the form ever dominates the text,

30 L

A. Be
I. In natale salvatorls Harmonia diversorum,

natale salvatoris

33Raby, OpPe cibey Pe 372,
3hDavison and Apel, op. cit., ps 240,
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Angelorum nostra choris
Sucecinat condiclog

I1. Felix dies hodiernus,
In quo patri coaeternus
Nascitur ex virgine;

III, Ne periret homo reus,
Redempntorem mislt Deus,
Pater unigenitumj;
Visitavit, quos amavit,
Nosque vitae revocavit
Gratia, non wmeritum,

IV, Non peccatum, sed peccatl
Formam sumens vetusbatl
Nostrae se contemperat,
Immortalis ze mortall,
Spiritalis corporalil
Jt natura conferat,.

V. Tantae rei sacramentum
Later hosten f'raudulentum,
Fallitur malitias
Caecus hostis non praesagilt,
Quod sub nube carnis agilt
Dei sapilentia,

VI, Iesu, noster salutaris,
Oui prudenter operaris
Salutis mysterium,

Sed in uanum redactorum
Dulclis est connectio,

Fellix dies et iucundus,
Illustrari gaudet mundus
Veri solis lumine,

Infinitus et immensus,

Quem non capit ullus sensus,
Nec locorum spatia,

Ex aeterno temporalis,

Ex immenso fit localils,

Ut resteuret omnia.

S1le concurrunt in personae
Singularis unione

Verbum, caro, spiritus,

Ut persona non mute tur

Heec persona geminetur,

Sed sit una pernitus.

Huius nodum sacramenti
Non subtilis argumenti
Solvit lnquisitlo;

lModum nosse non est meum,
Scio tamen posse Deum,
Quod non cavit ratio,

fls, qul colunt hunc natalem,
Da salubem tempora1§§,
Da perenne gaudium,

This sequence is interesting for a number of reasons.

It differs in many ways from the other sequences,

First of

all this one alone of the five Christmas sequences speaks

only of Christ,.

reference "nascitur ex virgine."

There is no mention of Mary other than the

In general this is a

postical treatise of the Incarnation, and it is interesting

to note that even though there was a strong emphasis upon

the invocation of the saints, especially the Virgin, the new

life which God gave in his Son 1

35w911nﬂr, QD . &LEQ’ Pe 380

s "Gratia, non meritum,"
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was born {Stanza
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Although this sequence contains practlcally no symbolic
meanings, 1t does seem to presuppose one common theologlcal
thought of the day which was that the coming of the Son of

God into the world was hidden from the Devil until Jesus

‘J J"'J.) -36

This soquence also contains cne of the very rare uses

of the first person singular, "I." However, the use of "I"

doss not in any way weaken the objJectlve character of the
sequence for it is a declaration of faith and assurance:

"I know, however, that God is able to do that which can not
be grasped by reason” (Stanza V B).

The structure is the same as Jubllemus salvatori
37

discussed previously.

. Splendor patris et figura

A Be
I. Splendor patris et Potestate, non natura,
figura Partum dedit virgini.
de conformans hominl
II. Adam vetus : Fugitivus
Tandem lactus £t captivus

Novum promat canticum; Prodeat in publicum.

ITI, Eva luctum, Nec siglllum
Vitae fructunm Propter illum
Virgo gaudens edidit Castitatis perdidit,

36A medieval Bestiary says of the lion that when he senses
that the hunter 1s near, by whatever way he wishes he goes down

to the valley. All his footsteps he fllls after h
dust with hig tail and covers up hisg trails so tha%mésheaggggs
be followed and found. This, says the stiary, is a nicture
of our Lord's descent, "Our Lord is the Lion who dwells there
above, Just how it pleased him to light on earth may devil
never know, bs he ever So keen & hunter, how he came’down, and

h dwelli
ngge?ewg%ogogg ﬁiﬁ ageman?g in that sweet maiden, Mary by

3Tgu Ty De OT
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VI,

VII,

VIII.

IXe

Ko

XI,

sequence is more than made up in this one,
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Si crystallus sit
humecta

Atque soli slt obiecta,

Selntillat igniculum;

Super tall genitura
Stupet usus et natura
Deficitque ratio;

Prondem, {lorem, nucem

gicca

Virga profert et
pudica

Virgo Dei filiumg

Frondis, floris, nucis,

roris
Pietati salvatorils
Congruunt mysterilas

Cur, quod virgo peperiy
Bst Iudaels scandalum?

Contemplemur adhuc
nucem}

Nam prolata nux in
lucem

Lueis est mysterium;

Nux est Christus:
cortex nucis

Circa carnem poena
crucis,

Testa corpus osseum;

Carne tecta deltas

Bt Christi susvitas

Signatur ver nucleum.

Quos sub umbra sacrae
menti,

Toesu, pascis in prae=-
senti,

Tuo vultu satia;

Hec crystallus rumpliur,
Nec in partu solvitur
Pudoris signaculum,

Res e@st ineffabilis,
Tam oie, tam humilis
Christi generatio.

Pert caselestem vellus rorem;
Creatura creatorem,
Creaturae pretium,.

Prons est Christus proe-
tengendo,

flos dulcore, nux pascendo,

Ros caelesti gratia.

Cum virga produxerit
Siceca sic amygdalume

Trinam gerens unionem
Tria confert: unctionem,
Lumen et sdulium,

Lux est caecis et unguentum
Christus aegris et fomentum
Piis animalibus,

0 quam dulce sacramsnium
Foenum carnis in frumentum
Convertit fidelibus.

Splendor patri coaeterne,
Nos hinc transfer §§ paternsae
Claritatis gaudia, i

The lack of symbolic interpretation in the preceding

Almost every

thought 1s expressed elther in a symbolical meaning of the

38Wellner, 8D« Cites PPs 42 L.
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01d Testament or by use of the symbols In nature o express
a truth about Christ and about Mary: Adam may have been
paraphrasing Hebrews l:3 in 3tanza I, "He reflecte the
glory of God and hears the very stamp of his nature, « "
and in 1t 18 a definlte statement of the virgin birth (non
na tura) .

Adam uses 35t, Paul's picture of ths 01ld Adam who
brought sin and death into the world and Christ, the New
Adam, who brought salvation to life {Romans 3:14-18, I Cor.
15:45). However, he presses the comparison still further
and contrasts Eve's sorrow ("in pain you shall bring forth
children") with Mary's joy at the birth of Jesus, He then
glves an example from nature to explain how Mary could have
a child and yet remaln pure.

The symbols of Aaron's staff and Gldeon's fleece are
again used and explained., But in this sequence Adam goes
a step further in hls symboliec pictures, The Rod of Aaron
brought forth leaves, flowers, and almonds., In the Middle
Ages a nut was often used as a symbol of Christ., In
Stanza IX the poet asks that the Christian contemplate the
nut. A nut, he says, gives three thingse--ointment, light,
and food. Christ is a nut: the outer shell (cortex) is
the symbol of his suffering and passion which closed round
his flesh; the inner shell represents his body:; the kernel
is hia divinity. Christ, in the gymbol of the nut, gives
light to the blind, olntment to the sick, and food to the

faithful in the Holy Sacrament. The sequence concludes




with a prayer to Christ,
Besically the form is the eight and seven syllable
trochaic rhythm, but sometimes the eight is four plus four

(esgoy Stanzas II and III),

5. lato nobls salvabore

Ae B
I. Nato nobis salvatore Mobis natus nobis datur
Cslebremus cum honore 5% noblscum conversatur
Diem n=talitlum, Lux et salus gentium,

II. Bva prius interemit, Prima parens nobls luctum,
Sed Maria nos redenit Sed secunda vitae fructum
Mediante filiog Protulit cum gaudio,

III, Negligentes non negle= Praesens mundoc, sed absconsus,
xit, De secreto tamguam sponsus
Sed ab alto nos pros=- Prodiit in publicum,
pexlt

Pater mittens unicums
IV, Gigas velox, gigas fortis Ad currendam venit viam

Gigas, nostras victor Complens In s¢ prophetiam

mortis, ; Et legis mysteria,

Accinctus potentia,

Ve Iesu, noster salutaris, Quis servis redimendis
Medlcina singularis, Tarn decenter condescggdls,
Nostra pax et gloris, Te collaudant omnia,

In this sequence Adam contrasts the first mother, who
brought us death and mourning, with the second mothsr, Hary,
who brought us salvation and the frults of life., God who
formerly "Negligentes non neglexit" now openly shows his
presence in the world as a giant who is our victor over

death,

39Aggleeta hymnica, op. oit., LIV, 15k,
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Gaude, Sion, et lactare

The sequence, Gaude, Slon, et lastare, is of historlcal

interost for it wes wrltten for &t, Thomes A'Becket whom
Adam had met a few years earlier. Thomas, Bishop ol Canter=
bury, because of his conflict with Ienry II of England, spent
part of his 1ife in exile in france and v isited the Abbey of
St. Victor on September L, 1169, According to the monagstic
record on that day, the Octave of the Feast of St. Augustine,
he spoke in the Refectory and later had a disputatlon with
Richard of 3t, Victor. Shortly aferwards, Thomng left France
and returned to Canterbury where he renewed his feud with
Henry II about the relationship of the fnglish Church with
the Pope and with the English King. He arrived in England

on December 1, 1170, and on December 29 he was murdered at
the High Altar of Canterbury Cathedral, Two years after his
death, ‘ebruary 1173, Becket was canonized by Pope Alexander III
and the 20th of December was declared to be the feast of

"Ste Thomes of Canterbury."” Bven King Henry made a soleamn
pllgrimage to Canterbury where many miracles were sald to
have occwred at the tomb of Thomas. According Lo the tradi-

tion of &%, Victor, the following sequence was written by
Adam in 117k,

Ao Be

I. Gaude, Sion, et laetare, Tuus Thomas trucidatur,
Voce, voto ilucundare - Pro te, Christe, immolatur
Sollemnl lastitial Salutaris hostia,
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II, Archipraesul et legatus Dispensator summi regis
Mult Thomas consecratus Lt d4ivinae doctor legils
Mullo tamen est elatus Pro tutela sul gregis
Honoris fastiglos Trusus est exaillo,

IIT, Telo certans pastorall, Hic pro Del aui lege
knge cinctus spirtall Et pro suo mori grege
Triumohare meruit, Decertare studuit,

IV, Tunc rectore desolatam Versa vice plausu miro
£t pastore viduatam srsultavit tanto viro
Se plangebat Cantla; Senongnsls Gallia,

V., Quo absente infirmatur, Sic nos, pastor, religuisti
Infirmata periturvatur, Te configens cruel Christi
Perburbata conculecatur Nec a vero recessisti
Libertas ecclesias, Tramite iustitiae,

VI, Quondam coetu curiall Plsbis aura favorall
Primus eras et regall Ht, ut mos est, temporall
Militans pelatio; Plaudehas prasconio,

VII. Consequenter es mutatus, Ex adverso ascendisti
Praesulatu sublimatus, it te murum oblescistl,
Novus homo reparatus Caput tuum ohtulisti
felici commercios Chris tl sacrificio,

VIII, Carnis tuae morte spreta Per te visus caecls datur,
Triuvmphalls es athleta: Clauvdis gressus instauratur,
falma tibi datur laeta, Paralysis e ffugatur,

Quod testantur insueta Vetus hostis prooulsatur
lMiranda miracula:s 5t peccati macula,

IX, Cleri gemma, clare Thoma, Ut in Christo, vera vite,

HMotus cernis nostras doma
Precum efficacia,

Hadicati veras vitge
Caplamus praemla.u

Adam views the murder of Thomas as a martyrdom, "Pro

te, Chrlaste” and nmaturally in no way gives any hint of the

political background of the conflict between the Archbishop

and the King 2

While Xent {Cantia) grieves the dead, France

(Gallia) re joices in the man who found refuge and safety

in France (Stanza 1IV).

Already the accounts of the miracle

491p1a,, LV, 328,
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at Cgnterbury were Mnowm in France for Adam makes mention

of the "Viresnda miracula®e-the blind see, the infirm are
strengthened, the lame walk, and the "anclent enemy and
marks of sin are warded off." The sequence concludes with
a prayer to St, Thomas,

Although the stanzas are not all of equal length, the
eight and seven pattern is followed throughout,

Adam wrote six Daater sequences, one {or each day
of the week betweon Easter Sunday and Quasi Modo Genitli,
The first one for Easter Monday is primarily symbollc.

I. Ecce dies celebris

Lux succedit tenebris,
Morti resurrectic.

B Be
IT. Leetlis cedant tristla, Unbram fugsat veritas,
Cun sit maior gloria Vetus tatem novitas,
Quam »rime confusios Luc tum consolatio,.
ITI. Pascha novum colite: Pascha novum Christus est,

Quod praeit in capite, Cul pro noblizs psasug est,
Membra sperent singula; Agnus slins macula,

IV, Hosti, qui nos circult, David fortis viribus
Praedam Christus eruit, A leonis unguilbus
Quod Samson preeinnuit, Et ab ursi fauclbus

Dum leonem lacerat; Gregem patris liberat,
Vs Quod in morte plures ' oSamson dictus sol eorum,
stravit, Christus lux est electorum,
Samson Christum figu- Quos 1llustrat gratia,
ravit,
Cuius mors victoriaj
VI. Iam de crucis sacro Iam calcato torculari
vecte Musto gaudent debrilari

Botrus fluit in dilectae Gentium primitiae,
Penetral ecclesiae;
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VIXI, Saccus sclassus e Guia regem peremeruni,
pentusus Rel regnum perdlderunts
In regales transit Sed non delebtur ponltus
usus ; Cain in signum positus,
Baccus flt soccus
gloriae,

Caro victrix miserice,
VIII, Reprobatus et abilectus Culpam delsens, non naturan,
Lapls iste nunc elsctus Novam creat cresaturam
In preopaeun stat ersc= Toensns 1n se ligaturam
tus Utriusque popul*.
Z6 in caput angulls

sit gloria J

sque concordia

apit
3 <

R it 11
dlemb +

:
J
In this sequence Christ is the new Raster Lamb (I. Cor.
537), the Lamb without blemish (Bx, 12:5); the Resurrection
of Christ as lHead (I Core. 11:3) gives us, the members
(I Cor, 6:15) the hope of our resurrsction., Adam continues
the symbolic picture (Stanza V): Christ the Savior brsaks
the circle of the Enemy which surrounds us as Samson conguered
the lions (Judges 14:0) and as David defended his father's
flock from the lion and the bear (I Chron., 17:34=35)., Another
interesting comparison is made: "Samson Christum figuravit"
for, just as Samson at hls death killed more of hls enemles
than during his lifetime (Judges 16:30), so also Christts
greatest victory was hls death, Adam brings in another
picture: the cross 1s the winebress from which the wine flows
into the Church for nourishment of the people. He also uses
a clever play on words: & gaccus (bag, often a bag used for

straining wine) becomes goccus (a light shoe, slipver, base

or pedestal).

hlwellmrg OD. 01t., Pe 1li2.
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The structure of thiz sequence ls rather unusuel, for

Adam very ssldom followed the Germen sequencs style, oub

here we have an example of the first and last stanzas without

repaotition, Howsver, the rayme and rhythm (7 or § feet to

a 1ine) are quite typlcal of him, except for the two lins

o}

nding which shifts the usual accents,

Wue-uue-u=h2

Adam's second Hashter ssquence, Lux Llluxit domineca,
plctures the creation of Light brought to its ultimate
realization in the Hesurrection of Him who is the Light of
light. We, the chilidren of light, as members of the Head
also will sece the Hesurrection, Adam sees in the rending
of the veil of the Temple the figure of the revealing of
shadows of the 01ld Testement which are fulfilled in Christ,
such &8, the Lamb without blemish (ix., 12:5) off'ered to God
for the reconciliation and the goat which carried away the
sins of psople {(Lev. 16:7 ff.). This sequence onds with a
beautiful, clear confession of faith in the power of the

Resurrection--Stanzas VI and VII,

a

«lg }30
I, Lux illuxit donmineca, Lux lucis st lastitiae,
Lux insignis, lux unieca, ILux immortalis gloriae,
IT, Diem mundi condicio Guam Christi resurrectio
Commendat ab initio, Sublimat privilegilo.
III, In spe peronnis gaudli Vindicent membra meritis
Lucis exsultent filii, Conformitatem captitis,

LI'QMO » Pe 354
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IV, Sollemnis est celebritas, Sollemnitabtum gloria
Kt vota sint sollemnia: Peschalls est victorla,
Primee diel digniltas Sub multis aenigmatibus
Prima requirit gaudia. Diu promissa patribus,.

V. Iam scisso velo patult, ouid agnus sine macula,
Quod vebtus lex vroeclinuit; duild hoedus typil gesserlt,
Figuram res exterminat Nostra purgans pliacula
Bt umbram lux 1lluminet: Messias nobls asperit,

VI, Per mortem nos indebitam Praedam captans illieltam

30lvit a morts debita: Pracdo privatur liclta.
VIiI. Carnis delet opprobria Die reflorens tertia
Caro neccatl nesclay Corda confimat dubla,

VIITI. O nors Chrlistl viviflez, MNMors morti non obnoxla;,
Tu Christo nos unificag Da nobis vitae praemia,”

Franz Wellner says of the third sequence, Salve, dies,

dierum gloria, "Wle die schweren Falten kostbaren Brokats
h)

-~ = A - r
rauschen dle Verse dieser dritten Oster-Seguenz,”

s

Tha
antire sequence 1s filled with the deepest Joy in the Day

of Resurrection, Of the six sequences this one ls the

most didactic and dogmatlic in the statement of theology.

Adam remembers mankind bound 1In deepest sin without hope but
that Grace came down to us, "Ut infirmis snerna gratia sule
vencret™ (3tanza II), The victoriocus and risen Christ is
also the Good Shepherd who carries his sheep on his shoulders

to heaven,

A. B.
I. Salve, dies dierum gloria, ILux divina caelis irradiat,
Dies felix, Christi vic=- In gua Christus infernunm
toria, spoliat,
Dies digna lugl laetitia, IHMorbtem vinelt et reconciliat
Dies prima., Summis Ima,

h3ggglecta hymnica, op. cit., LIV, 145,
Mﬁellmr, ORe m., Pe 122.
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IT1, Sempiternl regis senten= Dei virtus et sapientia
tia Temperavit iram clemene
Sub peccato conclusit tia, :
omnia, Cum 1am mundus 1in prascl-
Ut inflrmis superna gratia pitia
Subveniret; Totus iret.
III, Insultebat nostras mise=- Desperante mundo remedium,
riae Dum tenercnt cuncta
Vetus hostis, auctor silentium,
malitlae, Deus pater emisit filium
Quia nulla spes erabt Desperatis,
veniae
De peccatis.
IV, Praedo vorax, monsbtrum Dignitatis primae con=
tartareum, diclo
Carnem videns, non ca= Reformatur nobis in filio,
vens laqueum; Culus nova nos resurrectio
In latentem rusns acu= Consolatur,
loum
Aduneatur.
V., Resurrexit liber ab Angelorum pax fit et
inferis hominum,
Restaurator humanl Plenitudo sucerescis
generis ordinum;
Ovem suam reportans Triumphantem laus decet
umeris Dominum,
Ad supe rna, Laus aeterna.
VI, Hermonlae caelestis Triumphato mortis imperio
patriae Triumphali fruamur gaudio,
Vox concordet matris In terra pax et _iubllatio
ecclesiae, 3it in c:a.elis.lﬂ"5
Alleluie frequentet
hodie

Plebs fidelis,

The structure of thls sequence is quite different from

Adam's usual style, This and only one other, Gaudes, Sion,

guae diem recolis, are written with ﬁhréa lines in choriambic

verse followed by & fourth line of four syllables in trochaic

mater,

4S1pid., p. 126,
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In the fourth sequence for the Friday after Easter,

Adam reflects on the events of a week ago, Good Friday,

which rescued us from & two-fold deathe-~temporal and eternal.

Christ the Lion of Judah has risen from the dead, and ls

victorious over the Prince of Evils This sequence also con=-

cludes with an exaltation for all to sing joyfully "alleluia,”

A.o

I, Sexta passus feria
Die Christus tertia
Resurrexi t;

II, Pro fidelil populo
Crucis in patibulo
Immola turs

IIT, Christi crux et passio
Nobla est praesidio,
51 credamus;

IV, Hostia sufficiens
Christus fult moriens
Pro peccato}

V. Morte sua simplici
Nostrae morti duplici
Fert medelam;

VI, Leo fortis hodie
Dat signum potentiae
Resurgendo,

VIiI, Diem istam Dominus
Fecit, in qua facinus
Mundi luit,

héIbid. s Pe 345,

Be

Surgens cum victoria
Collocat in gloria,
Quos dllexit. '

Clauditur in tumulo,
Tandem in diluneulo
Suscitatur,.

Chris ti resurrectio
Facit, ut a vitio
Resurgamnus .

Sanguinis effusio
Abluit nos, implo
Triumphato,

Vitae pandit aditum,
Nostrum sanat gemitum
Et querelam,

Principem nequitise
Par arma iustitiase
Devincendoe

In qua mors occiditur,
In qua vlita redditur,
Hostis ruit,
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VIII, Geminatum igltur Quia culpa tollitur
Alleluia canltur Bt vita promittitur
Corde puro In futuro,
IX. In hoc mundl vespere Salutaris omnlbus
Fac tuos resurgere, 51t tuls fﬁ?alibus
Iesu Christe; Dies 1ste.

The structure of this seguence 1is unique. It 1s the

only one that has a half strophe all the way through.

The symbolic comparisons in the fifth sequence are not
01d Testament references but to nature. The Lruth of the
Resurrection is symbollzed in Spring. With the Resurrection
of the Lord we also have the resurrection of nature, the dead
burst into 1life, "Revirescunt. . . ete.” Unfortunately, as
true as the plcture may be for Adam in Northern Europe, the
Resurrection of Our Lord came close to Harvest time, not
planting time, in Palestine, But of course even if Adam
had known this, it would not have changed his symbols. In
the fourth stanza Adam returns to 0ld Testament symbolism,
Life has overcome death and man now is recovered; the cherub
whoe guarded the gates to Paradise puts away the flaming sword.

The heavens are opened and the captives are freed,

I. Mundi renovatio

Nova parit gaudia;
Resurgenti domino

Conresurgunt omnisa.

L71014., p. 126.
haIbid.’ De 311-50
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Blementa serviunt
Lt auctorlis sentiuat
Quante sit potentia,.

IT, Cselum it serenlius IIT, Gelu mortis solvitur,
Bt mare tranquillius, Princeps mundl fallitur
Splrat aura mitius, Et elus destruitur
Vallis nostra floruif, In nobis imperium;
Reviverscunt arlda, Dum tenere voiuitb,
Recalescunt frigida, In quo nihil habuilt,
Postquanm ver intepultb, Iusg emisit propriun,

IV, Vita mortem superat,
Homo iam recupsrat,
Quod prius amiserat,
Paradisi gaudium,
Viam praebet facilem
Cherubin, versatilem
Amovendo gladium,

V. Christus caslos reserat
Bt captivos liberat,
Quos culpa ligaverat
Sub mortis ianteritu,
2ro tall victorias
Patri, proli gloria
81t cum sancto spiritu,

L9

The structure of this sequence 1is rather unusual, if not
unique. As a matbter of fact, can 1t still be called a sequence?
It has some characteristics of Adam's sequences but it does
not really mest the parallel repetition of the sequence form.
The lines are seven-syllabled trochaic meter, but since the
stanza 1s seven lines in length, the stanza surely cannot be
equally divided for singing, "dass jede Strophe als ganze nach

einer besonderen (nicht verdoppelten) Melodie gesungen wird.”so

It could be agreed this is not really a sequence. There is,

491y14., p. 130.
501h1d., pe 3like
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however, a parallel in the rhyme scheme. Stanza I is
ababeeb, the remalning four are aaabesb.

The saquence 1s among the earliest to be translated

into German. Toward the end of the fourteenth century it

was translated by Hermann, "the Monk of Salzburg,” and in

the fifteenth century by Oswald von Wolksteln eand by Heinrich

e
&
von Laufenbergap

The last sequence, for the 3Saturday after Baster, is
the richest in 1ts use of regarding 013 Testament events
as aymbols fulfilled in Christ, John Julian in his

Dictionary says:

Of this grand sequence Clichtovasus says wlth
accuracy: 'The wonderful mysterles of the Resure
rection of our Lord are here set forth, as fore=-
shadowed in the 0ld Testament by many types, and
through the goodness of God explained more clearly
to us in the New. And of a truth this prose is
almost divine, embracinz much in few words, agd all
distinctly talen from the Sacred Scriptures'b

Ao B

I. zyma vetus expurgetur,

ut sincere celebretur
nova resurrectio,

ITI, haec Aegyptum spoliavit
et Hebraeos liberavit
de fornace ferrea;

ITI, iam divinae laus virtu-
tis,
lam triumphi, iam salu=-
tis
vox erumpat libera,

51Ibide, ps 131.

haec est dies nostrae spei,
huius mira vis dleil
legis testimonio,

his in arto constitutis
opus erat sservitutis
lutum, 1ateg, ralea,

lex est umbre futurorum,
Christus finis promissorum,
qul consummat omnia.

525 pictionary of Hymnology, op. cit., p. 1305,
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haec est dies, Christi sanguils
quan feclt dominus, lgneam

dies nostri doloris ber- hebetavit romphasam
minus, amota custodia.

dies salutifere.

IV, puer, nostri forma risus, loseph exit de cisterna,
pro quo vervex est Christus redit ad superna
occisug, post mortis suppllcium,
vitae signat gaudium,.

V, hic dracones Pharanois anguem forat in maxilla
draco vorat, a draconis Christus, hamus et armilla

immunis malitias in cavernam regull
quos ignitus vulnerat, manum mittit ablactatus,
hos sorpentis 1libewrat et sic fugit exturbatus
aenel nrassentia. vetus hostis saeculi.
VI, irrisores Ellsael, in maxilla mille sternit
dum conscendit domum dei,et de trlbu sua spernit
zelwn calvi sentiunt. Samson matrimoniumg
David arrepticius, Samson Gagzae seras pandiltb
hircuvs emissarius et asportans portas scandilt
et passer effugiunt. montis supercilium,
VII, 8ic de Tuda leo fortis rugiente voece patris,
fractis portis dirae ad supernae sinum matris
mortis tot revexit spolia,

die surgens tertia,

VIII, cetus Ionam fugltivum, botrus Cypri reflorescit,
veri Ionae signativum, dilatatur et excrescit;
post tres dles reddit synagogae flos marcescit

vivunm et floret ecclesia.
de ventris angustla,

IX. mors et vita conflixere, mane novum, mane lastum
resurrexit Christus vere, vespertinum tergat fletum;
et cum Christo surrexere quia vita vicit letum,

multl testes gloriae. tempus est lastitiae.

Xe Iesu victor, Iesu vita, vive panis, vivax unda,
Iesu vitae via trita, vera vitis et fecunda,
culus morte mors soplta, tu nos pasce, tu nos munda,
ad paschalem nos invita ut a morte nos secun%%

mensem cum fiducia, tua salvet gratia,

Adam begins this sequencs remind;ng us of St, Paul's

53Raby, op. cite, . 353.
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commentary of the meaning of the Reswrrectlon (I Cor. 5:7,8):

Cleanse out the cld leawven that you may be

fresh dough, as you really are unleavened.

e o o L@t us, therefore, colabrate the festi=

val not with the old leaven, ths lceven of

malice and evil, but with the unleavened

bread of sincerity and truth.
Adam wishog to remind the worshippers that before they can
sing the praises of God, they must have a change of heart,

Adam then mentions many exemples of Christ's fulfillment
of the 0ld Testament symbols or types. In fact, the key to
the entire sequence is IIT B, Christ fulfllls the story of
the bondaege of Israel in LEgypt. Although they suffered at
the hands of thelr persecutors, when they finally left Egypt
they tock with them much of the Egyptian gold and silver, and
just s0 Christ suffered at the hands of his enemies and
espoclally The Enemy, but before his leaving, he took away
many souls from the hands of The Znemy. Therefore, praise
Godes Isaac appears as & type of Christ; his name means
"laughter" because he brought joy to the parents of the
Promise, and just so Christ brings joy to all those who live
by faith in the promise, Thse sacrifice of the willing and
obedient Isaac 1s often used as a prefigure of the sacrifice
of Jesus on the cross. Josenh's rescue from the pilt and
his r ise to glory and power orefigure Christ's Resurrection
and glorious Ascension, Christ is Aaron's serpent which
devoured the serpents of Pharoah's magician. He is Moses!

serpent which was set on a pole and all who looked at it

were saved {Christ himself made this comparison), Christ is




88

the one who hooks the Behomoth {Job 10), and He is the
suckling child and weaned child {Ts. 11:8 f.) who 1is able
to put his hend in the hole of a wssp and on the adder's
den without harm, £lijah, derided by the children, is typical
of Christ mocked by the Jews and the punishment of the chile
dren to be eaten by two bears prefigures the punlshment of
the Jows in the destruction of Jerusalem under ths Empe rors
Titus and Vespasian, Christ is the David who feigned madness
(I Sam, 21:13) to escape Achish the king of Gath; he 1s the
goat set out in the wilderness (Lev. 16:7-10); he is the bird
set freec to malke atonement (Lev. Lli:lj9=53),

Sangcn again appears as a btype of Christ, HHe has slain
a thousand enemies with the jawbone oI an ass., Samson took
himself a wife Trom the heathen and in just that way Christ
chose his bride, the Uhurch, from among the heathen, Samson
carrying away the gates of Gaza is typical of the rising Lord
who brealks the getes of Hell,

According to ©'s medieval Bestlary the new borm lion
cub lies as 1f dead for three days and 1s awakened by the
roaring of his father, So, says the ZBestiary, Christ, the
Lion of Judeh, was awakened by his Father after three days
in the tomb.: Jonah in the belly of a great fish for thres
days is & sign used by Chrilst himself of his own death and
resurrection. The Cyprus grape blooms again, spreads out

and grows upe~the flower of the synagogue withers and the

church blossoms.
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Somo commentators would like to establish a dependence

of Stanza IX upon the famous Victimee paschali. Adam here

too pletures the redemptive work of Our Lord as "mors et
vita conflixera.” The "Vietimae paschali” howsver called
upon Mary to witness the fact of the Resurrection while Adam
merely states "HMulti testes gloriams.” The vost continues
his pictures of Christ as Vietor, life, bread, living water,
and true vine,

And so in many plctures Adam shows Jesus to be the
complete fulfillment of the 01ld Testament and alsc the per=
fection of the symbols in nature. For him Christ is the
Almighty who is "all in all® and in whom e verything is
complete, It 1g noteworthy that in an age which was devoted
to the Virgin and which also believed in the intercessory
prayers of the saints, not once do sither of these emphases
come out in any of Adam's Haster sequences. There can be
no doubt that for Adam, who himself was very devoted to the
Virgin, the redemption is viewsd as only Christocentric.

Nor do we find any "work righteousness" expressed in the
sequences, All of them are a beautiful picturesgue expression
of God's love and redemption of the world in Christ Jesus,

The kerygms was still taught in the pre-reformation monasteries,

The seguence was very popular and sSoon was used throughout
France and adopted by both the Sarum end York rites in Zngland.
Je Julian gives seven translations which includes one by J,

M, Weale in his ledieval Hymns and Seguences, 1851,
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The WMusic of tThe Sequence

There is today no complete collection of the melodles

sl

of Adam of 5t. Victor. In general it lz believed that Adam
composed the melodies to most of the sequence Lexts which he
wrote, iHowever, thers is no decisive answer to the gquestion
of which were wribten by Adam himself and which by the choir=
master of St., Vlictor. Nor is the origin of the melodies
certainoss Many seem to be taken from the folksongs of the
day although this hypothesls cannot be proven. Some melodies
are without a doubt "borrowed" from Latin hymns while a few
seem to be original compositions of either Adam or someone
else at 3t., Victor,

In these later sequences we have & complebte reavarsal
of the relationship of the text with the melody. The sequence
began with the fitting of words to a preexisting melody; in
the period of the transition the preexisting melodies ware
"edited" or altered to fit a text, but now the text is primary
and a melody is generally composed or adapted to fit the text

of the sequence, Since the structure of the sequence became

80 regular, some melodies were often used for mors than one

ShWellnsr, ORe Cltey Do 363, "Bine allegemein Sammlung
der Sequenzenmelodien fehlt bisher; allerdings hinterliess der
hervorrsgende englische Hymnolge Rev. He i, mister beli seinem
Tode (1909) ein daraufbezligliches, beinahe vollendetes Manu=
sltript, es gelangbe aber nicht zum Druck, sondern liegt (sowelt
feststellbar) in deor Verwahrung der Bodleian Library zu Oxford.”

55?eter Wagner, Introduction to the Gregorian Melodies,
& Handbook of Plainsong (Second edition; London: The Plalnsong
and Mediseval music socieby, 1901), p. 2h0,
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text of similay struchure, Howrever, it seems that there
was not Too much concern whebther or not the accent or me ter
of the text agrecd with the accent of the music, For

instance, two of Adam's texts in differant meters are

assigned the same melody. The flrst is trochalce { =tt=u-u=u);

the second i3 lombic (Ueteu=ue=),
L B P s 4 ]
I | | F ’ l
J 1 &5
7 L] Py
&3 Splen- dor pa-tvis et Fi- pu- Ta 50

2 Lau- de-mus pm-nes  1n - cli- 1
Tn some of the examples of the texts of the sequences
the wepetition wes not always exactly parellel. This of
course demends some me lodic change to compensate for a

differsnce in the number of syllables. In the sequence

Laudes crucls attollamus for example, the following lines

are the A and B of Stanza III,

Ao Be
Dicant omnes et dicant singuli:(10) Agni sine macula, (7)
Ave, salus toblus saeculil, (10) Qui mundavit saecula (7)
Arbor salutifera. (7) Ab antiquo crimine. (7

The first two lines of A are ten syllables while in B
they are only seven. In the repetition the melody drops

two notes and sings one syllable on two notes.

A n s .
” r{ ' 7| 1 == L ! 'l ; i § | }
¢ ) : : (4 e
Di-cait om- nes et di-@al sin-gu-li: A¢-ni si— ne ma- ce-b,
A-ve Sd- lus to-ti- vs Sde-co-li Qui mun-da~ WiT  S3c~ co- la, 57

56Adapted from Wellner, gp. glk., p. 3%4.
STWellner, on. cit.s p. 386.
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The adaptatlon of & melody to a different text some=
times Involved hoth nroblemse-a change Iin the rhyme scheme

and also a different nunber of syllebles per line., An example

ci

of thls is the melody used for the Easter seaquences:

vexta passus feria and 0O, Marlia, stella marlis
- U el -Ues -0 = U« U=y
- U = 11 = U = - U e lU=uUeiu
= U et - U e U = Y=

The musical adaption for each of thess 1s as follows:

— - — e t——t =
vy f =

& Sox-ta passvs Fe~ vi- a Di-e Chris=fus terti- 3 Re-svr-rex- it

=1

|
[

0 Mavi-a, skl mi-nis  Foe-ta- to singo- la-vis Fretelo o-cu-la

This melody undoubtedly was taken directly from the old

famous Latin hymn Ave maris stelle whose melody begins:

£ ﬂ T =
- 3

§ A- ve ma- vis stef la, 2

The usual sequence style has a rhyme-scheme of aabech
for which the most common melodic pattern is A3C ARC, The

above example, however, is an example of a rarer pa ttern;

581p1d., v. 371
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AAB AAB, In this style the first two lines of each half

of the verse are slike and the third line is different.
This musical structure (AAB AAB) is more like the poetical
structure of the text (aabceb).

Because of 1ts most unusual structure of seven line

stanzas the sequence Mundl renovatio has a mslodic pattern

of its owvn, The first stanza has a rhyme scheme of ababccb;
stanzas II-V, aaabecb, The staﬁzas of the text cannot be
divided in half and so are sung stralght through, The fol=
lowing melodic pattern shows why we set up the text with
stanzas II and iII side by side.
I. ABABCDE
IT. ABCDABD IIT. ABCDABD
IV. A BCDETF G
Ve ABCDABE 59
Only in stanzas II and III does the literary parallel
of b have a melodic parallel, D; in the other verses there
is no relationship between literary repetition and melodic
repetition,
Not only the structure of the sequences has:undergone
a change but even the melodies of the Victorlne sequences
have lost some of the earlier characteristics. Jacques
Handschin says that the melodies are more "trivial®™ than the

older onea.éo To some extent they begin to approach "modern

)

591bid., p. 369,

6°Jacquas Handschin, "Trope, Sequence, and Conduc tus,"
Barl MedievngMuslc up fto 1300 oof edited by Dom Anselm Hughes,
in New Oxfor Isto%x o) n London: Oxford Universit
Press, (<] 2 Pe z
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tonality" but are more properly described as "the ¢ mode,"

As an example of an entlre sequence we include the

sequence used by both Jacques Handschin and Franz Wellner,

Salve, mater salvatoris. Wellner writes that the choice of

this

sequence "begrilindet sich dadurch, dass es hier um eine

unzwe ifelhalft originale Einzelmelodie und vermbge der besone

deren Bedeutung dleser Sequenz unzwelfelhaft um elne echt

61
viktorimische Melodie handelt,”
AL 1
[ | Pii r | I | | | | IR
F y = 7
j| | Jf J
 J
F A S3l- ve ma-ter o/~ va- to- 7y Vis e-lec- Tvm, vas hon-o-ris vas cee-
B. Ab de- Ter-no vas pro— Vi- Sum  ¥if in_g5i —~ Qne, VdS €X-Ci-Sum  mi- e
m - ]
2 ) J ] |
? l ‘l J 1t ( T 1 1 1
1 = | - - = |
P ole- T pra-Ti-ae, A Sal-ve, ver- bi 53- Cra  pd-Tens  Flo; de spi- ha,
sa~  pis en- Ti-ae, 0. Nos SPi~he ~Tum, nog pec- Cd- T Jpi- hy Jv- oy
Il 1199
[ = i I
1 | | I
l P e
] spr'-’na Ca- rens  Flos spi- he- T glo-vi- a-:
) 5sp ' . »
crv-en- ti- T, Sed Tv spi~ hde nee= sci - 3. for-Ta cliv 2
1 a
1 ¥ 11 1 I
|| ] ' ‘
]
d -

Fons  hor- to- vum cel-la cusTog vn-  guen-To~rum cel- la pig-men-Ta-

a 2
f 1 | ) 11 1 T 1
L Y T

I

=] =a

(4

Ti- 3; Cin- hi-mo-mi ca-[s- mum, h;)(r.rl"ldn,' Thus el bal- Sa- mum Sv-pe-

—— . .

i 1 |

)|
a

Yans  Fra- orentiy.  A-Sal-ve, de-cus virs gi-num re-ste-ra- Trix

B.Tv con-val-lis hu-m;-h}, ter-ra non a-

61Wellner, O e Cite s uPis. 37T «
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8Y su-+ Tu-de ce-dat vis vir-t-Ty do— lus pro — vi — Jen—'f':.-d e
ora-ti et nog tu-de cia-ri-Ta-Ts5 Con-Fi - v — ra glo~vri-ae

I. Hail, mother of our Saviour, ch
honour, vessel of heavenly grace, vesso
beginning of time, noble vessel, vessel
of wisdom}

osen vessel, vessel of
1 foreseen from the

e - 3 Faes - Vo A - =}
fashioned by the hand

IT. Hail, holy mother of the Word, flower from the thorn,
without eny thorn, flower that art the glory of the thicketi
We who are the thicket, we are stained with blood from the
thorn of sin, but thou knowest no thorn.

ITI, Gate that art closed, spring that waterest the gardens,
chamber where rich ointments and fards are preserved, exceeding
in fragrance the cinnamon plant, myrrh, incense, and balsam.

IV, Hell, glory of virgins, that restorest life to men,
thou that bringest forth salvation, myrtle of temperance, rose
of patience, fragrant nardl! Thou the lowly val ley, the un=
bploughed land that brings forth fruit, the flower of the Pield,
the unmatched 1lily of the valleys, Christ came forth from thee.
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V. Thou the heavenly paradise, the frankincense that
knows not the knife, glving forth sweebt (fragrance; Uthou hast
the fullness of beauty and glory, of sweetness and falr
odour., Thou art the throne of Solonmon, with wiich no t hrone
can compare for skill or substance:; the bright ivory of chas=-
tity, the red gold of charlty preflgure mysteries.

VI, Thou alone dost bear the palm, thsre is none like
thee on the earth or in the courts of Heaven; the glory of
the human race, thou hast the prize of virtue before all
others,

ViI, The sun is brighter than the moon,; and the moon than
the stars; so Mary is more worthy than all creatures., The
1ight that imows no eclipse is the virgint's chastity, the
heat that never fails is immortal charlty.

VIII., Hail, mother of plety and noble entertalinment of the
wnole Trinity, yelt preparlng & speclal guest~chiamber for the
ma Jesty of the Word incarnatel

IX. 0 Mary, star of the sea, alone in dignity, first in
honour above all the citizens of Heavenj where thou s tendest
at the summit of heavens, commend us to thy Son, that nelther
the threats nor the guile of our ensmles may overthrow us,.

X. Standing In battle array, let ue be safe under thy
protection, let the force of the s tubborn and deceitful man
Jield to thy virtue, his guile to thy providence, Jesu, Word
of the heavenly Fathsr, save the servants of thy mother,
absolve the gullty, bring freg salvation; end fasihion us after
the brightness of thy glory.o'

Even after the Council of Trent had limited to four the
number of sequences which could be sung, the Abbey of St,
Victor continued %o sing thls sequence at all the Westivals
of the Virgin, It soon became popular throughout all of
Germany and was frequently translated into German for ths
people worshipping In the secular churches, In splte of the

prohibition of the Council of Trent, the sequences of Adam

62Hnndseh1n, ope. cite, pPpe 162 ff. "It wlll be notlced
that the only verses which are not divided into two symmetrical
halves are III and VI; but they repeat each other, though they
are separated by IV and V,"
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end his imitators contlnued to be sung and translated,
Julian's Dictionary cltes many linglish translations in common

use during the ninetsenth century. The current hymnals of

the Lutheran Church and the Hpiscopal Church contaln six:

Sunarnae matris zaudia
Plausu chorus lae tabundo
Tucundare nlebs fidelis
Jorugalem 2t =ion filime
Stola repni laureatug
derli mundos exultavit

The first one, Supernae matris gauida, usually assigned

to AlL Saints' Day, was written by Adam for use at iass on

any Saint's Lay. The eleventh stanza 1is often changed to it
the particular occasion, In this sequence Adam plctures the
Church Triumphant as the mother of the Church Militant, Taking
his lunspiration largely from tlie ook of Hevelation, he describes
the worship and praise of God by the Church in heaven., In
contrast to the Church on earth, the heavenly hosts know only

Jjoy without end or measure; their adoration is everlasting

except "When the Lamb opened the seventh seal, there was

silence in heaven for about half an hour™(Rev. 8:1l)==3tanza V.,

Supernse matris gaudia
Representet Leclesia,
Dum festa collt annua,
Sugpiret ad perpetua,

In hse valle miserie
lMater succurrat filie;
Hic celestes excubie
Nobiscum stent in acie,

Mundus, caro, domonia
Diversa movent prelia;

* Ineursu tot fantasmatum
Turbatur cordlis sabbatum,

Joy and tihRémph everlasting

Hath the heav'nly Church on highs;
For that pure Immorital gladness
All our feast days mourn and sigh:

Yet in death's dark desert wild
Doth the mother aid her chilid;
Guards celestlal thence attend us,
Stand in combat to defend us.

Here the world's perpetual warfare
Holds from heav'n the soul apart;
Legioned fores in shadowy terror
Vex the Sabbath of the heart,.
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Dies festos cognatio
Simul hec habet odio}
Certatque parl fedesrs
Pacem de terra tollore.

Confua sunt hic omnia,

Spes, metus, meror, gaudium;
Vix hora vel dimldia

Fit in celo silentium,

OQuam felix illa civitas
In qua jugls solempnitas,
Et quam iocunda curia
Que cure prorsus nescial

Neec langor hic, nec senium,

0 how hapoy that estate
Where delight dobh not abatel

For that home the splirit yearneth,

#¥here none languisheth nor moure
noth,

There the body hath no torment,

Nec {raus, nec Lerror hostium,lhere the mind is [ree from care,

Sod una voxr letantium
Lt unus ardor cordium.

Illlic cives angellici

Sub lererchiz triplici,
Trine gaudent et semplici
Se monarchie sublci,

Mirantur et defleciunt

In illum gquem prospiciunt;
Fruuntur nse fastidiunt,
Quo frul magis stiunt,

Illlc patres dispositi
®ro dignitate merliti,
Semote lam caligine
Lumen vident in lumine,

Hie santes culus hodle
Celeobrantur sollenpnisa,
Iam revelata facie,

Regem cernit in gloria.

Illic regina virginum,
Trenscendes culmen ordiaum,
Excuset apud Yominum

Hos trorum lapsus criminum,

There 1s oviry voice re joicing,
Eviry neart is loving there.

Angels in that city dwell;
Them thelr King delighteth well:
5till they joy and weary never,
More and more desiring ever.

There are the seers and fathers
hely,

There the prophets glorified,

All their douwts and darkness
ended,

In the light of Light abide,

There the salnts,
olc

We in faithful hymns uphold,

Have Lorgot their bitter story

In the joy of Jesus! glory.

wose menories

There from lowliness exalted
Dwelleth Mary, Queen of Grace,
Ever wlth her presence pleading
'Gainst the sin of Adam's race.
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Nos ad sanctorum gloriam, To that glory of the blest,

Per ipsorum suffragila, By their prayers and falth con-
Post presentem miseriam 63 fest,
Christi perducat gratia. Us, us too, when Death hath
fresd us,
Christ of his good mercy lead
us.

6L

«=wRobert Bridges
The translation by Robert Bridges was prepared for his

Yattondon Hymnal, 1899, and was included in the English

Hymnal, 1906, The editors of The Hymnal 1940 omitted the

last two verses which honor Mary as the Queen and refer to
her prayers and ilntercessory prayers of the saints for our
salvation,

This translatlon was prepared for the tune "Bourgeols,”
composed or adapted by Louls Bourgeols for Psalm ;2 in the

Geneva Psalter, 1551, Julian's Dictionary lists six other

English translations of the sequence, including one by John
M, Neale which began "The Church on earth with answering

love "

Only the editor of the English Hymnal considers Plausu

ghorus laetabundo to be by Adam; other commentators credit

632Qg_§xgggl 12&0 Companion, prepared by the Joint Com-

misslion on the Revision of the Hymnal of the Protestant
Episcopal Church in the United States of America (New York:
The Church Pension Fund, ¢.1949), pp. 91 f. In Wellner, gp.
git., p. 290, the third last stanza reads:

Hi sancti quorum hodie

Celebrantur sollemnia,

Iam revelata facie

Regem cernunt in gloria.

OS4Tne Hymnal 1940 (New York: The Church Pension Fund,
1940), #12%. The last two stanzas are from The English gggggl
37 5. 280,

with Tunes (London: Oxford Unlversity Press, 1933), n.
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1ts authorship to one of the many anonymous imitators of
Adam of St. Victor, Gautier included it in his first edition

of Adam's Oeuvres poetiques, 1858, but in a later edition

deleted the text and mentioned that its ascription to Adam

is doubti‘ul,65 The oldest text is found in a thirtsenth
century parish gradual in the Blbleotheque Nationale, Paris,
In England only the York rite used this sequence and assigned
its use for the Peassts of the Evangelists, It is included

in Hymns Ancient and Modern, The Engzlish Hymnal, and the

Hymnal 19L0.,

Plasusu chorus laetzbundo Come sing; ye choirs exultant,
Hos attollat, per quos mundo Those messengers of God,
Sonant evangelias Through whom the livling Gospels
Voce quorum selue fluxit, Came sounding all s broadl
Nox praecessit, et 1lluxit They spake, and lo! salvation
Sol 1llustrans omnis, Steam'd forth and banisht'd
nights

Up rose the sun of glory
To flood the world with light.

Curam agens sul gregils He chose them, our Good Shepherd
Pastor bonus, acutor legis, And tending evermorse

Quattuor Instituit, His flock though earth's four
Quadri orbis ad medelan quarters,
Formam iuris et cautelam In wisdom made them four;

Per quos scribi voluit,. One charter for all nations

The Lawgiver decrsed;
And by four penmen utterid
One glorious title deed.

Circa thema generale In one harmonious witness
Habet quisque speciale The chosen four combine,
Still privilegium; While each his own commission
Quos designat in propheta Fulfills in every line:
Forma pictus sub discreta As; in the Prophet's vision,
Vultus animalium. From out the amber flame

In form of visage diverse
Four living creatures came.
Pellens nubem nostrae molis
Intustur iubar solis
Johannes in aquilaj
Supra caelos dum conscendit,

Sinu patris deprehendit
Natum ante saccula,

6SWG11ner does not 1
S nclude this sequen
collection, qQ ce in his
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0s humanum est Hattheel
In hunana forma Del
Dictantis prosaplam,
Cuius genus sic contexit,
Quod a stirpe Davlid exit
Por carnis materlam.

Rictus bovis Lucae datur,

In qua forma figuratur
Nova Chrilstus hostiag

Ara crucls mansuetus

His mactatur, sic et vetus
Transit observantlia,

Est leonis ruglentis
Marco vultus, resurgentis
Quo claret potentiay

Voce patris excitatus
Surgit Christus laureatus
Immortall gloria,

His quadrigis deportatur Lo, these the winged chariots,

Munto Deus, sublimatur That bring Emmanuel nighg
Istls archa vectibus; The golden s taves uplirfting

Paradisli hasc fluenta The ark of God on high;

Nova fluunt, sacramenta And these the fourfold river
Quae irrorant gentlbus, Of Paradise above,

ihence flow for &ll the natlons
New mysterles of love.

Non est domus ruitura Four square on this foundation
Hac subnixa quadratura, The Church of Chrlst remains,

Haec est domus PDlomini; A house to atand unshaken
Glorietur in hac domo, By floods or winds or rains.
Qua beatus vivit, homg6 0 glerious happy portion

Deo functus homini. In thils safe home to be,

By God, true Man, united 6
With God eternallyl Amen, 7
==Jackson Mason
The translation by Jackson lMason makes absolutely no
attenpt to retain the meter or rhyme scheme of the sequence.,

The Latin is an excellent example of the typical sequence

66The Hymnal 1940 Companion, op. cit., pp. 94 f.

OTHymns Ancient and Modern (Historical Edition), with
Introduction by W. H. Frere (London: Wm. Clowes and Sons,
Ltd,., 1909)3 DPRe. 283 f.
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form of two lines of eight syllables, followed by one lins
of seven syllables with & rhyme schems of AAB which Mason's
translation transformed into a pattern of 7676 with a general

rhyme scheme of ABAB, Hymns Ancient and Modern and The English

Hymnal use all five stanzas of the translation, but The

Hymnal 1910 omits stanzas two and four,

The tune used by the three hymnals is the German melody

Ach Gott von Himmelreiche and is taken from Part VII of the

Musae “ionae, 1509, by lMichael Praetorius. An earlier publi=-

cation of Hans Neusidler in 1535 also contains the melody.
The tune is also called "Praetorius" or "GBrlitz."

The sequence Iucundare plebs fidells has often been

attributed to Adem of St, Victor, but now generally is con=-
sidered not to be his but again by one of hig many anonynmous
imitators, Like the preceding sequence, this one also was
ineluded in the first edition of L., Gautier's edition of

%
Adam's Qeuvres poetiques, 1858, but removed in later editions.

E. lisset and Plerre Aubry published a critical study and

edition, Les proses d' Adam de Saint Victor, and on the basis
of the rhythm and versification have concluded that Adam is
not the author.68 This sequence, very popular throughout
France, is found only in the York rite and in no other

English diocese.

68 :
The Hymnal 1940 Companion, op. ¢lt., ps 90. Wellner
does not include this sequence in his collection,
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However; ths symbolic interpretations of the 0ld

Testament are quite simllar to the symbollc usages of the
Serioture made by Adam, The sequence 1= based on Ezekiel 1:
=28, 10:9-22, and Revelation lj:5=-8, The "living creatures,”
in accord with the usual interpretation, are the four
Evangelists: St, Matthew, the man; St. Luke, the ox; St.
Mark, the lion; and St, John, the eagle.

Quattuor describuntisti

Quadriformes octus Christi

4t figurant, ut audistl;

Quisque sua formula:
The wrlter refers to another symbolic interpretation which
was populer in the Middle Ages. The four ivangellsts are
compared to the four rivers that rlowed through and watered
Paradise with Christ himself the spring or source., (St.
John is repreasented by the first rivar, the Pishon: St,
Matthew by the second river, the Glhon; St. Mark by the third
river; the Hiddekel; and St. Luke by the fourth river, the

Buphrates, )

Iucundare, plebs fidelis, Come, pure hearts, in sweetest

Cuius pater est in caelis, measure

Recolens Zzechielis Sing of those who spread the
Prophetae prasconia; treasurs

Est Johannes testis lpsi In the holy Gospels shrined:

Scribens in apocalypsits Blessed tidings of salvation,

Vere vidi, vere scripsi Peace on earth their proclamation,
'Vera Testimonia,! Love from God to lost maikind.

Circa thronum maiestatis

Cum spiritibus beatis

Quattuor diversitatis
Astant animalia:z

Formam primum aguilinem

Et secundum leoninem,

Sed humanum ¢t bonvinam
Duo gerunt alla,.
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Formae formant figurarum
Formas evangelistarum,
Quorun imber doctrinsrum
8tillat in ecclesias
Hi sunt Marcus et Matihasus,
Lucas et, quem Zebedaeus,
Pater mislt tlbi, Deus,
Dum laxaret retia,

Formam virli dant Hattheaeo,
Quia scripsit sic de Deo,
Sicut descendlt ab eo,

Ouem vlesmavit, homine,
Lucasg bos est in flgura,
Up preemonstrat in scrintura
Hos tiarum tangeas lura

Tegis sub velamine,

Marcus leo per desertum

Clamans ruglt in apertum,

Iter fiat Deo certum,
Mundum cor a crimine,

Sed Johannes ale bina

Caritatis aqulilins

Forma fertur in divina
Pulori lumine,

Suatbttuor describunt isti
Quadriformes actus Christl
£t flgurant, ut audisti,
Quisque suva formula:
Natus homo declaratur,
Vitulue sacrifactur,
Leo mortem depraedatur
Et ascendit aquilae,

fees, forma bestialis,
Quam scriptura prophetalis
Notat, sed materialis

Haec est 1lmpositio:
Currunt rotis, velant alls:
Visus sensus spirtails,
Rota gressus est asqualls,

Ala contemplatio.

Pardisus his rigatur,
Viret, floret, fecundabur;
His abundat, his laetatur
Quattuor fluminibua;
Fons est Christus, hi sunt
rivi,
Fons est altus, hil proclivi,
Up saporem fontls vivi
Minis trant fidelibus.

See the rivers four that gladden
wWith thelr streams the better Eden
Planted bg our Lord most dear;

Christ the fountain, these the
waters;
Drink, O Sion's sons and daughters,
Drink and find salvation here.
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Horum rivo debriatis 0 that we Thy truth confessing,

Sitis crescat carltatis, And Thy holy word possessing,

Ut de fonte Deltatis Jesuy, may Thy ilove adores;
S3atiemur pleniusg Unto Thee our volcee ralsing,

Horum trahat nos doctrina Thee wilh all Thy ransom'd

Vitorum de sentina praising 70

Slicgue ducat ad dig%na, mveyr and for svermors, Amen,
Ab imo superius,>-

The translation of stanzas one and eight is by Robert

Campbell for his Hymns and Anthems, 1850, but actually the

)
L
5
@
ci
ra
“-

sanzga is more a transiation ofl the above sequence

-

Plausu chorus lastabundo than of this sequence. The tirange

lation of the third sbtanza "is wholly due to the Compilers®

1
of liymns Anclient and Iﬂodern.7 The Lutheran Hymnal has altered

the flrst lin

@

to read: "Christians, come, in swoetest measures™
and In »lace of the above third stanza has

Here our souls, by Jesus sated,
More and more shall be translated
Barth's temptations far above;
Freed from sin's abhored dominlion,
Scaring on angelic pinion,
They shall reach the sourece of love,

Then shall thanks and praise ascending
For thy mercles withoubt ending
Rise to Thee, 0 Savior blest.
With Thy gracious aid defend us,
Lot Thy guiding light attend us,_,
Bring us to Thy placse of rest.?“

B 1bid,, i 9,

70§3mns Ancient and lodern, op. cit., PP. 285 £,
Tl1v19,, p. 286,

2%, G, Polack, The . 1
. ™ ? e Handbook %to the fLutheran H L
(St, Loula: Concordia” PUblishing HOUSE, CeiOL2}, ﬁfxgg%-
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The most that can be sald of the text ls that 1t 1is
mors 2 poem suggested by the zequence than a translation,
Not even the structure of the Fnglish 1s parallel to the
originel; however 1t doos employ bthe familiar eight or seven
syllables per l1line,

The Hymnal 1910 sets the worda to the tune "Cobb"™ which

was composed by Gerar

Ponmm =T
francig

2
«Q

ochb and the Lutheran Hymneal

gets it to the CGerman molody "adlles 1st an Gottes segnen™
J &

from Johann B, &Bnig's Hermonlscher Liedsrschatz, 1738.

The sequence Hiesrusalem et Sion flllae 1s contained

only in the dngllish Hymnal which ascribes it to Adam, and

80 doos John dulien in his article "ILatin Hymnody."
ever, nons cof the other hymnals have included this sequence

for the Dedication of the Church., It is not included in the
listing of Adam's work by M., Gautier nor by modern editions,

The translation by Gabriel Gillett for the Enclish Hvmnal,

1906 resadss

Ao ; Be
I. Slon's daughters} Sons. Christ our Saviour weds on
of Jerusalem} this festival
All ye hosts of heavenly Holy Church, the Pattern of
chivalry! Righteousness,
L1ft your-volces; singing Whom from depths of utter most
right merrily migery
Alleluyal - He hath rescued,
II. Now the Brlde receiveth Mother meet for sinful humanity,
his benison, Life's sure haven, rest for
Tasteoth now the Jjoys of the sorrowful,
the Peraclete; Strong protectress, born in a
Kings and quesns with nyster
jubilant melody Zyver wondrous,

Call her blessed,

735 Dictionary of Hymnology, op. cib., pp. GLO-hS.
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Not more fair the noon in
her lovelinesusl}
Hot mors bright the sun

in his majesty!l

IIX,

Like &n arny splondld and
terrible,

BT s e y U1 AR
Ranged Loy babtleew

IV, 80, foretold by figures
and prorhecies,
Clethed Iin nuptial
ture of charity,
Jolned with Christ, oler
heaven's glad citlzens
ghe relgneth,

VeR=

wr
HOGW

50 the Church shiness forth
on her pllgrimage,

Signed with Jordan's waters
of penitence,

Drawn Lo hear the wisdom of
Solomon,

from the worldts end,

Welcome!l Tesst of light and
felieclty,

Bride to Bridegroom jolning
in unity;

In ber mystic
typified

Our salvebs ilon,

marriage 1

e

“

Ve Christ, whose Jjoys we joyfully celebrabe,
Grant us all a place with thy chosen ones,
True delignts7hineffable haoppinesa,

Rest eternal .

This translation seceks to retain the structure of the

Latin text; in

-~ T =
SaC:L g uallZa

ngnal, B af

in this setbing Stanzas I and II

Stanza V follows the usual Cerman custom cf having no parallel

repetition of Che last stanza,

facty, 1t 1s sung in sequencs {orm in the English
is always an exact "ecno" of A and

I, IT and IV are alike, and

Adam's sequence Stola regnl laureatus honors the Twelve

Apostles, nobt as individuals

cub

28 & ZrOUp.

the hoa % of heaven seen by St. John in his vislon; who, clad

in white robes of righteousness, surround the throne of CGods

The Apoatles are

they are the judges of the twelve tribes of Tarael (Lukes 22:30).
Aden seeg many symbollcal references in the Hely Seriptures to
the Twelve Apostles. They are ghe heavens of Psalm 19 which
are telling the giory of God and whose "voice goes out through

all the earth, and thelr words to the end of the world,"®

—

It is

TL"Tm ELZ&liSh HI!}m‘ 1 with T\mQSg OB« cj.ta’ PPRe 2!'-@7 Te



109

they who share with man the burden and yoke of Christ
(Matt, 11:30); 1t is they who sow the seed of Life that Christ
may harvest many souls on that Last Day (John ;235-38). The
Apostles are the threshers on the threshing floor (I Tim, 5t
17-18) who separate the wheat from the chaff (Matt, 3:12}.
They are the leaders of the Church who lead the Bride to
her Bridegroom Christ (Rev. 19:7). They are the walls of the
Temple (Eph, 2:20) and the foundation of the wall of the
city (Rev. 21:19=21),

lledieval symboliasm also saw many plctures of the Apostles
linked with the number twelve., Perhaps the most obvious is
the parallel of the Twelve Dlsciples to the twelve sons of
Jacob who became the patriarchs of the twelve tribes of Israel
(Gen., 35:22, l;9:28), A%t Elim the Jows found twelve wells of
swoeet water in the desert (Ex., 15:27). The breastplate of
the high priest contained twelve stones (Ex, 28:21) and the
Lord commanded that each week the people bring twelve loaves
of bread. In the Temple of Solomon the "molten sea" was

supported by twelve metal cast oxen (I Kings 7:23-25),

Stola regni laureatus In royal robes of splendour,
Sumni regls est senatus, Before the great King's feet,
Coetus apostolicus; The Princes of His Kingdom,

Cul psallant mens et ora; The crown'd Apostles, meet}
llentis mundae vox_sonora To Him their songs adoring
Hymnus est aflgelicus. With heart and tongue they bring,
Pure hearts and mighty voicese-
Eten as the Angels sing.

Hic est ordo mundi decus This Order shed its lustre

Omnis carnis iudex aequuus, O'er all the human racej
Novae praeco gratiae, A court of righteous judgment,
The Rock of GosPel grace; ==
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Ab aeterno praselectus, Rock of His Church, for ages
Cuius floret architectus Blected and foreknowns
Ad culmen ecclesiae, those glorious Master-Bullder
Is Head and Corner=-Stone.
H1l praeclari Nazarael These are the famous heralds
Bella cruclis et tropael Who, pledged to want and loss,

Mundo narrant gloriam} Proclaim'd the war of suffering,
Sic dispensant verbum Dei, The glory of the Cross,
Quod nox noctli, lux diel Dag unto day shows knowledges
Indicant sclentlam. lght unte night gives apeech;
So these to earth's four corners
The ir wondrous Gospel preach.

Onus leve, iugum mite Christ's burden light they proffer,
Proponentes semen vitae His easy yoke proclaimj
Mundl spargunt terminis; The seed of Life they scatter,
Germen promit terra culta, That all may own His HName,
Foeneratur fruge multa The earth brought forth and budded,
Fides Dei~hominis. Where'er their ploghshare ran,
And fruits of increase follow'd
The faith of God made Man,

Paranymohl novae legis
Ad amplexum novi regils
Sponsam ducunt reglam,
Sine ruga, sine naevo
Permansuram omni aevo
Virginem ecclesiam,

Heeec est virgo gignens foetus,
Sempsr nova, tamen vetus,
Sed defectus nesclas
Cuius torus mens sicera,
Cuius partus fides vera,
Culus dos est gratia,

Hi sunt templi fundamentum, These sre the sure foundation

Vivus lapis et casmentum On which the temple stands;
Ligans aedificium;} The living stones compacting

Hi sunt portae cilvitatls, That house not made with hands;

Hi compago unitatis The gates by which man enters
Israel et gentium,. Jerusalem the new;

The bond which knits together
The Gentile and the Jew,

Hi triturant aream
Ventilantes paleam
Ventilabri iustitiaj;
Quos designant aerel
Boves maris vitrel
Salomonis industria.
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Patriarchae duodeni,

Fontes aquae gustu lenl,
Panes taberneculi,

Gemmae vestls sacerdotis:

Hoe f{iguris signant notis
Novi duces popull,

Horum nutu cedat error, Let error flee before them,

Crescat fides, absit terror Let truth extend her sways
Finalis sententliae; Let dread of final judgment

Ut soluti a delictls To fai th and love give way;

Soclemur benedictls 75 That, loosed from our offences,
Ad tribunal gloriee. e then may number'd be

Among Thy Salnts in glory,
Around the thyone with Thee.
Amen, ©
The translation by Jackson llason and the complls rs cof

Hymns Ancilent and Modern omits Stenzas V, VI, VIII and IX,

and does not in any ways attempt to retain the sequence

structure of the Latin,
Adam's sequence for the Feast of St. Stephen, Heri

mundus exsultavit, is included only in Hymns Ancient and

HModern, The text and translation by John Mason leale is given
earlier in thls chapter.

This sequence is & simple narrative of the trial and
martyrdom of St. Stephen, the first saint to die for his
confession of Jesus as the Measiah, It contalns no symbols
except for the play on the word coronati ( the crowned) which
is the Latin of the Groek word oTégivos .« Only "yesterday
the world exalted” at the birth of the Lord Jesus, but
already on December 26, the church remembers the death of
the first martyr.

T5%ellner, op. cit., pp. 31 f.
76§xmns Anclent and Mgdern, op. cit., ©p. 280 £,
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The first nine stanzas of thé text are unquestionably
attriouted to Adam, <The last thres, howsver, which are
structurally different from the rest of the sequence, are
found only in the Victorine manuseript. They obviously were
added by a member of the Abbey at a later time in order to
permit the use of the sequence alsc on the Feast of Finding
of the Body of St, Stephen (August 3). They relate some of
the miracles said to have occurred as his body was belng
transferred from Jerusalem to Constantinople., St. Augustine's
account of these legendary miracles was known fto the author.

Two well known sequences which were written about the

time of Adam of St, Vietor are the Venl, sancte Spiritus

and 0 beata beatorum.

Venl, sancte Splritus

Nor indeed, in my opinion, can this
plece be sufficiently praised; for
it is above all pralse. « o o

-~Clichbovaeus78
In medieval times this sequence was often called the .
Golden Sequence, and there 1s no doubt that it is one of the
masterpleces of medieval poetry. It is indeed one of the
finest hymns to the Holy Spirit and 1s based on the Allsluila

and Verse for Pentecost.79 John Julian comments that even

7801icntovaeu8, Elucidatorium (Parls, 1516), quoted in
A Dictionary of Hymnology, oPe. Cit.s Pe 1212,

T91ivor Usualis Missae et Officil, edited by the Bene=-

dictines of Solesmes (Tlournal, Belgium: Desclee and Company,
1947), . 750.
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though the hymn ig not distinguished by great orlginallvy,

for ita leading lideas are clearly influenced by sarller

pleces, such as the Sancti Spiritus adsit, nevertheleas,

e o o 1t combines a stately grace, a perfect
raoythmic melody, and a faculty of saylng just
the right thing in Just the Titting words; in
gsuch & measure as to disarm criticism, and at
once Lo defly comparison with any other hymn

in any other language, and to make it almost g

impossibles
A,

I. Veni, sancte splritus,
Lt emitte coelitus
Lucls tuse radiuaj

IT., Consolator optims,
Dulecis hospes animae,
Dulce refrigerium;

ITI., O lux boarissima,
Reple cordis intime
Tuorum fidelium;

IV, Lava, quod est sordidum,
Riga, quod est aridum,

Sana, quod est saucium}

Ve Da tuis fidelibus
In te confidentibus
Sacrum septenarium;

to present an adequate translation.’

Be

Veni; pater pauperum
Venl, dator munerum
Veni, lumen cordium,

In labore recquies,
In asgsbu temperies;
In fletu solacium,

Sins tuo numine
Nihil est in lumine,
Nihll est ilnnoxium.

Flecte, quod est rigidun,
Fove, quod eat laguidum,
Rege, quod est deviume

Da virtutis meritum,
Da salutis exitum, 81
Da perenne gaudium,

This sequence is usually regarded as an early example

of the later sequence style.

Its construction is very regular;

89& Dictionary of Hymnology, loc. cit.

BlDreves, op. eit., II, 160, The following variations

in the text occur:
IT B:
IIT B:

lumine reads homine
solacium reads solatium

IgvABang B: Iines 3 are {nferohanged
: laguldum reads frigidum
For further information, see Analsectla h ica, op. oit,,

LIv, 23 f£f.
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written in trochaic dimeter catbalectis (eu~uwu~), 1t also
makes lugse of a definite rhyme pattern, asb ccb, In all five
stanzas b alwaye ends In ium. Bub heore again, as with some

of Adamt's scquences, the structure and form do not produce

[
2

ia]

g stiff and artifi

Q

cunding poetlc exercise, but rather
the excéllence of form serves as the vehicle for the art of
expression,

+ However, unlikec the sequences of Adam and his school,
this one 1s not didectic or dogmatic, nor does 1t use sym=-
bolle pictures, Rather 1t is a simple fervent prayer to the
Holy Spirit for his gifts. It prays for the Holy Spirit b
be with us now, to bless, strengthen, and comfort in svsry
need in dsily life, and finally to be with us at our death
and give us eternal joy. The hymn surely is an e xpression
of the faith of the church catholic for it contains no
expression of the errors in the Church of Rome which brought
about the Reformation, Today 1t 1s still sung by the entire
Western Churche~Roman Catholic, Lutheran, Eplscopslian, and
most other Protestant churches., It remains the prayer of

ths Church:

I. Coma, Holy Spirit, and send forth from heaven the
ray of Thy light, Come, Father of the poor; come,
glver of gifts; come light of hearts,

II, Thou best consoler, swest guest of the soul, sweet
coolness: in labor, rest; in heals refreshment; in
tears, solace.

ITI. O most blessed Llﬁht, £i1l1 Thou the inmost rocesses
of the hearts of l‘hy falthfull Without Thy divine
essistance there 18 nothing in man, nothing haraless,
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IV, Clezsnse what is base, bedew what 1s parched,
heal what 18 wounded; bend what 1s rigld, warm
vhat is chilled; gulde what is astray.
V. Give to Thy faithful confiding in Thee Thy seven-

fold gifts. Give them the reward of virtue; give

them Ehe death of salvation; give them eternal

Joy. 52

This sequence Tor Pentecost hes heen eattributed to
King Robert II (Robert the Plous) of France, Hermannus
Contractus of St. Gall, Stephen Langton, Archbishop of
Canterbury, and to Pope Innocent I1I, The metrical structure
of the sequence makes an sarly &uthbrship by either Robert II
o 8

(de1031) or Hermanus Contractus {d.l054) untenabls. 3 Today
the cholice is between Stephen Langton (d.1228) and his cone
temporsry and friend, Pope Innocent III (d.1210). Soms
hymnodists attrlbute it to one, some to the other, Julian
presents the evldence for all the writers and concludes that
Innocent is the most probable aunthor for he was "much more
competent to have written such a poem than any of the others

8L

to whom 1% hes been ascribed.” Blume and Bannister, the

editors of the Analectica h ica, are unable to decide
3 :

between Innocent and Stephen, 5 Agcording to Dreves the

ascription to Innocent is not only impossible but is

"unbegriindet und unbagrﬂndbar."aé

824a tthew Britt, The Hi £ 3 : & 5
; ’ pons of the Sreviary and Missal
(New York: Benziger Brothers, 1922), PPe 10L £f.

B3Drevas, loc, clt,

8#& Dictionary of lymnology, oPs clte., p. 121,

85analecta hymnlca, op. eit., LIV, 237 £f.

86
D

reves, loc. cit.
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Raby, I feel, resolves the contradictory claim of two

contemporary historians Ekkehard V of St, Gall and an English
Cistercian commentator, in a very satisfactory way in favor
of Stephen Lang;ton.a'? Ekkehard reports that when Ulrich,

the Abbot of St., Gall, met with Innocent they discussed the
sequences of Notker at great length.88 After his great
adnmiration for lotiker's work Innocent is sald to have given

Ulrich a copy of the Venl sancte Spiritus to take back to

St. Gall where it would be introduced as a sequence f{rom the
Pope, However, in an early thirteenth century commentary on

the Clavis de Hominibus of Mello of Sardis (d.circa 170) an

anonymous Cistercian conbtemporary wrote?

Nevertheless let it suffice to a dduce as testimony,
what Magister Stephanus de Langetunn, a man venerable
in 1ife and doctrine, by the grace of God Archbishop
of Canterbury, says in praise of the Holy Spirit,

In that excellent sequensg which he composed con=
cerning the Holy Spirit.

The writer then quotes Stanzas II and IV of this sequence.
Stephen Langton, although not a Cistercian himself, was closely
related to this order in Englend and a statement such as this
in an otherwise scholarly book cannot simply be ignored.

Since both the Fope and the Aprchbishop were s tudents together

at the Unlversity of Paris and remained close friends,9°

B'TRabyv, QP 9_;_1_:_., Pe 3’430 883\1 8, Pe. 29,

894 Dictionary of Hymnology, op. clte, p. 1213,

901n fact, Innocent himself consecrated Langton as the
Archbishop of Canterbury on June 17, 1207, and through him
brought King John of England into subjection., This friendship
ended when the Archbishop sided with the barons against King
John forcing him to sign the Magna Charta.
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it is quite possible that if Langton 1s the author that Is

gave a copy of 1t to his friend and fellow student, Lothario
( Innocent I1I) who then took it with him to Rome. In the
discussion with Ulrich about sequences Innocent showed him

the Venl, sancte Spiritus as an example of one of the sequences

he regard highly and gave him a copy of 1t to take to St.
Gall where it was undoubtedly introduced as & sequence from
the Pope. The sequence itself immedlately became very popu=-
lar in Germany and France but does not seem to have appeared
in England until towards the end of the thirteenth century,
where it then bescame very popular.

The sequence became the pattern for many other later
sequences, Following is the first stanza of a sequence from
a fifteenth century manuseript from a Cistercian Abbey in
Kamp on the Lower Rhine.

Quilone pulso veni,

Hortum, auster, flatu, leni
Nostrum perfla caelitus,

Qui Tuorum corde mundas,

Munde rigas et fecundas,
Veni, sancte spiritus.

91
A late fourteenth or early fifteenth century &nglish
prayerbook contalns the following seguence which obviously
is dependent upon the Veni sancte Spiritus.
Venl, sancta trinltas,

Mentes trahe subditas
Ad te trino diglto;

W 9lprevas, op. eit., II, 165, "Man darf wohl ohne
Ubertreibiing sagen, dass diese Xleine Sequenz dem berlihmten
Veni, sancti Spiritus nahe kommt, sogar recht nahe,"
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Veni, pater luminum,
Veni, salus Hominum, 92
Tesu, cum praclito,

The #nglish Hymnal ascribss the sequence to Stephen

angton and uses the translation by J. M. HNeale which begins
"Come ; thou holy Paraclete, and from thy celestlal seat Send
thy light eand brilliancy.” Neale's translation retaing the
postic structure of the Latin (three lines of seven ayllables)
and the first twe follows the sequence form of having a dife
ferent melody for the A of each stanza with B a repetition

of A, The editors also supply an alternate tune of S. Webbe,

Hymne 4Ancient snd Modern and The Hymnal 19L0 use the

translatlon of B, Caswall for his Lyra Catholica, 1849,

while the two Lutheran Hymnals, The Lutheran Hymnal and

Service Book and Hymnel use the translation by Ray Palmer

for the Sabbath Hymn Book, 1858,

Come, Thou Holy Spirit, come;
And from Thy celestial home
Shed a ray of light divins;
Come, Thou father of the poor,
Come, Thou source of all our store,
Come, within our bosoms shins}

Thou of comforters the best}

Thou the soul's most welcome gusst,
Sweet refreshment here below;

In our labor rest most sweet,

Grateful coolnass in the heat,
Solace in the midst of woe.

0 most blessed Light divine,

Shine within these hearts of Thine,
And our immost being fill;

Where Thou are not, man hath naught,

Nothing good in deed or thought,
Nothing free from taint or 111,

921b1d,, IT, 190. "Dies selbe ist wahrscheinlich eine
ﬁg%uggz gna ger?utlic% mit1Wi%derho£?ng£stnes Chorales auf die
odie des Veni sancte sviritus gedichte an welches auch
mehrere Anklédnge Im Texte errInerﬁ." ¢

ahinlian Sream e o o~
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Heal our woundsj our strength renew;
On our dryness pour Thy dew;

Wash the stalins of guilt away:
Bend the stubborn heart and will;
Melt the frozen, warm the chillg:

Guide the s teps that go astray.

On the falthful,; who adore
And confess Thee, evermors
In Thy sevenfold gifts descend;
Give them virtue's sure reward;
Give them Thy Salvation, Lord:
(tive them Joys that never end. Amen,” 3

~=Ldward Caswall

Come, Holy Ghosty, in love

Shed on us from above
Thine own bright ray.

Divinely good Thou art}

Thy sacred gifts lmpart

To gladden each sad heart.
Oh, come today}

Come, btendsrest Priend and best,
Our most delightful Guest,
With soothing power,
Rest which the weary know,
Shade mid the noontide glow,
Peace when deep griefs olerflow,
Cheer us this hour,

Come, Light serene and stlll,

Our innocent bosoms fill,
Dwgll in each breast,

We know no dawn but Thilnes

Send forth Thy beams divine

On our derk souls to shine
And make us blest,

Exalt our low desires,

Extingulsh passion's fires,
Heal every wound,

Our stubborn spirits bend.

Our ley coldness end.

Our devious steps attend
While heavenward bound,.

93§xmns Anclent and Modern, op. cit., p. 265,
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Come, all the falthful bless;
et all who Chrlist confess
His pral se employ,.
Give virtue's vich reward.
Victorious death accord
And, with our g&orious Lord,
fternal Joye. -
==-Ray Palmer

Caswall's translation also roteins the meter of the
Latln, but the version by Palmer shifts the me trical struce

ture to five stanzas of seven lines with the syllabic scheme

of 6,46,uli3 65165 630k

'he anonymous twelfth century ssequence O beata beatorum

is believed to be of CGerman origin, The text has appeared in
many German manuscripts including one at St. Gall and wes
included in meny la ter Cerman Missals., It 1s for the Feast

of the Martyrs.

O beata beatorum Blossed feasts of blessed martyrs,
martyrum sollemnia, Holy days of holy men,

O devote recolenda With affection's recollections
victorum certaminal Greet we your return again.

Digni dignis fulgent Worthy deeds they wrought and
signis wonders,

et florent virtutibus; Worthy of the Name they borse
Illos sempsr condecenter We with meetest praise and sweetest,

veneremur laudibus, Honour them for evermorse.

Fide, voto, corde toto Faith ne'er alter'd, hope ne'er
adhaesaerent Domino falter'd,

Et invieti sunt addictl Love of Jesus £ill'd their hearts,
atroci martyrio. Thus they glorious and victorious

Bravely bore the Martyr's part.

9hPolack,,gg. glt., Do 169,
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Carceratl, Ltrucidatl Raeck!d with torments, haled to
tormen torum genera glaughter,

Igne laesi, ferro caesi Fire, and exe, and murderous
pertulerunt plurima,. aword,

Chains and prison, foes' derision,
They endured for Christ the Lord.

Dum sie torti cedunt Se they pass'd through paln and
morti carnls per Interi- sorrow,
tun, Ti111 they sank in deast h to rest;
Ut electl sunt adeptl Parth's rejected, God's elected,
beatorum praemia. Gain'd the portion of the blest.

Per contemptum mundano= By contempt of worldly pleasures

rum And by deeds of valour done,
et per bella fortia They have reach'd ths land of
Meruverunt angelorum Angels,
victores consortia. And with them are knlt in one,
Ergo factl coheredes Mode co~helirs with Christ in
Christo in caelestibus glory,
Apud ipsum vota nostra His celestial bliss they share:
promovete precibus, May they now before Him bending

Help us onward by their prayers;

Ut post huius flnem vitae That, this weary life comnleted,

et post transitoria And 1ts Tleeting trlals past,
In verenni mersamur We may win sternal glory
exsultare gloria.95 In our Father's home at last,
Amen . 9 6

-=John Mason Neale
The translation by John Mason Neale appeared first in

his Medimeval Hymns and Sequences, 1851.

951me Hymnal 1940 Companion, op. cit., ppe 90 f.

gégxmns Ancient and Modern, op. cit., p. 293.




CHAPPER VII

SEQUENCES OF THE THIRTEENTH AND

POURTEANTH CENTURIES

The later sequences steadily declined
in worth 22 they increased In number,

-=¥alter He Frerve

The century which followed was gulte dif ferent from
the age of Adam of St, Victor. However, even though it may
not at first aprear so, the thirteenth century in many ways
was the summa tion and culmination of the earlier Middle Ages.
During this century many phases of medieval 1life reached
the ir fullest expression. In a sense the thirteenth century
can be considered a flower in full bloom; once it has reached
its peak it begins to wither and fade, This is very t rue of
the Church in burope, AL this time it reached the hnighsst
development of its power and glory, and at this time it also
contained the beginnings of 1ts own destruction,

Without question the reign of' Innocent III brought the
power of the papacy bto its highest point, Under his adminis-
tration the See of Rome controlled almost all of Europs. The
papal claims for political authority over temporal rulers
first expressed by Gregory VII became an established reality

under Innocent. Crowned heads submitted to his demands,

lﬁz%ns Ancient and Kodern (Historical Edition), Intro-

duction by W. He Frere (london: Wm, Clowes and Sons, Ltd.,
1909). Pe Xxlive




Burow: was never as muck unlted under the rule of one man
as it was under Innocent, Howaver, at this time nationalism

was just beginning to awaken In the minds of the peoobpls,

3imilarly the thoology of Adam and the Abbey of 3t.
Victor developed Iin two different directionzs according to the
theological emphases of 3t., "rancis and St. Dominic,

St. Prancis (Francesco SBernardone 1182-1226) is surely
onoe of the moal unusual men of the medieval world. "Few men
of history have made so profound an lmpression as did
I~‘rano:z§.s.".2 Sorn about ten yecars before Adam's death, he
became a living protest and reprocf of the ecclesiastical
organizatlion which later declared him a "saint." Zven the
francliscan order quickly repudiated the ideals of its founder.

Adam and the carlier medieval theologlans regarded the
physical world as the "unreal" and a symbol of the true
spiritual reality., All material things, even the Holy
Seriptures, were regarded as symbols of God and his activity,
ard therefore were not considered of value by themselves but
only in the truth they tesch. Howsver, Francis went 2 step
further; he regarded raterial things as evil and felt that to
understand the spiritual truths of God and hls love, one had
to renounce material things. XEven the human body was regarded

as evil; similar to PFlatonic thought, the body was considered

2Philip Scheff, Ihe liiddle Ages, A.D. 109L<120l, in
Elstcrx of the Christian Church {Grand “Raplds, Hichlgans:
Eerdmans P Publis‘ling Company, 1950), V, LO0T7.
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to be the btemporary nrison of the soul. The body, then,

.
had te be kept In strict subjeetion by fasting, work, and
sexual abstontion, A llttle later the Ffanciscans taught
hat the body, belng evil, must also suffer, TUnder the
direction of membors of the Franciscan order a moversnt of
mass flegellation spread throughoubt Italy, and then; in
splte of local government attempta to curb 1t, the movement
spread throughout in Furope. Naked penitent®t sinners stood
in line in the churches swaiting thelr burn to be whipped by
the prlests. Processlons of flagellants wenit bthrough the
streets singing hymns and whipping themselves, Individuals
publicly tortured themselves to make their bodies suffer for

their sins so that their souls might be uure.j It was the

age of de contemptu mundl whose mind was always fixed upon

"Jervsalem, the Golden,"

This emphasls upon suffering also hed lts effect upon
regard for the person of Jesus and his mother, ¥ary, Adam
of 28¢t, Victor had a great devotion for tre Virgin ¥ary is
The Queen of Heaven; she is the glorlous mother. Now the
Virgin became the sorrowing and suffering mother who endured
all the pain of her son as he died upon the cross. In church

art the most deplcted scene was the pieta, the grieving mother

3Pnilip Schaff, The Middle Ages, A.D. 129L-1517, in
History of &the Chrigtien Church {(zrand Rapids, iichigans:
Eerdmans Puh ishing Company, 1950), VI, 502=12, For further
lnronaation about the Flagellent movement, see page 508,

"To these re1igionistq belongs the marit of having revised
The use of popular religious songs.” The hymns sung by the
members of this movemcnt "in Italian went by the name of laude,
and in German leisen,”
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recolving tho body of her desd son from tho eross., 7This
ts exprossed also in the veliglous postry which emphasized
the mman pethos of the Crucifirion, Surely the famous
sequence Stabat mater doloress (the sorrowful mother stood)

is the mest well !mown cxample of this view of the scene
on {alvary.

A change very slmilar to that of the devotlon %o Hary
1s ovident also in the oeupla?s conception of hay sone The
e Josbtic Ohrist who 1s God and ruler of the universe Decame
Jogus, the son of lary, the Nan of Sorrowses In art tie
Chrlist who had been deplicled as the Godeman visctorious over
death, who ascendod Lo heawven in glovy and sits at the right
hand of God in majesty ceegual, now becamne Jasus; the suffering
and compasslomate Saviore The Christ whe would coms again
in majesty, glory, and power Yo redeom his saints became
Jesus, the terrible and terrifying Judge as sxemplified in
tho sequancs, Dileg Lyee, dleg ills, The crese formorly a
symbol of victory {Vexille romis) became a syabol of
sulforing together with the scourge, the crown of thorns, the
naila, the vinsger and gall, and the apoar.

Adam's puro pralse and objectlve adoration bocame &
very persomal and subjective devotion. "The collective
and liturgleal faith of which the Cathsdral was a shining
expresslon is veplaced by & new relationship between man
and the divine: Chrlst does not address hlmsell to all bub
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to oach."l" Worship no longer was joyful pralse %o God for
the fact that God had redeemed man and that God had given man

galvation, HNow salvation became subjective; 1t is the product
of man's feeling toward what God has done in Christ Jesus.

The whole Franciscan poetry is invested with this

pathos, and filled with this compassion. It 1s

charged with tears for that suffering divine and

human by which the world is redeemed,>

Among the most famous of the Franciscan poets whose
writings express these emphases are John of Fidanza (8t,
Bonaventura 1221-1275i) and John Pecham (d.1292), Jacopone
da Todl (d.cirea 1306) and Thomas of Celano (d.125§).6
Bonaventura, general of the Frean ciscan Order, emphasized
the mystical approach to an understanding of God and his
relation to the world, He died in the same year as Thomas
Aquinag with whom he continually disagreed bscause of the
latter's partiality for Aristotle over St. Augustine.

lMany of Adam's sequences were didactic and dogmatice
This emphasis was explolited not by the Franclscans, but rather

by the Dominican Order. 8t. Dominic (1170-1221) founded the

Lanare Malraux, La Metamorphose des Dieux, excerpts
translated by Henry Anatole Grunwald in "The Gods in Art,”
Horigon, I, 2 (November, 1958), 113.
5F. J. Ee Rab

Ye & Hlato% of Christian Latin Poetry from
ings ords

- : “Hiddls Ages (O
£, Zogionings to the (Toso ot The Middle Aren

6Fo:= a description and commentary on their poetry, see
Ibld., pp. 421-52, :
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Priars Preachers because he felt that the only way to combat
heresy was to educate and indoctrinate both the clergy and
the laity., It is the emphasis upon correct knowledge of
faith that gave rise to the Inquisition directed by the
Dominican Order. Their systematic study and presentation of
doctrine culminated in the work of Albert the Great and his
more famous pupil, Thomas Aquinas whose Summa Theologiae
became the authoritative statement of Roman Catholic doctrine.
Thomas' sequsnce Lauda Sion is in fact a doctrinal treatise
in verse and in the sequence he presents the doctrine of the
Holy Communion in carefully chosen scholastic temms and

concepts,

Dies irae, dies illa

This marvelous hymn is the acknowledged

masterpiece of Latin poetry and the most

sublime of all uninspired hymns. ?
~=Philip Schaff

The Dies, dies illa and the Stabat mater dolorosa

together reflect important emphases of Francisean theology.

These two sequences express the thinking and teaching of the

Brothers Minor, as the Franciscans referred to themselves,

in examples of some of the most beautiful medieval Latin poetry,
Primarily the Dies irae expresses the popular belief

about the return of Christ on Judgment Day. The people lived

in an ever present fear of that day of impending doom; for

them "that day" was almost wholly a day of terror. The

"Quoted by John Swartz, "The Theology of the Medlseval
Hymnology," Lutheran Quarterly, XIV (188L), 536,
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thirteenth and fourtesnth century Church locked forward to
Christ's teturn 1In a way which was almost directly opposite
to the way in whlech the Apostolic Church awalted Hls return,
The early Christians sagerly longed for thelr Lord's return,
for then they would share 1n His glory. On that dey their
hope would be fully realized, their Joy would be complete,
and their suffering would end. St. Paul epitomized this
faith in the words:

But owr commonwealth is Iin heaven, and from

it we awalt a Savior, the Lord Jesus Christ, who

will change our lowly bodies to be like his

glorlous body by the power whicé gnables him even

to subject all things to himself,

By the end of the Middle Ages "that day" was primerily
a Day of Judgment and Christ was now the terrible judge whose
return in majesty was to be awalted in fear, Even the faithful
Christian dreaded the day of Christ's return, for "If the
righteous man 1s scarcely saved, where will the impious and
sinmner appoar?“9 The terror of the Judgment of this stern
Judge could be mitigated only with suffering, sorrow, love,
and petitions for merey and pity. Nome of ths Joyful expec=-
tation of the early Church remalined. WNow there was only a
fear of the uncertalnty. The entire sequence reflects a
theology that had become very personal and sﬁbjective. It
Speaks only of the relationship of the individual with the
Judge on that Last Daye.

8pniltppians 3:18.
91 Pater 1,218,
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One thing which is somewhat unusual about this sequence
1s ths abaence of any mention of the Virgin Mary, This 1s
eapecially unusual since thls saquence is the product of the
seme fealth which produced the tender Stabat meter and other
poems ahout the Final Judgment which contain petitions to
the Virgin to intercede., As a matter of fact she received

the name HMater Misericordise, Mother of Mercy, for shs alone

could incline the Judge to temper hls justice and vengeance
with mercy.

In the thirteenth century Liber Lxemplorum, a book
of stores for the use of ¥ranciscan preachers, 1t
18 related how some priests who were on a journey
were overtaken by a sudden storm of thunder and
lightning, In thelr terror the% began to sing the
Ave Maria stella., The Blesssed Virgin heard them
and spread a vell over thom, and under 1lts pro=
tectlon they rested in safety until the tempest kad
passed, 'Therefore,! the Franciscan homilist con-
tinuves, 'it is not to be doubted that, wvhen the
tempest of death bursts over us, she will overshadow
her servants with the robe °§ hs r mercy, that they
be not stricken by her Son,'10

Even though this picture of the Virgin covering those
who seelt her protection in order to shield them from thse
anger of Christ was popular and even ropresentsd in art,
in thls sequence the plea for mercy 1s addressed only to

Christ Himself.

A, Be
l. Dles irae, dies illa, 2. Quantus tremor est futurus,
Solvet saeclum in Quando Iudex est venturus
favilla, Cuncta stricte discussurus,

Teste David cum Sibylla.

loﬁaby, ov. cit., DPP. 150 f. Raby also gives an
example of a hymn devoted entirely to the Mater Misericordiae.

PP —
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3, Tuba mirum spargens sonum, L. Mors stupebit et natura,

Per sepulchra regionum Cum resurget creatura,
Coget omnes ante thromum. Iudicanti responsura,

5, Liber scriptus proferetur, &. Index ergo cum sedeblt,
In quo totum continetur, Ouidquid latet, anparebit,
Unde mundus iudicetur. Hil inultwa romaeneblt.

Te Guid sum miser tunc dietu- 8. Rex tremendae malestatis,

rus, Qui salvandos salvas gratis,

Guem patronum rogabturus, Salva me, fons pistatis,
Cum vix iustus sit securus?

9. Recordare, Iesu ple, 10, Quaerens me, sedlsti
Quod sum causa buee viae; lassus,

Ne me perdas 1llla die. Redemistl crucem passus:
Tantus labor non sit
cassus,

1l, Iuste Iudex ultionis, 12, Ingemisco tamguam rsus,
Donwm fac remissionis Culpa rubet vultus meus:
Ante diem ratlonis, Supplicanti parce, Deus.

13. Qui Mariam absolvistl 1. Preces mese non sunt dignae,
Bt latronem exaudisti, Sed tu, Bone, fac benigne,
lihi quoque spem dedisti. le perenni cremer igne.,

15, Inter oves locum praesta 16. Confutatis maledictis,

Et ab hsedis me sequestra, Flammis acribus addictis:
Statuens in parte dextra. Voca me cum benedictils,

17, Ora supplex et ecclinis,
Cor contritum quasl ciniss
Gere curam mel finis,

18, Lacrimosa dies 1lia,
Qua resurget ex favilia
Iudicandus homo reus:
Hulc ergo parce, Deus.

19, Pie Iesu, Bomine.ll
Dona eis requien,
A literal translation of the Latin is as follows:

l. That day of wrath, that day shall reduce the world
to glowing embsrs, David with the Sibyl besing witness.

11
Andreas Schwerd, Hymnen und Sequenzen (Mlinchen: Kosel
Verlag, c¢.1954), pp. 53 £,
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How great shall be the trembling, vhen the Judge
shall come to investigate rigidly all things,

The trumpet scattering a wondrous sound through the
sepulchers of the whole world shall gather all
before the throne,

Death and Nature shall stand aghast, when the

ereature shall rise again to answer to the Judge,
The written Book shall be brought forth, in which
all is contained whence the world is to be Jjudged.

When therefore the Judge shall be seated, whatsoever
is hidden shall be brought to light; nothing shall
remain unpunished,

What shall I, wretched, then say? What patron shall
I entreat; when even the Just shell hardly be
without anxlety?

King of awful ma jesty, who savest freely those who
ere to be saved, save me, O Fount of mercy.

Romember, 0 loving Jesuas, that for my sake Thou
didst come upon earth; let me not, then, be lost
on that day.,

Seeking me Thou sattest wearys suffering the Cross,
Thou didst redeem me; let not so great a laber
be in vain,

Just Judge of vengeance, grant the gift of nardon
ere the day of accounting,

I groan 1ike one condemned; my face reddens with
guilt; the supplient spare, 0 God,

Thou who didst absolve Mary, and didst hearken to
the thief, to me also Thou hast given hope.

Unworthy are my prayers; but do Thou who are good
benignly grant that I burn not in everlasting fire.

Amid Thy sheep appoint me & place, and seperate me
from the goate, placing me at Thy right hand,

The accursed heving been silenced and gtvan'ovsr
to the bitter flames, call me with the blessed.

Kneellng and prostrate I pray, with a heart contrite
as though crushed to ashes; have a care of my last
hour,
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18, Doleful shall be that day on which guilty man
gshall wlse from the glowlng embers to be judged:
spare him, then, 9 God, Merciful Jesus, Lord,
grant them 108t L
There can he no gquestion that of a2ll the soquences the
Dies irae 1s the most universally known, but the irony of it
is that it was not originally composed as a sequence nor,
strictly spoaking, ls it a2 sequence 1ln tho Requlem lMass.

Originally, the poem was wrltten by Thomas of Celanol3

(d.c250) as a pla meditatic for private prayer and did not

include the last two stanzas.lh When 1t came to be used

in the liturgy {before 1,,00) the last two strophes, which

do not follow the postic pattern of the rest cf the sequence,

were added with the "alm of adopting 1t, in a somewhat clumsy

manner, for its new purpose."15
By the definlition of the word sequence, the Dies irae

1= not a sequence because it is not an extension of an

Alleluia Jubllus=~-there is none in the Requiem Mass==but is

morely sung between the Epistle and the Gospel. Its pattern

124atthew Britt, The Yymns of the Breviary and Missal
(New York: Benziger bBrotacrs, 1922)s DPe 200 ffl.

13Although 1t cannot be proved definitely thet Thomas of
Celano 1s the author, it 1s generally spoken of as by him
8ince no other neme which has bsen mentioned as the author comes
anywhere near the evidence offered in his support.

thoaaibly not even the last six are by Thomas. Guido
Haria Dreves, iin Jahrtausend lLatelnischer Hymnendichtung,
revised by Clemens bBiume (Leipzigs O. N, Reisiand, 19095, I,
329, "Die sechs, jedenfalls die zwei letzten Verse, welche
auch Ketrum und Reimstellung durchbrechen, sind sphltere,
hochst Urgeschichte Zutat, da sie auf eimmal fiir Abegenstorbene
beten, von denem im ganzen Verleuf niemals die Reds war."

15Ra.by, OpP. _Q_!-_Eo’ Pa hh9-
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is not usual for sequences for it consists of a group of

three ternary phrases, each repeated and the whole group ls

repeated three times to cover the whole posm with some
modification at the end of the third repetition. Furthermore,
it differs in not being syllablc.

The sequence has heen called the most majestic of medi-
eval sequences, perfect in form, and an example of & complete
mastery of the two syllabled rhyme. The three-fold rhyme has
been pictured as three hammer blows on an anvlil ringing out
Judgment with finallty.lé

The Dies irse grew out of a rhymed trope added to the
responsory'_lé_p_g_r_a me, Domine:w from which 1t derived not only
the same sense of dread but also the melody which has bacome
inseparable from the words.

libera me, domine, de morte aeterna in die 1lla tremenda;

quando caell movendl sunt et terra:s

dies illa, dies irae, calamitatis et miseriae, dies

magna et amara valde,
quando caell movendl sunt et terra.

16Drevas, op. cit., I, 329. This picture seems to have

originated with "der geistigen Schmlede Friedrichs von Meyer

s s o dor im 'Lichtboten! (Aprilheftes des Jahres 1806) schrieb:
'dies schauerliche Gedicht, arm an bildern, ganz geflthl, schlégt
wie eln Hammer mit drei geheimnisvollen Reimkléngen an die
Menscenbrust, lit dem Unempriudlichen, der es ohne Schrucken

und Grauen hBren kann, m8chte ich nicht unter einem Dach wohnen.'"

17Gustave Reese, Music in the Middle Ages (New York:
We W. Norton and Company, c¢.1940), p. 191. For the theory
that the Dies irae was a trope to Libera me before it was used
as a sequence, see Clemens Blume, Dies lrae Tropsus zum Libera,
dann Sequenz, in Cazilien-Vereinsorgan, 191l;, No. 3, DD é; £

a?% Analecta hymnice medii aevi, LIV, 27, ff., see Raby, loc.
clt,
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tremens factus sum ego ot timeo; dum discussio venerit
atque ventura ira,

quendo casli movendi sunt et bterra.

contremunt angeli et archangell; impii autem ubi
parebunt,

quando caell movendl sunt et terra?

vix iustus salvabitur; et ego, miser, ubl parebo,

quando ergo miserrimus, quid dicam, vel quid faciam,

dum nlhil boni perferam ante tantum ludicen,

quando caell movendi sunt et terra?

vox de caelis: o vos mortul, qui iacedis in sepulchris,

surgite et occurrite ad iudicium salvatoris,

quando caell movendi sunt et terral

croator omnium rerum, deus qui me de limo terrae

formasti et mirabiliter proprio sanguine redemisgti,

corpusque meum licet modo putrescat, de sepulchro

facles in dle iudieii resuscitari,

quando caell movendl sunt et terra.

libera me, domine, de morte aeterna, in Adie illa
tremenda,

quande caeli movendi sunt et terra, 18

dum veneris iudicare saeculum per ignen,

Compare the melody of the third lins of the responsory

with the opening line of the sequence:

D r L i
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? Di-es5 il- la, di-es l7’~ae, Cd-’qh,—i-'rd- is et mi~se- v - de 19

4 ———r—
1 l 1

: : ' 20
: Di-es i- e di-e Il-la Sol-vet sde- clom 1 Fa-uil- 4.

laﬂaby’ &q. Cj..t', Do hl.'-s.

19§ymns Anclent and Modern, op. cit., p. 1L47. Transcribed
from the four-line staff by author,

2O%jh§n DUsualis Missae et 0fficli, edited by the Benedic=-
tines of Solesmes (Tournal, Belglum: Desclee and Company, 1947),

PP. 1168 ff,




]

“
Sy

F=t

tremens factus sum ego ot timeo; dum discusasio venerit
atque venture ira,

quendo casli movendl sunt et berra.

contremunt angell et archangeli; impii autem ubi
parebunt,

quando caell movendil sunt et terra?

vix lustus salvabitur; et ego, miser, ubi parebo,

quando ergo miserrimus, quid dicam, vel quid faciam,

dum nihil bonl perferam ante tantum ludlcen,

quando caeli movendi sunt et terra?

vox de caelis: o vos mortui, qui ilacedis in sepulchris,

surglte et occurrite ad iudicium salvatoris,

quande caell movendi sunt et terral

creator omnium rerum, deus qui me de limo terrae

formasti et mirabiliter proprio sanguine redemisti,

corpusgue meum licet modo putrescat, de sepulchro

facies in die 1ludieii resuscitari,

quando ceeli movendl sunt et terra,

libera me, domine, de morte aeterna, in dle 1lla
tremenda,

quando caeli movendi sunt et terra, 18

dum veneris iudicare saeculum per ignem,

Compare the melody of the third line of the responsory

with the opening line of the sequence?:

— :

M T
; T I==l=t=1=1
& Di-es il-1a, di-es r-se, ca-hm-i-ti-Tig e mj-se- v - 3¢ 19
0N
| t = s 1
‘ : 20
’ Di-es i- e di-er ”‘li, Sol-vet s3- clum M fa-vil- 3.
18
Raby, op. cilt., p. L}i5,
19

Hymns Ancient and Modern, op. cit., v. 1L47. Transcribed
from the four-iine staff by author,

20 Usualis Missae et Officli, edited by the Benedice-
tinag og Solesmes ( lournal, Belgium: Desclee and Company, 1947),
pp. 16 ff.
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Tho melodle pattern of the sequence is AA, BB, CC, 44,
BB, CC, AA, BB, C, D, E, and is a rather unusual structure
since the last three stenzas are not repeated.

With the exception of varlant readings for the third
line of the first stanza there 1ls 2 surprising uniformity
in manuscript versions. One of the oldest manuscript vere
sions, a2 fourteenth centvry Pominlcan Missel from Plsa, has

& text that is the szame as thet in the modern Roman Missal

with thes exceptlion of two spelling errors of the scribe.21
In 159} Natheniel Chytraeus published a text in his

Variorum in Europa Itinerum Deliciae which is supposed toc have

been engraved on a marble base of a ¢rucifix In a church in
llantua. The text of this "lentuan Marble" was also copied
later by the Blrgermeister Charisius of Stralsund in 1676.22
Efforts to find the stone have not been successful,

Father Narcisso Bonazzl, Maestro di Capellas to

the Bishop of Mantua, has upon appllication most
obligingly written to this effect: that the

Church and Convent of St. Francis were suppressed
in 1797 (the year of the French occupation of
Mantua); that in 1811 the church was desecrated
and the convent was turned into a military arsenal;
and that no trace of the slab can now be found,
neither in the churches to which the monuments of
5t., Prancis were remggad, nor in the royal or civiec
museuns of the town.

21y pictlonary of Eymnoloay, edited by John Julian
(Second revised edition with New Supplement; London: John
Murray, 19207 (1957 reprint)), p. 205,

22Raby, gp. cit., p. Lh9.

239.5-_"_113.-.2“.&"_1 of Hymnology, loc. cit.
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The Mantuen text publishsd by Chytraous prefaces the

first slxzteen stanzas of the Dies irze with the Tollowlng

1, Quaeso, anima fldells, 2. Cum & te poscet rationem
ah, quld vresponders velis ob loni omissionem
Chrilsto venburo de caslls, et mali cormmissionenm,

3, Dies 1lla dies irae, ie Saria contritione,
quam conemur praevenire gratiae apprehensione,
obvilamque deo ire. vitae emendatlione.

"The poor quelity of all these lines 1s enough to
stamp theom as additions to the original text, apart from
the fact that they rudely disturb the personal meditation,®
After the eslxteenth stanza of the text, the Mantuan
text adda and concludes with
Ut consors beatitatis,
In aBviniastort @EaEAD
Thomas of Ce¢lano not only reflected the Francliscan
view of the Last Day itself, but in the first stanza tries
to show the universality of men's belief In "that day.”
The day of the ILord's return was foretold in the 0ld Testae
ment and was known to the Hebrew peonle: it was also foretold
to the pagan Roman world by the Erythraean Sibyl. The first
line of the sequence is almost a direct quotation from the
Latin translation of Zephaniah 1:15, the prophet who warned
the pecple of Judsh of God's imminent judgment upon them,

2lRaby, loc. cit.

255. T. Henry, "Dies irae, dles illa," The

Catholic
Encyclopedia, edited by Charles G, Herbermann et al, (New
Yor lkz'_JThLe-Tilmary Society, 1907, 1913), IV, 788,
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Thomas menblons David because of his nrophecies of the

God's judgment in some of hils Psalms, In trylng to

harmonize the 0ld Testament Hebrew teachings snd teachings

of some pagan "authorities®™ with the teachings of ths New

Testament, the author is followlng a theological traditlon

that goes back to St, Augustines, In his De Clvitate Del

{ Book XVIIT, section 23) St. Augustine speaks about Erythraean
Sibyl who had prophesisd the end of the world in a passage
"which had the inltial le tters of the lines so arranged that
these words could be read in thems l,nO"OU-j XPID‘TO\,I 96 ov
0!3; OTujij which mean 'Jesus Christ the Son of God, the
Saviour,!"

This use of pagan authorlity, although very acceptable
in medleval theoclogy, generally is not accepted in modern
times. Already in the eighteenth century two French Hissals
(Paris, 1733 and Metz, 1778), alteraed the first stanza to

read:

Dies irae, dles illa

crucis expandens vexilla 06

solvet seclum in favilla,
These missals replaced the testimony of Sibyl and David with
another tradition based on Matthew 4, 230 that a cross would
appear 1ln the sky heralding the return of Christ,

Some other editors, it seems, were not disturbed as

much by the witness of the Sibyl as by that of David. Some

versions have changed teste David to teste Petro undoubtedly

26D1ct1onarz of Hymnology, op. cit., p. 296,



because of Peter's description of the last day in II
Peter 3:7-12.

The sequence is believed to have besn used first as
the scquence for use ln Advent, presumaebly for the Beccnd
Sundey in Advent. Soon it was assigned as the seguence
for the Hequiem llass and for the lass of All Souls'! Day
(November 2). Protestant hymnals have assigned the text
for funeral services end for the Last Judgmsnt, A transe
lation of the Dies irae appears 1ln the hymnal of almost
every denomination.

It has been translated many tlmes into various
languages. He. T. Henry wrote that there are over 230 English
translations and 4, Schwerd wrote that there are more than
one hundred German versiona.27 The translations of the
Reve William Josieh Irons and Sir Walter Scott are ths
two most frequently used. The former translation tries to
remein as close to the original in style ( three lines of
trochaic dime ter) and in expression, while Scott's version
is more or less a condensed e¢3p ression of the mood of the

The background of the origin of William Irons' transe-
lation is interesting and perhaps shows why the hymn made
such an impresslon on him,

It 1s well known that the Revolutlon in Paris in
1848 led to many scenes of terrvor and shams. Fore=

27D1et1onary of Hyrmology lists 150 translations,
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mos ¢ was the death of Monselgneur D, A, Affre,

the Archbishop of Paris, who was shot on June 25
on the barricades on the Place de la Bastille
whilst endeavouring to persuade the insurgents to
cease firing, end was buried on July 7. As soon
as 1t was safe to do so his funeral sormon was
preached in Notre Dame, accompanlied by a religlous
service of the most solemn and impressive kind,
Throughout the service the Archbishop's heart was
exposed in a glass case In the Cholr, and at the
appointed place the Dies Irae was sung by an immense
body of priests, The terror of the times, the
rainful sense of bereavement which rested upon the
minds of the people through the death of thelr
Archbishop, the exposed heart in the Cholr, the
imposing ritual of the service, and the grand
rendering of the Dies Irae by the priests, gave to
the occasion an unusual degree of impressiveness,
Dr. Irons was present, and deaply moved by what he
saw and heard, On retiring frg@ the Churech he wrote
out this tr. of the Dies Irae.

The translation by Irons is used in the English Hymnal,

Hymns Ancient and Modern, The Hymnal 12&0, and the Lutheran

Hymnal. However, all have changed Irons's translation of the
first stanza, which is based on the Paris lilssal and reads
Day of wrath, O day of mourning,

See once more the cross returning-§9
Heaven and earth in ashes burning!

The Engzlish Hymnal altered the first stanza to fit the
original text. |

Day of wrath and doom impending,
David's word with Sibyl's blending!
Heaven and earth in ashes ending!
The other three hymnals merely altered the second line of
Ironst's translation to read,
See fulfilled the prophet's warning.

Other alterations have also been made in the hymnals throughout

2BIb1do, Pe 298.
29 1bid.
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the text, Generally Irons's last two lines,

Lord,; who didst our souls redeem,
Grant & blessed requlem,

have been replaced by a translation by Isaac Willlams:

Lord allepitying, Jesu blest,
Grant them Thine eternal rest,

All the above hymnals except for the Lutheran Hymnal

sing the Dies 1lrae according to the original melody and
Structwe "-'IXA, BB, CC’ "Lﬂ" BB’ CC, A.-"!‘.’ }38, c, D, E ® The

Lutheran Hymnal has one melody based on the tune Dles irae

which i% repeats for all the nineteen stanzas., Because the
sequence 1s sung like & hymn, the translation of ths last
two stanzas had to be altered to three lines each,

The translstion by Sir Walter Scott was not written
for use as a hymn but was written as part of his lengthy

poem The Lay of the Last Minstrel. Angus, in his old age,

makes a pllgrimage to Melrose Abbey and Scott concluded the
scene with a twelve line paraphrase and condensgat ion of the
Dles irae which suggests the mode of the sequence more than

1ts content,

l., That day of wrath, that dreadful day,
When heaven and earth shall pass away}
VWhat power shall be the sinner's stay?
How shall he meet that dreadful day?

2. When, shriveling like a parched scroll,
The flaming heavens together roll:
When louder yet and yet more dread
Swells the high trump that wakes the dead.==-

3o Lord, on that day, that wrathful day,
When man to Judgment wakes from clay,
Be Thou the trembling sinner's stay 30
Though heaven and earth shall pass away,

30w, G. Polack, The Handbook to the Lutheran H 1
(St. Louis: Concordia Publishing House, c.1942), De E37.
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After 1t had been publishad in the larger work this
excerpt was included in many hymnals, It is included in the
English Hymnal, The Lutheran Hymnal, and the Service Book

and HEEnalo
The original melody has become inseparable from the

text and has bacome the leitmotlf or symbol of death in
countless musical compositions, secular and sacred, With the
pozsible exceptlon of Luther's Ein feste Burg, no other
musical phrase has been incorporated intoc as many compositions
as has the Dies irae. The melody together with the text

has inspired many composers such as Berlioz, Verdi, Liszt,

and Faure to write dramatic settings in a Requiem,

Stabat mater dolorosa

the Stabat Mater remains, with the
Dies Irae, a supreme achlievement of
FrancIscan and, indeed, of ths religious
verse of the Middle Ages.
| «-F. J. E. Raby T
The Stabat mater dolorosa is unquestionably the highest
expresasion of Franciscan devotlon to the passion and suffering
of Mary, It is generally considered to be the tenderest and
most tragic hymn of the Middle Ages, combining both the
adoration of the Virgin Mary and a worshipful reflection of
her anguish, Originally it was not intended as a sequence

for liturgical use; for that it was far too subjective. It

BIBaby, QOp. _Q_I.-_Eo. Pe ld.l.Oo
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was written as a private=-dovotlonal voem using the sequence
style as its pattern,
The vividness with which it pictures the weeping
Mother at tho cross, lts tonderness, its beauty of
rhythm, its melodlous double rhymes almost deflying
reproduction In another language, and its impres=
siveness when sung either to the fine plain-song
melody or in the noble compositions which many of

the great masters of music have set to it, go far
to Justify the place it holds and has long held. o .

==Jame s Mearns32

The first four stanzas plcture the scene of the
Crucifixion and undaubtedly the opening line was suggested
by the Latin text of St. John 19:25, "Stabat iuxta crucem
Jesu mater eius.” The wrlter sces the suffering of the
Virgin Mother at the foobt of her son's§ cross as the
fulfiliment of the prophecy of Simeon in Luke 2:35 "et tuam
ipsius animam portransibit gladius." The remalning stanzas
are reflections on the double passion of Mother and Son
in which the writer prays to shave in this suffering that

he may at his death bs able to share in the glory of Paradise.

A- B'
I. Stabat mﬁtar dolorosa Cuius animam gementem.
Tuxta erucem lacrimosa, Contristantem et dolentem
Dum pendebat filius; Pertransivit gladius,
II. O quam tristis et affii- Quae maerebat et dolebat,
cta Bt tremebat, dum videbat
Fuit illa benedicte Natl poenas lnecliti.

Mater unigenitil

III, Quis est homo, qui non Quis non posset contristari,

fleret, Piam matrem contemplari
Matrem Christi si Dolentem cum filio?
videret

In tanto supplicio?

32) pictionary of Eymnology, 9p. ¢it., p. 1081,
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IV, Pro peccatis suae gentlis Vidit suum dulecem natum
Vidit Iesum in tormentis MNorientem, desolatum,
Et flagellils subditum; Cum emisit spiritum,
V. Pila mater, fons amoris, Fac, ut ardeat cor meum
Me sentire vim doloris In amando Christum Deum,
Fac, ut tecum lugeam; Ut sibil complaceam,
VI. Sancte mater, lstudagas, Tul nati vulnerati,
Crucifixi fige plagas Tam dignati pro me pati,
Cordl meo valide, Poenes mecum divide,
VII, Fac me vere tecum flers, Iuxta crucem tecum sters
Cruecifixo condolore, Et me tibi sociare
Donee¢ ego vixeroj In planctu desidero.
VIII, Virgo virginum praeclara, Fac, ut portem Christl mortem,
Mihi lam non sis amara, Passionls fac consortem
Fac me tecum plengere, Et plagas recolere.
IX, Fac me plagls vulnerari, Flammis ne urar succensus
Cruce fac inebriari Per te, virgo, sim defensus
Bt cruore 1111 In dle ludiell,
X. Christe, cum sit hineo Quando corpus morietur

exire,
Da per matrem me wvenire
Ad palmam victoriae}

Fac ut anima donetug
Paradisl gloriae, 3

33Dreves, ope clte, I, 392. The following variants are

common?
I, B line 2: Contristantem reads Contristatem (A,C)
II, B line 2: Et tremebat reads Pia Mater
ITI, B line 3: Inc reads inecyti (B-most likely a
typographical error)
IV, 4 line 2: Vidit Iesum reads Jesum vidit)(D)
IV, B line 2: NMorientem reads Moriendo (A,C
IV, B line 3~ Cum reads Dumd (ghﬁ.git'“ P \
V, &4 line l: Pla Mater reads ater sB,D
RId 1ine 12 [sbud ceeds Lptlol
VII, A 1linelreads: fac me tecum pie flers (A)
VII, B line 2 reads: G ta nggr soclare (B,D) (adds a
o syllable) - ; :
II, B line 2 reads: passionis elus sortem
IX, A line 2: fac reads Eio lB,ﬁ, wlaey )
IX, A 1line 2 reads: fac me me cruce inebr 1 (A,C
IX, A line 3 reads: o oram TII*I (D) i
IX, B 1ine 1 reads: T‘T? tus et accensus (B,D)
Xs A reads: fac me cruce custodIFI.

morte Christi praemuniri
confoveri gratia. (B,D)
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The translation of the sequence is as follows:?

Te

I,

IV.

VIe

VIT,

VIIiI,

The sorrowful Mother stood weeﬁing beside the cross
while her Son hung thereon: a sword pilerced her
sighing, compassionate, and grlef-stricken soul,

0 how sed and how afflicted was that Blessed MHother

of the Unly-Begotten! How she grisved and sufliered,
that loving Mether, when she beheld the pains of her
gloricus Son,

Who is there that would not weep, if he should be=
hold the Mother of Chris t in such great distress?
Who would be able not to grieve, if he should cone
template bthe Mother of Christ suffering with her
son'?

Tor the sins of His own nation, she saw Jesus in
torments and subjected to stripes. She beheld her
sweet Son dying, abandoned; until he yielded up
the ghoate

Ah, Mother, fount of love, maks me feel the force
of griefy; make me weep with thee. Make my heart
burn with the love of Christ, my God, that I mey
be pleasing to Him,

Holy Mother, mayest thou bring it to pass, that the
wounds of the Crucified mey be deeply stamped upon
my heart., ©Share with me the sufferings of thy
wounded Son who thus deligned to suffer for me.

Grant that I may devoutly weep with thee, and suffer
with the Crucified as long as I shall live. I long
to stend beside the Cross with thee; and to unite
myself to thee, 1ln thy grief,

0 peerless Virgin of virgins, be not unfavorably
disposed towards me nowj grant that T may mourn with
thee., Grent that I may bear about {in my body) the

X, B line 3: gloriae reads gloria (to rhyme with gratia)
EB,D’

The letters in parentheses refer to:

A, Liber Usualls Missae et 0fficlil; on. git.,
PP 1510 £.
Be Ruﬁb Ellis Messenger, The Hedieval Latin
(washington, D.C.? T Capital Press,
0.1953), np. 108 f,
Co Schwerd, op. glte, 65 T
D. Raby, op. cit., ps Eﬁo.
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death of Chrlst; make me a sharer of His pasaion,
and make me mindful of His sufferinzs.

IX. Grant that I may be wounded wlth lHis wounds, that
I may be inebrlated with the Cross and with the
Blood of thy ~on, That I may not be tormented
by the flames of hell, may I, U0 Virgin, be defended
by thee on the day of Judgment,

Xo When, 0 Chris t, the hour has come for me to depart
hence, grant that through Thy Mother I mey obtaln
the palm of vichory. Wnen my body shall diey ggﬁnt
that the glory of Paradise be given to my soul,

The text 1s a masterful and sympathetlic presentation
of popular plety, especially in Italy, It is not at all

surprising thet this sequence wes quickly adopted by the

Flagellant Morement to sing as its adherents marched from
town to town throughout Eurcpe in the fourteenth century.

With the rapid spread of Flagellism the Stabat mater

dolorosa soon was known and sung everywhere. In singing
this hymn the Flegellist sought emotlonally to share the
sufferlings of Mary and Jesus, and by t he pain of self-inflic=
ted tdrturerhysically to identify himself with the agony
of Christ on the Cross, After severe and almost merciless
oxtermination of the movement by both the govermments and
by the church, the movement dispelled, but the popularity of
the Stabat mater never diminished.

Many early fifteenth century Missals inecluded the sequence
and already at thet time the Stabat mater was divided into

three parts to be sung as office hymns, The dlocese at Cologne

3hBr1tt, opes cites; pPPe 135 f, The translation is based
on the text found in Liber Usualils,
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sang the first five stanzas at Vgspers, six and seven at

Matins, and the remaining three at Lauds. "Thus two streams
£ Liturglcal Hymnody, for the O0ffice and for the Eucharist
are et last united in one: the Sequence has become =2 Hymn."35
Although it was very popular throughout Europe; thlis sequence
was not one of those retained by the decision of the Council

of Trent. Ag 2 hymn it remained popular and was used in

the worship of the Roman Catholic Churchy; but it was not

until 1727 that Pope Benedict XIII declared that it should

be added to the list of sequences established at Trent.

The  sequence was designated as the sequence for the Mass of

the Seven Sorrows, on the Frlday after Passion Sunday and

agein for the fifteenth of September when the Feast of the

Seven Sorrows 1ls celebr&ted.Bé
"The problem of its authorship has been subject to a

n37

long and tiresome controversy. Various manuscripts have
ascribed it to Pope Gregory the Great (d.60l ), to St. Bere
nard of Clairvaux (d.1153), to Innocent IIT (d.1216), to
Ste Bonaventura (John of Fidanza, d.127l;), to Jacavone da
Todl (Jacobus de Benedictus, d.1306), to Pope John XXIT
(ds133}4), and to Pope Gregory XI (d.1378). Some of the
claims can bs regarded as Iimpossible, but there 1s no defi=-

nite proof to establish an undisputable claim. However,

3Swinr
red Douglas, Church Music in History and
Practice (New York: Charles Scribner's Sons, 1949), p. 188,

36Br1tt, ODe. gé._i_;.o’ Pe 11]..

37R&by, ODe _Q_j_-_t.-' Pe l|-37o
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even though it cannot be proved to the satisfaction of

critical scholarship, the Stabat mater is generally ascribed

to Jacopone da Tod1.38 The oldest manuscript says that
Jacapone 1ls tho author, in fact most of the older manue
scrlptse==including one {rom Todle-credit him,

If Jacapone is the author, 1t provides us with an
interesting historical anecdote. Jacapone was imprisoned
by Pope Boniface VIII for sxposing the vices of his age
and arralgning Bonlface VIII for avarice.39 He remained
imprisoned until after the Pope's death in 1303, Kot only
did & pope imprison the writer of one of the most welle
known Roman Cathollc hymnsy; but Boniface himself granted
an indulgence to all who recited "this plaint of the
Blessed Virgln.“ho

The subjective, sentimental and highly emotional
character of the text has inspired many composers to write
e musical setting for the words, Already in the fifteenth
century Josquin de Pres was among the first to write a
lengthy and elaborate choral setting. Other musicians who
have used the text as a basis for musical expression were
Palestrina, Pergolesi, Haydn, Schubert, A. Scarlatti,

Rossini, Verdi, end Dvorak,

op. cit., pp. ﬁ3¥-39 for a suméary of the arguments for ea;h
of these claims,

¥ schars, op, cit., V, 868.

hoﬂaby, op. e¢it., p. 139,
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The text also became a model for writing other
sequences on the same subject. It was frequently trans=
lated into the vernaculay, and it inspired the writing of
many other hymns about the s orrows of the Virgin standing
at the foot of the Cross, The well-known fifteenth century

gymel Jesu Cristes milde moder ls an Engliish translation of

Stabat iluxta Christl crucem, & sequence from the York

Missal, girca 1390, which undoubtedly is modelled after the

Stabat mater. The first stanza is

Ao Be

Josu Cristes mllde moder The sone heng, the moder stud

stud and biheld hire childes b%Td
biheld hire sone o rode wic it of his wundes ran.”
that he was ipined on,

A very similar German verslon began Christi Mutter stund

VOr schmerzen,

Tuther was familiar with the Stabat mater and remarked

"Under this (Mariolatry) I -had to creen to get to Christ.“h2
In spite of the fact that the hymn is primarily addressed

to Mary it is found in many Protestant hymnals., Even H. T,
Henry, the writer of the article on "Stabat Mater" in the

Catholic Encyelopedia, seems to think this is unusual

enough to comment that Protestants share with Catholics
"a deep, and often glowingly expressed, admiration" for
the hymn and "this affection of Protestants for the hymn

thaese’ Ope. citc’ Pe 3890
haQuotad in Swartz, ope cite., P. S59.
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has resulted in manifest translations,” There are well
over sixty English translations, but the translatlon by
Bdwérd Gaswall 1s the most widely used,

At the Croas, her station lkeeping,

Stood the mournful mother weeping,
Where he hung, the dyling Lord;

For her soul, of joy bereaved,

Bowed with angulsh, deoply grieved,
Felt the sharp and olercing sword.

0, how aad and sore distressed
Now was she, that mother blessed
Of the sole bogotten Ons.
Deep the woe of her affliction,
When she saw the cruclifixion
Of her ever glorious Son,

Who, on Christts dear mothsr gazing,
Plerced by angulsh so amazing,

Born of woman, would not weep?
Who, on Christ's dear mother thinking,
Such a cup of sorrow drinking,

Would not share her sorrows deep?

For his people's sins chastisgd,
Sne beheld her Son despised,
Scourged, and c rowned with thorns entwined;
Sew him then from Jjudgment taken,
And in death by all forsaken,
Till his spirit he resigned.

Jesus, may her deep devotlon

Stir in me the same emotlong
Fount of love, Redesmer kind,

That my heart, fresh ardor gaining

And a purer love attalning, L3
lay with thee scceptance find, Amen.

The new Lutheran hymnal, Service Book and Hymnal, The
Hymnal 19h0 and Hymns Ancient and Modern all use an altered

version prepared by Edward Caswall for his Lyra Catholica,

h3Serv1ce Book and g¥%ggl of the Lutheran Church in
America (rhiladelphia: United Lutheran Publlcation House,
3019%5’ #Bll.-
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1849. The English Hymnal has a composite translation by

Bishop Mant, Aubrey de Vere, and others. Both translations

nave retained the Ltyplical metrical structure of the sequencee=-

trochaic catalectiec dimeter., In order to make the hymm

&
@
(6}
o
Q
6]
"-'!
)
{43
-3
e
1

7 more accepbtable, the cdlitors of Hymns Ancient

and Modern rewrobte bha Tirst two lines of stanza fives

Caswall's translatlon was addressed to the Virgin: |

0 thou Motheri{ fount of love
Toueh my spirlt from above, |

Unlike the Dies irae whose melody is inseparably bound
to the text, we do not even know the melody to which the .

Stabat meter was flrst sung., There are many plainsong

settinges for the text both 1n sequence form and as a simple
hymn; some of these are almost as old 2s the text 1itself,

The officlel plainsong setting in the Vatican Graduale,

'I
1908 1s by a contemporary, Dom Fontienne, 0..5.‘~..B.""3

The English Hymnal has three musical settings for the

text: one, a French melodys the second from the Gesangbuch,

1625; and the third 1s adapted from the Mechlin Gradual
which is believed by some to date back to the early four=

teenth century, However, the editors of Hymns Ancient and

Modern do not agree, for even though it 1s in ancient tonality

"its character and structure are compcratively modern and

ul'chtiDnﬂPE O_f_ HEE_I!O]-O&!, ODe _2__1:_-’ Pe 10814,.
hSDouglas, opes 2ite, pe 187,
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L6

and unlike that of classical style of plainsong,” The

Hymns Ancient and Modern and The Hymnal 19L0 both use the

tune from the Mechlin Gradusl and give enother tune, Mainz,"

Thils tune first anpesred as the melody for the Stabat mater

in the Romen Cathollc Gessngbuch of the diocese of Malngz

in 1681,

The Lutheran Service Book and Hymnal uses the same

text 28 the Hymnel 1910 and ths tuns WMainzd It does sesm

& little unusual to see this hymn in a Lutheran hymnal in
America,
If there is any slimilarlty between the sequences of

Adam of 5C, Victor and the Stabat meter it would be only in

the use ol the sequence form 8, 8, 7. Theologically there
ie 1ittle simildrity. The persons of lMary and Jesus are not
the same for Adem and Jacapone, RKReither does the Stabat
mater contain any of the ohjective worship of a Christian
Justified by falth in God's act for us. It contains none

of the naive and simple wedieval symbollsm, nor does 1t
express a confident Joy and hope which characterized Adam's

seguences, Instead, the Stebat mater reflects a hesitant

and fearful hope for peace and glory as the reward for patient
suffering, I do not lmow if Martin Luther was acquainted
with any of the sequences of Adam. If he was, I am sure that
he would have found much in them which agreed with his own
approach o the Gospel of God, but we do know that Luther

hégzggg Ancient and Modern, op., cit., p. 187,
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and much of Lutheranism after him, had little use for the

Stabat mater.

Lauda Silon

a Condensed compendium of
exact theologye. 17
==Archbishop Bagshawe

If thas Stabat mater dolorosa and the Dies ilras, disa

illa represent the culmination of Franclscan theology, then

surely the ILauda Slon does the same for Dominican theologye.

The hymns and sequences of Jacopone da Todi and Bonaventura
ars as different from those of Thomas Aquinas as were the
thaologies of St. Francls and St, Dominic, The Dominicans
were established as a preaching order, and when the Order
was conf irmed by Honorius III in 1216, they were officially
called Friars Preachers, The members of the Order were to
be trained in theology and be able to preach in vernacular
tongues so that they could combat heresy and ignorance.
Dominicans alsc occupied chairs of philosophy and theology
at many universities. The constitutions of the Order sube
ordinated all else to study. %All the hours in church
shall be shortened, lest the friara lose devotion and their
study be at all impeded."™ The superior of the order may
"grant dlspensations whenever he may deem it expedient,

especially in regard to what may hinder study or preaching

L"?Britt' OPe. 2_1_-_2-. p. 173.
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or the profit of sculs.” This 13 directly the opposlte
of the teachings of St. Francis who saw 1little value in
study and learning, 1In fact, it was almost regarded as
sinful for 1t would be difficult for a welle=gducated man
to be humble, To one novice he saild "If you have a psaltery,
you will want a breviary; and If you have a breviary, you
will sit on a high cheir 1ike a2 prelate, and say to your
brother, 'Bring me a breviary.'" To snother he sald, "The
time of tribulation willl come when books wlll be useless
and be threwn away.”

Thomas, the son of thse Count of Aquinam, enterad the
brotherhood of Dominic in his twentleth ysar. Ag a youth
of exceptional intslligence and scholastic ability 1t is
easy te realize why that order "attracted the young scholar
more readily than the. 3rothers Minor Franciscans', whose
follies were then stirring so profoundly the hearts of the

8

talians, At Paris he studied with Albertus Nagnus whose
life work was to introduce Aristotle into Europe, Thomas
carried cn the work begun by his teacher and attempted to
harmonize theology with philosophy, which for him were two
complementary expresslons of truth. Both the knowledgs
arrived at by reason (philosophy) and that learned whrough
revelation ( theology) are equaelly valid, each in its own

sphers. However, they are interdependent and supplemsntary

o each other. His Summe Theologica is a very scholarly

haRaby, 8P clt., Pe h02.
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presentation of his synthesls of philosophy and theology
and is still an authoritative statement of Roman Catholic
doctrine,

WWhen, as a result of the growing demands taroughout
Burope for a speciel feast day honoring the Body of Christ
In the lioly Sacrament, Pope Urban IV decided to establish
the Feast of Corpus Christi, he commissioned Thomas to
write the 0ffice and the Mass for the day. In the hymns
and sequence which he wrote for the feast, Thomas shows
himself to be a skilled teacher end preacher; his works
are doctrinal teachings about the Sacrament of the Altar
in verse., They are stated simply but with the same precise

terminology as in his Summa Theologica. Mor the Vesper

Office Hymn he wrote the famous Pange lingua gloriosi; and

for Lauds, the Verbum supernum vrodiens. 7or the "Thanks=-

glving after Mass" he wrote the Adoro te devote, latens

Deitas, and as the sequence for the Mass the Lauda Sion

Salvatorem. He wrote the Sacris solemniis juncta sint

gaudia for Matins,

The hymns and sequencs are admirable liturgical
composl tionss severity of form, economy of ex=
pression, scholastic exactness of doctrinal state=
ment are joined to a metrical skill which owss as
much to the genius of the poet as to 3 s tudy of
predecessors like Adam of S, Victor.t

In these hymne and sequsnce Thomas reveala his

acquaintance with the sequencss of Adam of St, Victor and

I-l'9Raby, epe clte., D. Los.
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has written his own following the style of the school of
Ste Viector, His hymns are objective in their pralse of
God and do not seek to create a subjective mood as do the
hymns of the Franciscans, The Christ I1n the Sacrament of
the Altar is the object of his adoration; the sequence beglns
"Laude Sion, Salvatorem, lauda ducem et pastorem.” Thomas
certainly agreed with Adam that the sequence should be die
dactic, and it is in this respect that Thomas surpasses him,
Like Aqam, Thomas also used literary symbols to express
theological truths, He portrays Christ as the pious Pelican
who sacrifices her life for her young: as the Paschal Lamb
who as the Lamb of God was slain and has become our Passovers
as Manna which miraculously led the people in the wilderness;
as Isaac the only son of his father ready to die as a sacrie
fice, as Unleavened Bread (Azymes) which was a figure of
slncerity, truth and purlty (I Corinthians 5:8). For the
structure of his sequence, Thomas leans heavily upon Adam,

especlally his Laudes Crucis and Zyma vetus expurgetur.

Ao Be

I. Lauda, Sion, Salvatorem, Quantum potes, tantum aude,
Lauda ducem et pastorem Quia malor omni laude,
In hymnis et canticis. Nec laudare sufficis,

IT, Laudis thema specislis Quem in sacrae mensa cenae
Panis vivus et vitalis Turbae fratrum duodensae
Hodle proponitur, Dgtum non ambigitur,

IT1T, Sit laus plena, slt sonora,
8it iucunda, sit decora
Mentis jubilatio.

Dles enim solemnls agitur,
In qua mensae prima recolitur
Huius institutio.
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IVe In hac mensa novi Regis
Hovum Pasche novae legis
Phase vetus bterminat.
Vetustatem novitas,
Unbram fugat veritas,
Hoctem lux elimim G,

e QUod Iin cena Christus gessit, Coti sacris institutis

ffaciendum hoc expressit
In sui memoriamgs

Dogma datur Christilanis,
Quod in carnem transit panis
Et vinum in sanguinem,

« Sub diversis sgpeciebus,
Signis tantum ot non rebus,
Latent res eximise:

A sumente non concisus,
Non confractus, non divisus
Integer accipitur.

Sumunt boni, sumunt mali,
Sorte tamen lnacquali,
Vitae vel interitus,

Fracto demum sacramento,
Ne vacilles, sed memento
Tantum esse sub fragmento,
Quantum toto tegltur.

Ecce panls Angelorum,
Factus cibus viatorum,
Vere panis filiorum,
Non ml ttendus canibus,

Bone pastor, panis veras,
Josu, nostrl miserere,
Tu nos pasce, nos tuere,
Tu nos bona fac videre
In terra viventium.

Panem, vinum in salutis
Consecramus hostiam,

Quod non capis, quod non
vides,

Animose firmat fides

Praeter rerum ordinem,

Caro cibus, sanguis potus,
Manet tamen Christus totus
Sub utraque specile,

Sumit unus, sumunt mille,
Quantum 1stl, tantum ille,
Nec sumptus consumitur,

Mors est malis, vita bonis,
Vide, paris sumptionis
Quam silt dispar exitus.

Nulla rei flt scissura,
Signi tantum fit fractura,
Qua nec status nec atatura
Signati minuitur.

In figuris praesignatur,
Cum Isaac immolatur,
Agnus Paschae deputatur,
Datur manna patribus,.

Tu, qui cuncta scis et vales,
Qul nos pascis hic mortales,
Tuos 1lbli commensales,
Cohaeredes et sodales
Fac sanctorum civiua,

50

According to the melodlec structure of ths sequence in the

SOSchwerd, 220 01to, PPe 57 o

Liber Usualis each stanza is divided in half and the second
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half of each stanza is sung to the same tune as the first,
Howe ver, the melody for stanzas three and four does not
repeat in the second half but is different in the first and
last three lines. Tho melody of the entire stanza three
is repeated for stanza four wilith slight variations to com=
pensate for the difference in the number of syllables in line
one and two of IITI and IV.

A literal translation of the text is:

1, Pralse, O Silon, thy Savlour, praise thy Leader
and thy Shepherd in hymns and canticles., As much
a8 thou canst; so much darest thou, for He is above
all praise, nor art thou able to praise Him enough.

2, To=day there is given us a special theme of
praise, the Bread both living and life-giving, which,
1t is not to be doubted, was given to the assembly
of the brethren, twelve in number, at the table of
the holy Supper,

3. Let our praise be full and sounding; let the
Jubilations of the soul be joyous and becomings; for
that solemn day is now being celebrated, on which is
conmemorated the first institution of this table,

L, At this table of the new King, the new Pasch
of the New Law puts an end to the anclent Pasch.
The new supplants the o0ld,; truth puts to flight the
shadow, day banishes night,

5. What Christ did at that Supper, the same He
commanded to be done in remembrance of Him, Taught
by His sacred precepts, we consecrate bread and wine
Into the Victim of salvation.

6. This 1s the dogma given to Christians, that
bread is changed into Flesh and wine into Blood,
What thou dost not understand, what thou dost not
see, a lively falth confirms in a supernatural manner,

7. Under different species (different) in externals
(signis) only, and not in reality (rebus), wondrous
substances l1ie hidden. Flesh is food, Blood is drink;
nsvertheless Christ remains entire under each species,
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8. By the recipient the whole (Christ) is received;
He 1s nelither cut, broken, nor divided. One receives
Him; a thousand receive Him: as much as the thousand
recelve, so much does the one recelve; though eaten
He is not diminished.

9. The good receive Him, the bad receive Him, but
with wha t unequal consequences of 1life or death,
It is death to the unworthy, 1life to the worthy;
behold then of a like receptlon, how unllke may be
the resultl

10, When the Sacrament 1s broken, doubt not, but
remember, that there is just as much hidden in a
fragment, as there is in the whole. There is no
dlvision of the substance, only a breaking of the
species takes place, by which nelther the state nor
stature of ths substance signified is diminished,

1l, Loy, the Bread of Angels is made the food of
earthly pillgrims: truly it 1s the Bread of children,
let 1t not be cast to dogs, It was prefigured in
types,=~when Issac was immolabted; when the Paschal
Lamb was sacrificed, when NManna was given to the
fathers.

12, 0 Good Shepherd, True Bread, 0 Jesus, have
meircy on us: feed us and protect us: make us see good
things in the land of the living. Thou who knowest
all things and canst do all things, who here feedest
us mortals, make us there be Thy guests, tThe cos
heirs, and companions of the heavenly citizens.sl

The Lauda Sion was written to fit the melody of Adam's

Iaudes crucis attolamus, a melody used by Adam for several

of hia'own texts, The structure of the Lauda Sion is

almost ezactly parallel with Adam's sequence in its rhythmic
ané stanzailc variations, The opeﬁing stanzas of each
sequence are two lines of trochaic dimeter acatalectic
followed by a third in trochalc dimeter catalectic. (Lauda
Siont I, II, first half of IIX, and IV.) The second half

5lBritt, op. cibe, pp. 181 £f,
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of stanza III is two lines of trochalc trimeter brachycata=

lectic (10 syllables) followed by trochiaic dimeter catalec=

tic, and its ropetitlion in stanza IV is three lines of

. trochaic dimeter catalectic, This iz exactly the same as

the Laudes crucis attolbmus, Both sequences then return

to the first form (6,8,7), the Lauda Slion for ten stanzas,

ne Laudes Crucis for twelve (this is the only real dif=-

&

ference in the parallel structure of these two sequences).
This 1z then followed by two stanzas of lines and closes
with the [inal stanza written in five lines.

Though Thomas patterned his sequences on the astructure

of the Laudes (rucls he also incorporated gome expression

and idess for Adam's Daster sequences Zyma vetus expurzetur

and Ecce dies celebris.52

The plainsong melody in the Vatican adition of the
Roman Cradual might possibly be the melody by Adam, If
1t is not by Adam, it most 1ikely is by soms fellow monk
of Ste. Victor!s Abbey.SB

The sequence was first included in the Roman Missal
and Roman Breviary, 1263, It is also found in a late
thirteenth century French Missal, and was adopted in England
by Sarum, ¢.1370, Hereford, ¢.1370, and York, ¢.1340., It

525 Supra, pe 85,
534, T. Henry, " 8
o Ta y, "Lauda Slon," The (Cathollc Encyclopedia
edlited by Charles Ge. Herbermann et ail(wa York: 5%5 Gile

mary Socletys 1907 and 1913), IX, 37e
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gseems that it was not adopted by any German Missals until
the fifteenth century, Primarily the hymn was for Corpus
Christi Day but the Sprum rite allowed stanzas XV and XII
to be sung during the octave. The diocese of York used
the entire sequence on Corpus Christi and during the octave
it was divided into threa parts sald on succeeding days.
On the flirst day stanzas I through IV, on the second day,
V through VIII, and on the last day, stanzas IX through
XIIoSh The last two verses are often used as & Processional
Hymn &% the Benediction of the 3Blesszed Sacrament,

"In translating thils Sequence no difficulty has been
found where the translator has held the distinet docirine
of Transubstantiation in common wlth St. Thomas.“ss Thomas
states the Roman teaching of the Sacrament of the Altar
with the same dogmatic terms he used in his Summa Theolo~-
glea, %
doctrine in which Thomes carsfully distinguishes between

Stanza V through XTI are dogmatic expositions of

speclos, the bread and wine, and the res which together with
the bread and wine is the Body of Christ, The sequence
speaks ol the consecrating the "breoad and wine into the
Vietim of sgalvation." The seventh stanza 1s not accseptable
to Protestants and lutherans, for it is a substantistion

of the Roman practice of distributing only the wafer to the

Sh'Dictionagg 9.£H 010 » 22. citog PPe 662 f.

551bide, pe 663.

sésumma Theologica, questions lxxiii ff,
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laltys However, stanzas VIII and IX apre very terse stateo=
ments of the mystery and paradox and could be used by all
who belisve in the Real Presence,

Thisy, then, ls the real problem for the translators

-2

who wish to prapare a verslon for use in a Protestant hymnalee

=

how to retaln ths character of the sequence without includi
ng

<2

the doetrinally objecticnable statoments. The editors of

The Hymnal 19,0 Compauion wrobte:

Sinco this dogma 'ls repugnant to the plain words

of the Scripbures'=~to guote the 28th Articls of

Religion-=and since this feast is not observed by

our church, the necessary omissions have been made

to permit uss as Comau %gn hymns without destroying

their devout austerity,

The first hymn consists of stanzas 1, 2, 5 and 3. To
glve an idea of the difficulty in preparing an acceptable
translation, it is somewhat amusing to read "The transla=
tion, by the Commlttee on Translations, JCRH [Joint
Commission on the Revision of the Hymnal], is based on that
in the English Hymnal, 1206, which itself 1s a cento,
rewritten from the translations of Pusey, Wackerbath, and
Chambers."58

Pollowing the precedent of the early Engllish cathedrals,
the editors have made the last stanza into a separate hymn,

The translation of the twelfth stanza, "Bone pastor, panis

57%9_ Hymnal %ggo Compenio by:the J

prepared OF olnt
Commission on %%e evislon of Eﬂé_ﬂymnal of the Protestant
Eplscopal Church in the United States of America (New York:
The Church Pension Fund, c¢.19Lo}, p. 138,

S81bid., pe 139.
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vore® is admlttedly wmore e parapnress than a Uranslabtion of

|
N

the entire ssquence. Thay did noty however, fuily erase
the Roman Cathollc teuchling from the Uranslatione-especlally

the translation of stanza VII, It could perhaps be correctly

undorstood, bulb avainst the background of substantiation
2 5 b ]

i1t still seems to reflect this deoctrine.

Ao Be
VII, Yea, bensath thess signs Wine 1s poured and Bread
are hidden is broken,
Glorious things to sight But in either sacrod token
forbiddent Christ is_here by power
Look not on the outward divine, -
slgn,

The plainsong setting in the English Hymnal 1s als

in The Hymnel 1940, The former credits 1t to St., Thomas,

whlle the latter, fellowing the usual contemporary concsnsus,
regards it as an original sequence melody by aAdam of b,

Victor, 1In addition, The Hymnal 1940 has a second tuns for

each of the two sections; one is by Henry Weman, 1237, and
the other is based on a mslody from tho Hohemia Erethren,
1566,

It is as surprising to find this sequence of St. Thomas
in a Lutheran hymnal as it would be to find Martin Lubther's
Ein feste Burg in a Roman Catholic hymnal, But the new

Service Book and Hymnal does contaln a hymn based on the

last stanza of Thomas's great Eucharlstic sequence. The text

59
The English H 1 with Tunes {London: Oxford
University Press, 1933%. Pe LUL5s
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2. .1 m - '.-
18 exactly the same as the btext ln The Hymnal 1940, but it

Ag £ ]

has a different melody by Johwnn Bacchua Dykes.

Snonsa Christl

After the ecbion by the Council of Trent abolishing
all sequences except four, the writing of sequencss ceased
elmost immedlately 1ln the Roman Catholic Chureh. The ssauence
form never became ponular with the Lutherans; their great
emphasis was the chorale which was often sung after the
Alleluia of the Gradual., The rest of the Churcheg of the
Reformat ion had no place for a sequence hymn in their
aervice., So within a very short time the form was almost
extinet, A very few sequences were written afterward, only
because of interes®t in the structural form, since the com=
poser knew that to sing 1¥ in the Mass was prohiblted. One

of thege later sequences which is in both the Eymns Ancient

and lodern and the English Hymnal is tho Sponsa Christi.

This one is considered by James licarns to be one of the
finest of the more recent French sequences. It was, however,
included in the Paris Missal of 1665 and agaln in 1739 and
in a French Breviary of 1709. The Missal attributed the
sequence Lo Jean Baptiste de Jontes who became Dean of Paris
in 1647 and dled two years later at the age of 78, The
sequence is f{or All Saints! Day.

A Be
I, Sponsa Christi, quae .-per Heee dies cunctis dicate
orbem mixta caell gaudiis,

milltas ecclesia, laeta currat et sollemni
prome cantus et sacratos personet melodia.

dic trlumphos caelitum,
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Laureatum duclt agmen
iuncta mater Filio.
s8ola quae partu purdorem
virgo numquam perdldit,
III, His Iohannes, vate meaionr,
preaco Christl prasvius,
patriarchae cum prophe=-
tis
acciununt dulce melo.
IV, Prodigi vitae, cruore
purpuravi martyres,
susplecatl morte vitam,
gaudent perpeti,

N T
JER L

Ve

Ponps nuptialls ﬁgno
consecratee virgines
11liis rosisque sponsum
aemulantur prosequl,

VI. Deo cum senctitate

serviamus subditi,

gloriae @osth c futuri,
guam ueabulu’ [s]e} ADOUGQ&
Amen ,°

Spouse of Christ, in arms
contending
Oler each clime bensath
the sun,

Blend with oprayers for
telp ascending

Notes of praise for triumphs
Won °

Mox sequuntur angelorum
admigtri spiritus,
siderumque condltorl
mille laudes concinunt,

Principes sacrl senatus,
orbls almi iudices,
sedibus celslis sublimes
facta pendunt omnium,

Turba sacra confitentum,
cum levitls preesules,
saeculi luxu relecto
perfruuntur gloria.

Omnibus =zors haec bhseate
gloriam Deo dare

et potentem confiteri
‘terque sanctum dicers.

As the Church to=day re joices
All her Saints to join on
high,

So from earth let all our
voices

Rise in solemn harmony.

First amid the laurelled logions
Prays the Hother to her Son,

Close to Christ in these falr regions
Where high pralise to him is done.

Angels next,

In due gradation

Of the Spirit's ministry,
fiymn the Father of creation,
ek er of the stars on high.

John, the heraldevolce sonorous,
Head of the prophetic throng,
Patrlarchs, and Seers In chorus,

Join to swell the Angels! song.,

6

9_1955 Ancient and Modern, op. cite., p. 347.
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Wear to Chriat the Apostles seated,
Trampling on the powers of hell,
3y the promlse now completed
Judge the trlbes of Israel,

They whe nobly died believing,
Martyrs purpled 1n thelr gore,
Crowns of 1life by death receiving,

Rest in joy for svarmore

Priests and Levites, CGospel preachers,
And Confessors numberless,

Pralates meek and holy teachers;
Bear the palm of ribntoouoness.

Virgin souls, by high profession
To the Lamb devoted here;,
tﬂe:lné flowers in gay procession
At the marriage-feast sppear.

All are blest together, pralsing
God's eternal Majesty,

Mrice repsated anthems ralsing
To the alle=holy Trinity.,

In your heavenly habitations,
In your blessed home on high;
Hear, ye Saints, our aspirations,
As tc God we 1lift owr cry.

Ever pralising, ever praying,

Help ye thus your brethren here,
That the will of God cheying

We in pcace may nerssvere,

So may we, with hearts devoted,
Serve our God in holiness;
So may we, by Cod promoted,
Share that heaven which ye vossess
AME Ne

We Palmer's translation of the Sponsa Christi is the

one most extensively used in older hymnals. However, it
frequently was abbreviated, compressed, and even changed by

editors. 'The first line has been changed to read "Bride

Slthe English Hymnal with Tunes, op. cit., p. 370.
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of Christ, through Him contending™ and "Spouse of Christ,
in arms contending.,"

The sditor of Hymns Ancient and Modern chose the

translation by J. Ellerton, "Church of Christ, whose glorious
warfare ," which was later zltered to "Bride of Christ.”

Both the trenslations by Palmer and Ellerten have retained

4]

the structwre of the Latin, altermating lines of eight
and seven syllables, The latter howsver has telescoped the

Latin text Into a zhort English translation so that stanzas

are not parallel,

Bride of Christ, whose glorlious warfare |
Here on earth hath never rest; |
Lif% thy voleca, and tell the triumphs
Of' the holy and the blest:
Joyous be the day we hallow,
Feast of all the Saints on high,
Barth and heav'n together blending
In cone solenn harmonye.

irst the blessed Virgln-Kother,
Reunitad to her Song

With the ministering Angels
Who the will of God hath dons;

John the herald, Christ's forerunner,
icad of the prophstic throng,

Seer end Patriarcn responsive
Unto Psalmist in thelr song.

Princes of the great assembly
Throned on thelr tribunal high,

Lo, the Twelve in kindly Jjudgment
All the sons of Israsl trys

Lo, the martyrs, robed in crimson,
Sign of life=blood freely spent,

Pinding life, because they lost 1t,;
Dwell in undisturbtd content,

All the saintly host who witness's
Good confesslons for His sakew=
Deacon, Priest, the world renouncing,
0f their Master's joy partake;
Virgins to the Lamb devoted,
Following with steadfast love,
Bring thelr lilies and their roses
To the marriage foast above,
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All, their happy lot fulfilling,
God Omnipotent proclalm;

Holy,; Holy, Holy, crying,
Glory %o His lioly Namel

So may God in mercy grant us
Here to serve in holinoss,

Till He callas us tec the portion
Which Hig Saints in light possess,

Amen , 92

:.\ ~ o {
L‘vans Anclent and iHodern, loc. cibe

-




CHAPTER VIII

THE TROPE

In many ways the trope is similar to the sequence. This
is true not only of its structure and origin, but also of the
historical and musicological problems connected with it,

Hre, too, it would he impossible to get the various authorie
ties to agree even on a definition of the term., Any definition
that says more than that o trope is anaddition to the

liturgy would immediately he challenged by some. Disagreement
arlses, as with the sequences, from the varied answers given

to the questions: Is the trove primarily of literary or
musical origin? Is the trope primarily of Byzantine or
Western HBuropean origin? Is the trope older than the sequence?
Did the sequence and the trope develop independently or is

one a direct outgrowth of the other?1

Clemens Blume, one of the editors of the Analecta
hymnica, has done much research into the problem and defines
the trope as an interpolation in a liturgical text or the
embellishment brought by interpolation either as introduce-

2
tions, insertions, or additions, It differs from the sequence

in that the sequence, which is also an embellishment of the

lsupra, p. 6.

°0lemens Blume, "Trove," The Cathollc W
edlted by Charles G. Horbermann e et al (New Yor e Gllmary
Soclety, 1907 and 1913), XV, 65,



"

169
liturgy, 1s an insertion between parts of the llturgy,

namely, bthe Graduval and Gospel, and is often complete in
itself. The trope on the other hand 1s an embellishment or
addition to a lituvgical text with which both becomes ons
unit,

The additions made to the liturglcal text range from
a few words to it a preexisting mellsma into a syllabic
text to lengthy sentences and later on even entire poems
placed between two words of the text or in direct conjunction
wlth the liturgical selection. The early sequences can not
be separated from libturgical text, ILengthy or strophlc
interpolations demand adding of a new melody to the exlsting

chant melody., Usually the interpolated melody was derived

from the original melody hy mems of a free variation tech=-
nlgue, This variation or paraphrasing of the prescribed
melody represents the foremost musicel advance in Western
Europe for some centuries., This implies that the musiclan's
task as well as the poet's iz more specialized and less free
then in the sequence, for in the trope the melody had te
harmonize with the prescribed plainsong tunes which precede
and follow it and the text had to fit between the words of

of the prescribed liturgical text.3 In some ways the musical

structure is similar to that of the sequence but in the trope

3For examples see Jacques Handschin, "Trope, Sequence,
and Conductus,” Barly Medieval Music up to 1300 in New Oxford
Histo %3 Hysic {Iondon: Oxford University Press, 1987,
PP l§% e
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the repetition is never exact but is a paraphrase of the
original liturglcal melody. The beginning of a troped

Glorla in excelsis which fcllows is an example:

= =5

YTGLO' RI~A (N EX~cfEL-ﬂg PDE- 0, Cvem ci-ves cae-les-fes Sanc-tum ¢ la- man-

" |
] 1 1

! A

4 tes lav-de fre-quentenf ET IN T'EK-RA PAX HO~MI-NI-BYs BO0-NAF (ete) b

In the introduction to his The ¥Winchester Troper W. He

Frere wrote:

All new developments in musical composition falling

to gain admission into the privileged cirecle of

recognized Grogorian service=books, were thrown

together so a8 to fom an independent musical g

collection supplementary to the official books.

Tropes are important in the history of music because
they permitted the musician to make a contribution to the
lilturgy. ZEven though the plainsong settings of the Mass and
Off'ice could not be altered, the composer was free to write
insertions between the prescribed settings of the chant.,

There are also a few examples of purely musical troves,
These are considered by some musicologists to be the oldest
form of troping. Unfortunately there are very few incontroe

vertible examples of this practice which show clearly and

definitely a melodic interpolation in a traditional chant

thid., Pe 170,

5
Winfred pDouglas, Church Music in History and Practice
(New York: Cnarlgg ScriBher's Sons, I9UTTs Ds 59s e
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melody.6
Tropes were written ln great numbers from the ninth to
the thirteenth centuries; thils gives them a life span approxe
imately the same as that of the ssequences. From a literary
view, the development of the trope 1s also very simlilar to
that of the sequence. At first words woere inserted as a

syllable text for the melisma within the chant. This

syllabification for a preexisting melody served primarily as
a mnemonic aid and was naturally prose and not postry. Also
the beglinnings of the trope are closely associated with the
Abbey of S5t. Gall where it appeared at the time of NNobtker.
The earliest rhythmic trope, usually hexameter, appeared as
a commentary elther introducing or concluding a liturgical
text. 1In this way the composer was not restricted to the
melisma of the chant but could write his own melody,

Soms time during the second half of the eleventh century
tropes within the framework of the liturgical text appeared
in metrical form., Again like the sequences, the iambic and
trochaic meters were the niost frequently used in lines of
eight syllables, This later developed into a regular style of
writing which some times broke away from the liturgical text
and became the meter of much of medieval Latin poetry. Also
in ths trope do we find the basis for the beginnings of the

liturgical drama,

6W1111 Apel, Gregorian Chant (Bloomington: Indiana
Univers ity Préss: Ce1958), Pe 4l. Example given on p. L92.
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The following examples will show the various styles
of early tropes., The earliest tropes which were merely an
addition of words to a melisma would naturally be short and
within the text itself,
KYRIE rex genitor ingenlte ELEISON,

ITE sine dolo et lite. Pax Vobiscum, MISSA EST,
DEO semper aglte in corde glorlam et GRATIAS,

As tho toxtual interpolation became more extended it required
a melodic interpolation as well,

SURGE inflda gens, dejecta perfidia quem demonstra=
vit stella regem regum venerare ET ILLUMINARE cogéta
spera el suspira coelestia contemplate JERUSAIEH,.

When the trope became a more independent poetical form 1t
some times proceded the liturglcal text.

Omnipotensa genitor lumenque et lucis origo,

de nihllo iussu verbi qui cuncta creasti,

humano generi, peccatal pondere presso,
KYRIE ELETISON,

ad caenum terrae missug genitoris ab arce

indueras carnem, casta de virgine natus,

et mundl culpam mundasti sanguine fusoj;
CHRISTE ELEISON,

aequalis patri seu nato, spiritus almus,
trinus personis, deus, in deitate sed unus,
KYRTE ELEISON,Y

Tpetor Wagner, Einfiihrung in die Gregorilanischen Melodien
gggittar Auflage; Leipzig: Breitkopf und HArtel, C.1910), D»

» See also Analecba hymnica.medli asvi, edited by Clemens
Blume and G. M, Dreves (Leipzig: O. Re Heisland, 1886-1922),
XLVII, Lo9 frf.

BWilli Apel, Harvard Dictionary of Music (Cambridge:
Harvard Unilversity Press, 1950), Pe 758,

9
F, J, E. Raby, A History of Christian Latin Poetry from
the Beginnings to the dloss of the Hiddle Ages (Oxford:
Clarendon Press, 1953), p. 220. See also Analectica hymnica,
op. cit., XLVII, 48 £,
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At times the interpolation came after the text.

SANCTUS ex quo sunt omnila;

SANCTUS, per quem sunt omniaj

SANCTUS, 1n quo sunt omniaj 10
DOMINUS DEUS SABAOTH, tibi gloria sit in saecula,

105 wme, loc. cit.




CHAPTER IX

TUTILO OF ST, GALL

The trope, like the sequence, was known already in the
eighth and ninth centuries and was brought to the Abbey of
Ste Gall, Here it was most closely assoclated with Tutilo
{Tuotilo) (d.915) who definitely is not the inventor of the
trope as the tradition of Ste Gall claims; however, he is a
writer of tropes. The name of Tutllo is to the trope what
the name Hobtker is to the sequencos

Tutilo was a friend and fellow student of Notker
Balbulus, However, we know far less about him than we do
about Notker., Notker's blography, Ekkehard IV, and the
annals of St, Gall say little about Tutilo, One reason for
this might be that at the time of Ekkehard (d.l20) the
sequence was at the height of 1lts popularity throughout all
of Burope-=-and far more popular than the trope. Undoubtedly
Ekkohard wished to exalt his ahbey as tho home of the first
groat writer of soquences, and since the popularity of the
tropes had declined greatly there was little need to ssy
muech about Tutilo., The same could be sald of the annals
of the abbey which were edlted at a later time.

We do know that, as a fellow student of Notler, Tutilo
had the same teachsrs, Yso and Marcellus, He seems to have
bsen an all round welle=educated man, Some writers have

referred to him as a medieval man of the fenalssance., He



—

175
has been deplcted as a univorsal genius famous as an
architect, painter, sculptor, wood carver; gold artisan and
musician, His artistic talents brought him many commissions
to design and furnish churches and because of hils nusical

abilities he Instructed the sons of many eminent families to

play an instruzent,™

Although we do not lmow just how Tutilo bscame acquaine
ted with the trope, the simplest and perhaps the most
obvious solution, which can nsither bs proved nor disproved,
is to conjecture that examples ol the trope which were well
known 1n France were contained 1in the Jumiéées Antiphonary
brought to 3t. Gall about the year 862,° Perhaps as Notker

recelved his inspiration to write sequences, Tutilo, seeing

exanples of tropos, bogan to compose some of his own., We
know from Notker's letter that the Antiphomry contained
sequences, but unfortunately we do not know whether or not
1t contained any tropes. It would be rather unusual for
Tutilo to know about tropes before Notker saw hils first
ssquences, HResearch shows quite clearly that both Notker
and Tutilo had French predecessors,.

The Kyrie=trope Cunctipotens genitor {Omnipotens

genitor) is usually ascribed to Tutilo., The first example
below is the plainsong setting of the Kyrie-Cunctipotens
as it is in the Roman rite. This 1s followed by Tutllo's

lyarie Pierik, The Songz of the Church (New York:
Longmans, Green and Company, c.1947), P. 139.

2por the account by Notlar, supra,; P. 9,
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version which drops the Greek word Eyrie and begins the Latin

text on the first note.

| :
b
-
=

' Kyvi- e e- le~i-son. iij
P -
i i
8 Chrteite e- le—i-Son. i
T L = e
1 I 1 5 lﬁ""ﬁ"

§ Ky~ vi- e e - le- i-~mn, i) K)«- ri-
) . - —T L
1 L | I 1 | | 1
l v
(4
81 e e- le-i-50n, 3
Kyy"en'f}opg: Omn'lfn'l‘eru-
nT Toetilo

[ X J

g " Om-ni-po-tens gen-i-tor De~ us Om-ni-vm cre~a- Tor: E -
2.fons et o-vi - 9o bo-ni pi~ < [vx-qve per-en-~nalp: F -~
3.50- vi-fi-cet pl-e-tas Tv-4 hog bo-ne vec-ter:E -
=

| LEI-5op. 4Chri-fte, De-i For-ma vir-Tvg Pa-Tris~qve So-phi-q:

LEI-Sory. 8 Chri- sTe, Pa-Tris Jplen-dor, Ov- bis Rp-si Ye- pd-v3- for:
La-son. Ne tv- a am-ne-mvr Je-sv  fc-tv-ra be-nip-ne:

U o] -JON. 7 - bo-vvm $d-Crvm spi-ra-men ne=X¥s 3- Norque:
- e N'E Pr':-ce*"e'\s fo-mes vi~tye, foas pu-vi~Fi-cans hoss

3Liber Usualis Missae et Officii, edited by the Bene=-
dlpotines of Solesmes (Tournai, Belgium: Desclee and Company,
7)s ppe 25 £, Note that the Liber Usualls and other modern
Missals use the initial words of the former trope to identify
:ﬁ:gityrie even though the words of the trope are no longer
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E'.' tg:f;: q.fur- ga~tor col-pa ve- ni-a= lar-gi-tor

8
= ]
#
8 op-T-me, of- Len-sas de-/e‘ Sancks hoy mu- he-re YQ~PIP- Es LEl-soN. 4
I. 1. Omnipotent Fathor, Lord creator of slil:
have mercy uvon us,

2, Fount and source of good, kindly light eternal:
have mercy upon us,

3. May thy mercy save us 0 good leader: have
mercy upon us,

-]

II, 1. ¢ Carist, lord, form, power and wisdom of the Fatheor:
have mercy upon us,
de O Chnrist, eplondor of the FMather, redeemer of the
world astray: have mercy upon us,.
3¢ Lot us not disdain thy deeds, 0 gentle Jesug:
have msroy upon us.

ITTe 1. Sacred splrit of both, and united love: have
mercy upon us.
2, Perpetual instigator of life, fount purifying u
have mercy upon us.
3. lilghe st redeomsr of sin, bestower of mercy,
take away our offensa, ill vs with thy holy
bounty: have mercy upon us,-

0}
'

Poter Wagner cites the first 1ine Lo read "Cunctipotens genitor

=
Deus, omni creatur, ELEISON" which seems to be preferable to

]

‘archibald Thompson Davison and Willi Apel, Hisborical
Anthology of Music (Cambridge: Harverd University Press,
¢.1943), Pe 13e. The transcription from bass clef is by the
author,

SIbid., p. 240,
6Petar Wagner, Einfilhn in die Gregorianischen Mslodien

(Dritter Auflage; lLelipzig: Breltkopf und H rtel, ¢.1910), I,
279 fn, 1. "Uber dle Textllberlieferung dleses Tropus vgle

Anglecta hymnica Bd, XLVII, 5,50,"
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ths one given by Davison and Apel in ths exampls above.

Wagner's text 18 one syllabls shorter and would thus make all
three llines of I the same length and allow the firat ELEISON |
te begin on the note "e" instead of "g" which it does in the E
gsecond and third repetition and in the plainsong version,

In this trope Tutllo merely sunplied a text to & preexisting

melody and d4id not add to the melody.

The Christmas Introit, Hodie cantandus est, however, is

an example of supplying & lengthy introduction and a cone
cluslon bo the liturgleal text as well as interpolating the
text itself. In this trope both the text and melody of the
original introlt were expanded but the original tune was
kept for the 1iturgical text.T

1. Introduction: Abbot and minigters

Hodie cantandus est nobis pwer,

quem gignebat ineffebiliter ante
tempora pater,

et eundem sub tempore generavit
inclite mater.

2. Question: Cantors 3. Reply: Ministers
Quias est iste puer Hic enim est;
guem tam magnis prase- quem praesagus et electus
coniis symmista del ad terras
dignum vociferatic? venturum praevidens
Diecite nobis - longe ante praenotavit
ut collaudatores sicque praedixit:

esse posslimus.

TA musical setting of part of this trope (slightly
different) 1s in Arnold Schering, Geschichte der Husik in

Boispielen (Leipzig: Breitkopf und Hartol, Cel931), DDe 2 Les
#3e. B8ee also Liber Usualis Missae et Officii, op. cites
P. 3

2l
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lte Introits Chorus

PUER NATUS EST NOBIS
abgsque nascentium ordine procreatus
de virgine sine virl semine.

ET PILIUS DATUS EST NOBIS.
Qui nos fillios sul parentis adoptivos
fecit carnem sumens, quos et nominat
fratres.

CUIUS IMPZRIUM SUPER HUMBRUM ETIUS,
Deus, quod pater suo misso in mundum
naeto et incarnato semper suum dat
seceundum carnem,

mT VOCABITUR NOMEN EIUS
nomen, qued exstat omne super nomen,
quod suprnee tremunt postestates,
terra et inferus quem acdorant et
trepldant,

MAGHNT CONSILII ANGELUS.

Pgsalme: CANTATE DOMINO. CANTICUM NOVUM,
QUIA MIRABILIA FECIT,

miro modo, cum de Virginis utere ut
homo processerat et ut Deus imperitat,

GLORTA PATRI ET PFILIO ET SPIRITU SANCTO.
SICUT ERAT IN PRINCIPIO ET HUNC ET SEMPER,
BT IN SAECULA SAECULORUM, AMEN,
Alleluia,
Laus tibi Chris te,
qui hodie
cum magna luce
descendisti.,
Dicite ela,a
Alleluia,

The text which precedes the introlt ls often consldersd

to be "a glimpse of an early stage in the growth of religious

drama.“9 The question sung by the cantor and the response

of the clergy is the beginning of dramatic dizlogue.

BWagnor, 2P Glto' Pe 2780

9
Py Jo Bo Raby, A History of Christian Latin Postry from
the Begzinnings to ¥ e"cl"""""fose ol The e Agze (7 1

TSy

Clarendon Press, 1953), De 221,



CHAPTER X
POPULARITY AND DECLINE OF THE TROPES

The trope became very popular with the medieval musician,
poet, and worshipper, for the trope allowed each of them some
freedom denied by the Roman rite and Gregorian chant, It
permitted the composer to write music which could be sung
during the Mass without altering the prescribed melcdy, and
1t gave the writer an entry into the text of the Mass which
rermitted no additional parts, such as hymns} in 1ts structure.
The congregation of'ten was allowed to sing some of the tropes,
especlially the later Kyrie tropes., This, in addition to the
fact that zome tropes were in the vernacular, gave ths con=-
gregation an active participation in the worship,

However, the trope never achieved the artistlic excellence
achleved by the sequence; this 1s true of the music as well
as the texts. In the history of the trope there is no writer
who equels the sequence writers Notker Balbulus, Adam of
St. Victor, or the later Franclscans., Of the more than 1200
tropes® only a very few are of any artistic or devotional

merit, and only a handful are in use today.

lPhat 1s, the rogular Latin hymn which is different than
the sequence or sequence hymn in structure.

2Guido Maria Dreves, Ein Jahrtausend Lateinischsr
H ndicht revised by Clemens Dlume {Lelpzig: O. Re
RelsT and, 1008}, I, vili.
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Like the sequence, the trope developed from a simple

structure into a very elaborate one so that the later tropes
repudisted ths very reason for the introduction of the fomm,
Instead of short insertions in the liturgical melody or text,

the trope became very elaborate and again could be sung only
by a trained choir, The melody of the troped text 1ltself
became melismatic and there are example s of tropes themselves
being troped. What originally was a relatively unimportant
addition soon developed into the malin work, Instead of short
insertions, as time went by several verses, entire stanzas,
and even a number of stanzas were fltted in, The liturgical
text and its melody withdrew farther and farther into the
background and became less and less important,

The text of many tropes often cam® near the danger of
dogmatic error and close to heresy. Although ths texts of the
tropes were not always strictly Biblical, they do not seem to
have been as bad as soms of the later parody Masses rejected
by the Council of Trent. Some of these Masses used a secular
folk song as the cantus firmus, e.ge. L'Homme Amme, or used
noveltles as did one "Quckoo Mass" in which the tenor imitated
the call of the cuckoo (c=a) throughout, In ancther Mass
the tenor sang "Hercules vivet usque ineeternum,”3 Similer
~ things ocourred in the tropes,

At the time of the Council of Trent the trope had
already declined in popularity and in gemeral use, In the

einmann, Das Konzil von Trient und die Kirchene
musik (Laipzs.g- Brol tESDr AT RATES 1 3 ITIT T P60
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liturgical reforms, to correct the abuses which had arisen,

the Council abolished all tropes, It was felt that the

great number of the tropes undld the simple objective classi=
cal 8 tructurse of the Mass and that the insertions detracted
from the Ord nary and from the Blblical texts of the Propers.
When Trent abollshed the tropss it did so as a move to glve
back ths Mass to the people which oddly enough is what the
trope origlnally intended to do with the Mass itself.h'

After Trent the trope disappeared except in some sections
in F'rances vheore they continued for a while and for some of
the Kyrie tropes such as the Kyrie fons bonitatis, which were
popular in Germany and were later used by the Lutherans,

All that remains of the trope today in the Roman rite are the
first words of the troped text to ldentify a liturgical

melody such as the Kyrle Deus sempiterne, and the Kyrie magnse
Deus potentias.

Kyrie fons bonitatis

0f the great number of Kyrle tropes which were well

known and sung the text of only one remains in modern English

‘ llJoaahim Beckmann, "Das Proprium Missae," Iﬁiturﬁia{
%b\nh des Evangelischen Gottesdienstes, edited by Kar
erdinand Mlller and Walbter nkenburg | Kassel: Johannes
Stuada-Verlﬂg. 1955). II' 12..

SPeter Wagner, Introduction to the Gregorian Melodies
and Ee E.

8 Handbook of Plainso'gg, translated by Agnes Orme

?501 : gg?don;h. rd}aln:ong ?‘nd Hed%a;nl Hula?ic Soclety,
’ . Ordinarium Missae o yons rance, cone-

tained t;'opea until The middle of the oightoem.:h eontul"y.
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and American hymnals, The Kyrle fons bonitatis, ascribed by

Ekkehard IV to Tutilo, was very popular in Germeny and was
sung frequentiy. Many hymnels and service books of the

theran churches in Germany continued to sing the Kyrie

sunmum. a3 1t was cdl led. 3ome sang it as a nins- or threee

fold melismatlc Kyrie without using the interpolated toxt:

others sang 1t as & nine-or three-fold troped Kyrie,

—= = B - ————
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The GCerman Mass at Mintzer, 152!:,_, and the Mass of Erfurt,

1526, both use the Kyrie fons bonitatis; the formsr uses the

Greek text while the latter prescribes the German translation,
"Herr, erbarm Dich unser, Christ erbarm Dich unser, Herr

erberm Dich unser,” The melodies are almost exactly the same

6. :
Liber Usualis hissse et Officii, edited by the

Senedictines of Solesmes {Tournal, Belgium: Desclee and Come
pany, 1914-7)9 Poe 180

Tw111i Apel, Gregorian Chant (Bloomington: T
pel, . ng ton: Indiana
University Press, ¢,19058), Ds L31l.
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B8Konred Ameln et al, "Dia einstimmigon Weisen,"” Der Altare
,in Handbueh der deubschien evangelischen Kirchenmusik
c.l‘;dl)’ De 20.

i;eaar_lg
GOttingen: Verlag wvon Vandenhcecik und Rupreci®,
The note values have been changed to conform with the style

used in this papere.
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In the service boocks of lecklenburg, 1510, and Spangenbe Gy
1545, the text has been reduced to a threeefold Kyrie, These
2429

versions have retalned the Greek Kyrle but have replaced the

word ele ison with tho German "erbesrm Dich unser.”
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?Ibid., pp. 6 f.
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The hymn "Kyrie, God Father in heaven above" in The

Lutheran Hymnal is besed on the version found in the Prayer

Book at Erfurt, 1550,

s,
s

. == ===

8 “y- vi- e (Gofl Vfl:"e\)"_fn E-wff—‘(ﬂ'f; Proc it Deile Birq-hq‘?.'y-kc}'f'al— ley Divrf

=

 —
j - |

1 i
& enm Schip-fer vnd Re-gie-rer: € — le< i sml  Chrie ste al- /cLWeH
N

2
1 X ¥
LJ L |

& Toost uns SUn—der 3l lein Du hast eclst o J e-5v Goftes Sohn, Un~

1 B |

—f¢ 7= @

£ ser Mitt=ler bist 1w dem hoch-sten Theon: ze Dir Schrej<en wir Qus

| |
——
T
! o 7
§ her2ens Be-pier e - el i }{,-m‘ - e 6ot MHei-li-

—— e e
- r s i
f per  Geidt Tist styrk vns im Glav-bes al-fer meid] dig wir am le-Tea End, Irﬁh: S
! ]
=
8 fich v schei-den aus diesern E-lené €= le— i —sonlld




-nna

e W ol

Wacksrnage112 believes thaet 1t was first printed in Wititene
berg in 15h1, The German toxt has sometimes been ascribed
to the Lutheran pastor Johann Spangeburg (1L8L-1550) at

Nordhausen and later at Eisleben°13 According to customary

medieval usage the Kyrle fons bonitatic was sung on festivals

i

from Trinity until Christmes.
Two other aixteenth century German versions of the

trope are:

KYRIE, O Herr Godt Vader,

erbarm Di aver unsl

31 uns gnedich; delge unse Missedadt
und ERBARM DI UNSER}Y

CHRISTE, O Herre Godt,

Veders eingebarne SBn,

unge truwe Hellandt,

de Du mit Dinem Blodt uns alle heffst erlBst
bidde uns gnade bi CGodt dem Vader

und ERBARM DI UNSERE

KYRIE, O Herr Codt Hillge Geist

lere uns Jesum Christum recht;

unse Silnde si uns ledt,

Trdst uns, lelde unsy hillge uns in Warhelt
und ERBARM DI UNSER$LS

b S S
Ko He Wackernagel, Das deutschen Kirchenlicd (Leipzig:
Bs G, Teubner Verlag, 186L=1877), Iii. 220, |
13y, ¢. Polack, The Handbook to the Luthersn Hymnal
s Ge s 408 R0 Aymnag
(St. Louis: Concordia Publiching Houses C.19L2)y; De 7s

1%& Dictionary of Hymnolo edlted by John Jullan
(Second revisead edition‘wi%h Mew Supplement; London: John
Murray, 1907 (1957 reprint)), p. 635.

15Konrad Amiln, Christhard Mahrenhold and Wilhelm
Thomasg, Der Altargesang, "Die einstimmigen Weisen,™ Handbuch
der deutschen evangelischen Kirchenmusik (Gottingens:
Verlag von Vandenhoeck und Rupreocnt, €e194l)s; I, 1, pe. 8, #13.
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0 LBERR GOTT, Du Brunn der Glite,
Vater in Ewigkeit,

von dem alles gut muss aucstrdmen,
KRBARM DICH UNSERY

CHRISTHE, der Du bist des Vabers einiger Sohn,
es saglten zuvor die Propheten Dich sollt
gebliren schon eine reine Jungfrau Marias
ERBARM DICH UNSERY

HETLIGER GEIST, Du Gdttliche Brunst

glb uns allen cdle rechte Kunst,

dass wir dlch wurdignlich 2llzeit mdgen
inniglieh 1oben.16

LRBARM DICH UNSERY

The translation by W, G, Polack was prepared for The

Lutheran Hymnal.

Kyrie, God Father in heaven above,

Groat art Thou in grace and love}

0f' all things the Haker and Preserver,
BElelson, eleison}

Kyrie, 0 Christ, our King,

Salvation {or sinners Thou didst bring.

0 Lord Jesus, God's own Son.

Our iledlator at the heavinly throne,

dear our cry and grant our supplication.
Eleison, eleisonl

Kyriey, U Ycd the Holy Ghoste

Guard our faith, the glft we need the m® ts
Do Yhou our last hour bless;

Iet us leave thls sinfulﬁorld with gladness.
Kleison, oele isonl Amen.

Divinum mys terium

The tune Divinum mysterium which today is usually used

with the beautiful Christmas hymn Corde natus ex Parentis
by Prudentius is originally a trope to the Sanctus., It is
found in Tropers from the twelfth to the fifteenth centuries

Ibid,

17Polack, loc, olts
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in Italy and 1in Germany, but it seems evident that at times,
during the fifteenth century, the trope was added to the
twelfth century manuscripts.
It was published In a collection entitled Plae Can=-

18

tiones™“in the year 1582 by Theodoricus Petrl (Didrik Pederson
or Peterson). During the time of the spread of the Lutheran
Reformation throughout Northern Germany and Scandinavia

Petrl collected many medieval songs and carols of Scandinavia
in order to preserve them from being set aslide and forgotten.
With this object in view "words were strongly handled; the
passages referring to the Blessed Virgin Hary wore clumsily
transferred to our Lord wlth strange results and the work of

nld

adoption was in wmany ways ludicrous. dowever, the melodies

were preservad.aa In 1853 a copy of the Plae Cantiones came

into the hands of Thomas Helmore who set the tune to Neale's

translation of Corde natus ex Parentis, "0Of the Father's love

begotten,”

The melody of the troped Sanctus was originally sung to
the words:

18Theodoric Petri, Plae Cantiones, originally published
in 1582 A.D,, revised and edited by G. R. Woodward (London:
Plainsong and Medleval Soclety, 1910).

19Hvmns Ancient and Modern (Historical Edition), introe-
g;ct}on Ey W, He Frere |London: Wm, Clowes and Sons, Ltd.,
09)s Pe 77.

= 2OTWO other wel%-know? tuns% from tge :o%iecfion are
fver nobis nascitur (infra) and Tempus ades oridum

8 Latin carocl of spring time which Es widely used for the
Christmas carol "Good iing Wenceslas."
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Divinum mysterium
semper declaratur,

Et mens infidelium
tumens exascatur,

Firmmas spes eredentium
Fide noboratur.2l

Thls tune is used by Hymns Anelent and llodern, The

English Hymnal, The Hymnal 19/i0, The Lutheran Hymnal, and

The Service Book and Hymnal, Because of its now almost

inseparable association with the hymn of Prudentius, the

tune is somotimes also called Corde Hatus, The first two

hymnals present the tune in the rhythmic pattern:

é s | _@A,J#* & "

Ihe Hymnal 1910 and Service Book and Hymnal have made all

the notesg of equal value and restored the plainsong quality
to the melody, while the Lutheran Hymnal version stands

some where between the two,

Pusr nobis nascitur

Both the words and melody of the famous Puer nobis
nascitur, "Unto us a boy is born," are from the fifteenth

century and originally were a trope to the Benedicamus domino.

Puer nobis nascitur, Unto us a boy is borni
Reetor Angelorum, The King of all creation,
In hoc mundo pascitur Came he to a world forlorn,
Dominus dominorum. - The Lord of every nation,
2lgymng Ancient and Modern, op. ¢ite; p. 16, Tune

Trom Piae gantiones given in facsimile on page 76,

Unj_‘,erzf’w W%%.?ums { London? . Oxford
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In praesepe ponitur Cradled in a stall was he
Sub fosno asinorum, With sleepy cows and asses;
Cognoverunt dominum But the very beasts could see
Christum regem caelorum, That he all men surpasses.
Hine Herodes timult Herod then with fear was illed:s
Magno cum dolore A prince,! he sald, 'in
Bt pueros occidelt Jewryli!
Infantes cum livore. All the little boys ha killed

At Bethle'm in his fury.

Qui natus est ex Maria  Now may HMary's son, who cams

Dle hodierna, So long ago to love us,

Dueat nos cum gratia Lead us all with hearts aflame

Ad gaudia superna. Unto the joys above us.

0 et A et A et O Omegea and Alpha hel

Cum cantibus in choro Let the organ thunder,

Cum canticlis et organo While the cholr with peals of, glee
BENEDICANUS DOMINO,23 Doth rend the air asunder.2l

The Latin text approaches the style which is usually
rogarded as typical trope form in its meter and rhyme, Butb
it is not an example of perfect structure; the meter for
each line is not the same for each stanza nor is the rhyme
always correct. Percy Deamer, however, has made sach lins
of hls translation seven syllables and has altered the

rhythmic pattern,

Latin English
w U = U w Ul - - U = ] = 1] =
- U eUu=u-= U=Ueue=1u
- U e Ue=Use Uellel=1u

23the Hymnal 1940 Companion, prepared by the Joint
Commission on the Revision of the Hymnal of the Pfotestant
%ﬁéscopal Church in ths United States of America (New York:
Church Pension Fund, c¢.1949), ppe 28 f.

2hpne & 1 19L0. prepared by the Joint Commission on
the Reﬁ!ﬁfdﬁxgggfhe pl g% the grotestant Episcopal Church
in the United States of Amerisca (New York: The Church Pension
F"und’ 0019‘,'.0). #3’.‘-. Iast stanza, zk;.;- M 12!*0 cm&!ioﬂ.
OR. _O__LEQQ Pe 29«
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The tune Puer nobis nascltur used by Percy Dearmer

in his Uxford Book of Carols and then in The Hymnal 1940

follows the fom given 1n the Piae Cantiones, 1582,

The notes are of equal value and are sung in the style of
the plainsong.

The Hymnal 19110 as well as The English Hymnal, The

Lutheran Hymnal and The Service Book and Hymnal use another

version of the melody for several different texts. The
variant is based on Michael Praetorius setting for ths

text "Geborn ist Gottes S¥hnelein." It is from his Husae
Slonae, Volume VI, 1609 and is written more in the style of

& chorale.

n , Pize Cantiones, 1572

e — T’t'—'—

]

M. l'racfor;w' /é0g

PP~
,‘. = 77 7'7
_0_'_2__._9_'.,._0—'

0 £11i1 et flllae

This well known Easter hymn is quite interestingly
unusual for 1t combines three styles. It is written in the
Soquence style beginning with the Alleluia; however the text
1s in the form of a trope on the Benedicamus Dominoc and its

Tesponse Deo Gratias. The melody is In the style of a French

folk carcl with a refrain,
Although older authorities, such as those mentioned in

Julian, do not give an author and are in doubt as to the date
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of 1ts composlition, most recent commentators25 attributs
1t without apology to Jean Tisserand, a Franclscan monk who
died in Paris in the year Ui9Li. The oldest copy is in a
small booklet without a tiltle which was published in Paris
some bime between 1518 and 1530 and is now in Paris Biblio=
theque HNationale,

In Prance many dleceses use the hymn in the Salut or
solemn salutation of the Blessed Sacrament on the evening

of Enster Day. The Cffice de la Semaine Sainte, Paris,

167h; already prescribed thlis hymn for use at that service,
Today the hymn is in many Homan Catholic collections of hymns

but is not included among the Hymnl in the Liber Usualis,

A German translation of the hymn was included in lNord-

Sterns Flhrers zur Seeligkelt, a Jesuite collectlion which

was published in 1671, The earliest English translation

appearsed in the Hveningz Office of the Church, London,

1748, This was a Homan Catholic publication and the transe
latlon began, "Young men and maids, rejoice and sing." Thils
translation, sometimes with alteratlons, appeared in subse=
quent Romen Cathollc collections of hymns. It is interesting
to suggest that perhaps the hymn could not be accepted as a
sequence hymn in the official Koman Catholic liturgy because
of the Council of Trent's limitations and yet because it is

not strictly a sequence hymn its use 1s tolerated. Both the

7h25For example, The Hymnal 1940 Companion, op. cit.,
p. )
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early Cemman and English translations were prepared for
its use outside the Mass.
The most commonly used translation today Is basically

e
i

the one by John Mason Neale. The Luthe ran Hymnal uses the

version prepared for his NMedigeval Hymns, 1851 and used in

The English Hymnals the version which begine "0 sons and

davghters, let us sing” (lymnal 1910, Bymns Ancient end

Modern, Serviee SBook and Hymnal), 1s an altered version of

Neale's text by the compllers of Hymns Ancient and lodern.

Popular in Roman Catholic hymn books is Edward Caswell's
translation, "Ye sons and daughters of the Lord." All the

versions retain the lambic dimeter meter of the hymn in

translation.,26
O £illi et filiae, Ye sons and daughters of the
Rex caelestis, Rex gloriae, King,
Horte revixlit hodie. Whom heavenly hosts in glory
Alleluial sing,

Today the grave hath lost its
sting: Alleluial

Et Maria Magdalene On that first morning of the

Bt Tacobi et Salome weels,

Venerunt corpus ungere. Before the day began to break,
Alleluial The Marys went their Lord to

seek: Alleluial

In albis sedens angelus An angel bade their sorrow

Praedixit mulierlbus, flee,

'Galilaea est Dominus,.'! For thus he spake unto the
Alleluial three:

"Your Lord is gone to Galilee!:

Allelulal

200 tthew Britt, The H of the Breviary and Missal

(New York: Benziger Brothers, 1922); Ps 20
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Discipulis adstantibus That night the Apostles met

In medlio stetit Christus, In feer,

Dicens, 'Pax vobis Dominus,' Amidst them came their Lord
Alleluial moset dear

And said: 'Peace be unto you
here': Alleluial

Postquam audivit Didymus When Thomes afterwards had

Qula surrexerat Iesus, heard

Remansit fido dubius, That Jesus had fulfilled His
Allelulal word,

He doubted if 1t were the
Lord: Allasluial}

1Vide, lhoma, vide latus, 'Thomas, behoid My side,?

Vide pedes, vide manus: saith He,

Noll ezse incredulus.’ 'liy hands, My feebt; My body,
Alleluial sea;

'And doubt not, but belisve
in Me': Alleluial

ouando Thomasa vidis Christum, Ho longer Thomes then deniledy

Pedes, latus suum, manus, He saw the fect; the hands,
Dixit, 'Tu es Deus meus,' the side:
Alleluial {Thou art my Lord and God,*
he cried: Alleluial
Beatl, qui non viderunt Blessed are they that have
Et firmiter crediderunt not seen
Vitam aeternam hababunt, And yet whose faith hath cone
Alleluial stant been,

In 1ife eternal they shall
reign: Alleluial

In hoe festo sanctlssimo On this most holy day of days
Sit lsus ot iubilatios To God your hearts and voices
Benedic tamus Domino, ralse
Alleluial In laud and jubilee and praise:
Alleluial
Bx cquibus nos humillimas, And we with holy Church unite,
Devotas atgue deditas As evermore is just and right,
Deo dlcamus gratias. in glory to %he King of 1light:
Alleiuial Alleluial?

No version commonly used includes stanzas two and four

27?01ack, ODe Cibes Po 1575



197
of the original and therefore they are omitted above, The

stanzas beginning Discioulis, Postquem, and Beati, which do

not appear in the earliest copies were added at a later time,

The Hymnal 1940 and Service Book and Hymnal omit the last

stanza which ig the trope on the response to Bsnedlcamus

Domino, namely, Deco Uratiag.

Philips bslieves that the melody commonly associated
with the text ls from the t welfith centwry and that the
"melody of Q £ilii et filise was in 1ts origin that of a trope
sung in the Provencal and inserted in the Epistle for Easter

w28

Day, Ab Madalene un matin, However, the editors of the

Companion to the Hymnal 19L0Q bolieve the melody to be "the

originel contemnorary melody since none other has ever been

used with the text." The Service Book and Hymnal usss the

same melody as does The Hymnal 19,0 and its predecessors

29
("Prench Melody, Fifteenth Century, Mede II"), ~ but written
in a different rhythm, especially the opening alleluias.
The Lutheran Hymnal set the words to the tune "Gelobet sel

Gott" or "Vulpius" by Melechior Vulpius., It appeared in his

Ein sch¥n gelstliche Gesangbuch, ctc., Jena, 1609 to wards
30
n."

of "Gelobet sei Gott in h8chsten Thro

280. Se Phillips, Hymnody Past and FPrssent (London:

Society for Promoting Christian Knowledge, 1937Js Pe 08

29 3ervice Book and Hymnal of the Lutheran Church in
Amorice (Philadelphia: United Lutheran Publication House,

0.1938’ v #960

30901&0;(, Q. 31t.j Da 158.
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Orientis Partibus

The conductus gave the musiclan more freedom than
either the sequence or the trope since the latter bound him
to a preexistent melody, whille the conductus, which developed
from the raymed tropes, often used only themes from earlier
melodies, 0ddly enough some were quite mellismatic, even
though their parent, the trope, came into being as a protest
to the melisma.31 The conductus then developed into a
speclal musical forme-as the conductus of Perotinus,

One of the best known examples of this form is the
delightful Orlentis partibus whose melody is as beautiful
and simple as the text is naive and sincere. It was written
for the commemoration of the Flight of the Holy Family to
Egypt. Usually on the day of the Feast of the Circumecision
or some day close to it the custom developed in many French
towna to put a young girl with a child in her arms on the
back of a richly decorated donkey and to lead them in a
procession through the streets to the church, This custom
was first noted in Rouen in the tenth century.

It seems that at first the celebration was only outside
in the streets and on the church steps as a dramatic prologue
to the church service. In fact it seems at times to have

31Jaoques Handschin, "Trope, Sequence, and Conductus,”
Early Medleval Music up to 1300, edited by Dom Anselm Hughes,
n New Oxford Histo _;c_f_"ﬂungo {London: Oxford University
Press, 1960), 'ﬁf'l'ﬁ. GIves an example of a melismatic trope.
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beon humorous, for the donkey was the center of attention,
At this annual festlval, The Feast of the Ass, the people
praised the "noble beast"™ which carried the Christ Child

from savege massacre at Hethlehem to safety in kgypt.

Shortly thereafter they even brought the ass into the church
and led him up to the altar during the Mass,

When Pilerre de Corbeil {d.1222) became Archbishop of
Sens In 1200 he set forth an "Office de la Circonclsion”
which was to be sung in his newly restored cathedra1.32
The service contained @& "Conductus quando asinus adducitur”
which was sung by the cholr and congregation during the
procession, The cholr sang the pralse of the ass in Latin
to which the congregation replied in French at the end of
each stanza, "Hez, sir asne, Hez"-=Hey, sir donkey, Heyl
Perhaps here, as in the "Leise" we have & beginning of con=
gogational singing, for we have here the people singing in
the vermacular,

Corbelil?'s office soon was adopted at Bsauvais; where
with e few changes the custom was popular for many years,.
The followlng account of the Beauvals celebration is found
in a letter of December 18, 1697 from a Canon in Beauvais,
Foy de Sgint-Hilaire, to M, de Francastel, Assistant Librarian
of the Bibliotheque Mazarine in Paris.

On the first day after the Octave of the ( three ) Kings,
they chose a beautiful young girl, put a child in her

32Aocord1ng to Winfred Douglas, Church Muslic in Histo
and Practice (New York: Charles Scribner's sSons, 1949), p. 201

8 cathedral was "the lmmediate progenitor of Canterbury
Cathe dral."”
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hands, and mount her on an ass which they led in
a procession from the Cathedral Church to the
Church of St. Stephen. o « ¢ Placing the ass and
his lovely burden in the sanctuary there on the
Gospel slde, they sang a solemn mass8, . o Whose
Introlt, Kyrle, Gloria, Credo, etc., end in hin
ham (he bew) to the polnt where in fine missae
sacerdos versus ad populum vice, "Ite Missa est'
ter hinhanabit ( he~hawed )populus vero vice

'Deo gratiag' ter resvondavit, "Hinham, Hinham,
Hinham,?

The Sens version of the so=called Prose de l'ane by
Plerre de Corbeil which follows is from L'0ffice de Plerre
de Corbeill edited by Henrl Villetard which glves both text

and music for the entire office,

R ———

Orientis partibus
aduentauit asinus
pulcher et fortissimus,
sarcinis aptlissimus.
HEZ, SIR ASNE, HEZ}

Hic in collibus Sichen
entubtritus sub Ruben,
translit per Iordanem,
saliit in Bethlecm

Q7

Z, SIR ANSE, HEZY

Sgltu uincit hinnulos,
dagmas et capreolos,
super dromedarios
uelox Madianeos.

HEZ, SIR ASNE, HEZ!

Aurum de Arabia,
thus et myrram de Sabba
tullt in ecclesia

uirtus asinaria., HEZ}

Dum trahit ushiculs,
multa cum sarcinulsa,
illius mudibula

dura terit pabula, HEZ}

Out from lands of Orient

Was the ass divinely sent.,

Strong and very falr was he,

Bearing burdens gallantly.
Helgh, sir ass, oh heigh.

In the hills of Sichem bred
Under Reuben nourished,
Jordan stream he traversed,
Into Bethlehem he sped.
Heigh, sir ass, oh heigh.

Higher leaped than goats can
bound

Doe and roebuck cirecled round,

Median dromedaries' speed

Overcame and took the lead,
Heigh, sir ass, oh heigh.

While he drags long carriages
Loaded down wlth baggages,
He, with jaws insatiate,

"Fodder hard doth masticate,

He igh °

Red gold from Arabia,

Frankincense and, from Sheba,

Kyrrh he brought, and through
the door

Into the Church he bravely bore.
Helgh.

33Henry Gopley Greene; "The Song of the Ass," Speculum,

VI, Ly (October, 1931), 534..
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Cum arlstlis ordeum Chews the ears with barley corn,

comedit et carduums Thistle down with thistle corn.

triticum a palea On the threshing {lcor his feet

segregat in area. HEZY Separate the chaff from wheat,
Heigh.

Amen dicas, asine, Stuffed with grass, yet speak

lam satur ex gramine, and say

Amen, amen itera, JAmen, assy, with every bray:
agpernare vetera, HEZ$34Amen, amen, say again:
Ancilent §§ns hold in disdain.
Heighe

A Beauvais manuscript has a few textual changes and

addltions and is entitled Conductus Subdiaconi ad Epistolam.

Stanze two, line 2 reads "transiit per Iordanem." Stanza
three, line 2 reads "dammas" instead of "dagmas.™ Stanza
four is omitted an an eighth stanza reads as follows:

Hez va, hez va, hsez va, hez Heigh ho, heigh ho, heigh

Blax sire asnos car allez ho, helgh
Bole bouche car chantez. Fair Sir Ass, you trot all
days

Fair your mouth, and loud
your bray.

It 18 interesting to note that this manuscript which
Henry Greene dates as before the year 1234 adds a final stanza
in French, Undoubtedly since it is in the vernacular thils
stanza was sung by the entire congregation.

A later manuscript, the Glossarlium of Ducange, 1733,
made the following additions, some in French and some in Latin:

After the flrst stanza of the Bsauvals version add:

Hez, sire asnes car chantez, Helgh, sir ass, you sing

Belle bouche rechignez, hee =haw,
Vous aurez du foin assez Your fair mouth'!s a sulky

3hHanr1 villetard, Qffice de Pilerre de Corbeil, Texte

et Chant Publies dlapres le Manuscib Ge Sens=--Xiil°C siecle
(Paris: Alphonse Ploard end Fils, 1907), DPe 80 f. A musical
setting is given on pp. 130 f.

3561‘691’16, OP» 9_’_.5_0’ Pe 5350 361b1d.
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Et de l'avolne a plantez. maws;
You shall have your f£ill of
hay,
Oats enough to cast away,
Lentus erat pedibus Slow he went on lagging feet
Nisi foret baculus T1ll the rod began to beat,
E¥ eum in clunibus And the nointed goad to
Ungere aculeus. prick,
Hez, 3ire Asnesm, hez} Thigh and sides, and make
him kick,

Heigh, Sir Ass, oh heigh,

After tho seocond stanza add:

Lece magnis auribus %With his f'lapping ears and

Sublugalis filius long

Asinus egregius Lo the harnessed son of song.

Asinorum dominus, lle is chosen: hear his call,
Hez, Sire Asne, hazl Ass of asses, lord of all,

Heigh, sir Ass, oh heigh.
Stanza four of the Sens version is restored and after
"Amen, dicas Asine" the manuseript has the rubrie, "Hiec

genuflcctﬂbatur,"37

The molody also varies 2lightly in different manuseripts,
It is a very simple but beautiful melody in the mixolydian

mode and has the quality of a popular sacred song,

_F === ‘F*F_._'_*F*l‘F_OH]E:!Lip___

g0 0- vi~enty pir-ti-bus Ad-ven-ta-uil A-sin-v5 Pul-cher et for-

D

¥ ——

bawetre. o oo

1 Tis- 3i~mus, Syr-cin-is ap~Tis=s5i— mvs. Hez sir as-nes, hez! 38

The Besuvals melody varies slightly In stanzas one, five,

8lx, and seven. For instance in stanza one the notes for

37_1.!1—1—.9.-, p. 530, 381b1d., p. Shi,
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asinus are 0 C B instead of D D B, This varlation may
be the rosult of a copyist's errori however, it is moat
likely a deliberate musical change for the Besauvals version,

headed Conduc tus Subdianconl ad Epistolam; which ls a three=-

part setting with the melody in the lowest part.
D

/1 Y ]

5

-
3 O~ ri~enti par-ti- bus aJ—Vehﬂ'a-‘/lT a-si-hvy Pu‘-c‘ue"c'f for-

D
',“_quh—h_H t

4 fio-si=mus Jancin-us ap ~tissi ~ mur, hez,l/-s, hez, Sive @5-hez, hez, 29

The tuns has suflfered much in modern hymnels. It has
been edited to sult the musicel tastes of many arrangers.
In 1780 J. B. Laborde rewrote the tune in 6/8 time and
inserted one sharp, thus forcing the tune into the modern
key of G major, A later revision by Rlchard Redhead in his

Church Hymn Tunes, 1853, arrsnged the melody as a four part

hymn in the ma jor scale and added the ornamental notes B C

for adventavit and G A for fortissimus. He transcribed

the melody to L/} time with the notes gemerally, but not
always, of equal time value, The edltors of Hymns Ancient
and lodern adopted Redhead'!s version but transcribed the

time to L4/ « 3/l to £it the meter of the text., The English

39 Anselnm Hughes, "Husic in Fixed Rhythm,; 1? Early
Medieval Music, The New Oxford History of lMuslic (London:
Oxford Univers{ty PpesSss 195I), 11, 321 L. The melody is
transcribed from bass clef,
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Hymnal has the tune in 3/L time in an arrangement by Ralph
Vaughn Willlams, Most contemporary hymnals follow Redhead's
setting, and more have returned to the mixelydian mode.
The following examples of the musical settings of the first
line give the reader an 1dea of the variations:

Sens

+;_._i,_1_£, z &

y

- _p Besv Vais
7 %7
SEEsEioE=u 2
4 > &

Ymns Ancieat and Modern

- <

e

N
R. Vavghn Williams - English Hymni)

1%

0

e LvThersn Hymnil
4-“ | 1 i

- —h t

Just as strange as the fact that no modern hymnal has
returned to the original tune ls the fact that none uses the
original text with the tune. ZIEven 1f some might considesr
1t a little too naive an expression for the twentleth century
man, it would at least make a wonderiul childrents hymn,

In the Znglish Hymnal the tune is used for iichael

Welsse's Christus ist erstanden and for Puznete, Christ

1 AV 0 i 08 0 e e e
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milites (anon., 18th century). The Hymns Ancient and

Modern also sets the latter text to the tune. The Lutheran

Hymnal, following the example of other American hymnals

such 28 the Harvard Unlversity Hymn Book, sets the Haester

hymns, "Christ the Lord 1s Risen Today" and "Haill the Day
that Sees Him Hise" by Cherles Wesley to the melody. The

Hymnal 19L0 and Service Book and Hymnal retain part of the

original intent of the tune and set 1t Lo a tLexi of an
office hymn for the feast of Circumeclision from the Parls

Breviary, 1736, Victls sibl coynomina.




CHAPTER XI
A COMPOSITE TROPED MASS

Although no one Mass was sung with all parts of the

Ordinary and Propers troped, therc are examples of troping

for almost every section., For the purpose of 1llustration
the following troped Mass is reconstructed with examples
talen from various sources illustrating varied styles and
practices. Some of the interpolations became long and dis-

rupted both the liturgical text and its melody; some of the

interpolations contributed nothing to the text and even
detracted bocause of poor literary quality and false teaching.

X
The tropes were also called festivae laudes because they

generally wers ussd only on feast days or days of especial
importance,

The Introlt

The two troped introits for the Feast of the Ascension
of Our Lord are from & tenth or eleventh century manuscript
from the Abbey of St. Martial of Limoges. St. Martial was
one of tho most prominent centers for the writing of tropes
a4s well as sequences,

Terrigenis summis adfatur caelicus ordo:
VIRI GALI%AEI, QUID ADMIRAMINI ASPICIENTIS IN CAELUM?

lgerl Ferdinand Mueller, "Das Ordinarium Missae,”
%ﬂ;}_{_um/nandbuch des Bvangelischen Gottesdienstes, edited
¥ Xarl Ferdinand MUller an§ Walter blankenburg {Kassel:
Johannes Ssauda-Verlag, 1955), II, 12.
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Hic Deus et Dominus, caelorum compos et orbis,
QUEMADMODUM VIDISTIS EUM ASCENDENTEM IN CABLUM,
ut reddet cunctis gestorum dona suorum,
ITA VENTET: ALLELUIA.

lontls oliviferl Christus de vertice scandens,
Hece, duo, virl clara voce clamarunt dicentes:
VIRI GALITAKTI, QUID ADMIRAMINI ASPECIENTES IN CAELUM?
Ad petrem perglt. servans vestigia pacisg
QUENAMODUNM VIDISTIS EUM ASCENDENTEM IW CABLUM,
Ad diem magnum, gquil indicaturus ets orbem,
ITA VENIET: ALLELUIA.2

The Kyrie

This troped Kyrie is an example of the subjective
expression of some of the later tropes. It is a second text

to the famous Kyrie fons bonitatis.

f£YRIE, Sacerdos summa hunc novum respice sacerdotem
solemnization, ELETISON,

CHRISTH, Hodie in altari cernite Jesum Christum.
Nostrl miserere tall specley; sicut vere die
Paresceve pependlt pro nobis in cruce, EIEISON,

KYRIE, Qui tibi novum elegisti sacerdotem, i‘ac3
lpsum corpus dignissime tractare, ELEISON,

The Gloria in Excelsis

An early thirteenth century troped Gloria in Excelsis

is found in the "0ffice de la Circoncision” of Plerre de

Corbeil, Archbishop of Sens (d.1222).
GLORTA IN EXCELSIS DEO, GLORY TO GOD IN THZ HIGHEST

Cuius reboat in omnl Whose glory reechoes 1n
gloria mundo. all the world,

ET IN TERRA PAX, AND ON BEARTH PEACE,
Pax perhennis, Peace forever,

2Guido Maria Dreves, Ein Jahrtausend Lateinischer

Hymnendichtung (Leipzlg: O. R. Reisiand, 1909),; 1L, 150 f.

3Kar1 Welnmann, Das HKonzil von Trent und die Kirchen=-
Musik (Leipzig: Breitiopf und HATGel, C»1919), Ps 00,

e ———
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HOMINIBUS BONE UOLUNTATIS,
Qui Deum diligunt in
veritate,

LAUDAMUS TH,

Te decet laus,

BENEDICIMUS TE,

De dle in diem.

ADORAMUS TE,

Cun prece, uoto, hymnis
assumus ecce Tibl.

GILORI FICAMUS TE,
Qui in celis gloriosus
esg.

GRATIAS AGIMUS TIBI,
De benefliciis tuils,

TO MEN OF GOOD WILIL,
who love God in truth,

WE PRAISE THEE,
praise becometh Thee.
WE BLESS THEE,
from day to day.
WE WORSHIP THEE,
behold, we are in Thy
presence with prayer,
vow and hymns,
WE GLORIFY THEER,
Who art glorious in the
heavens,
W GIVE THANKS UNTO THEE
for all Thy benefits.

PROPTER MAGNAM GLORIAW TUAM, JECAUSE OF THY GREAT GLORY

Ammirabllem gloriam,
DOMINE DEUS,

Rex super omnes unus,
REX CELESTIS,

Rex sine fine manens.

DEUS PATER OMANIPOTENS,
Imperans celo et terre,
et regens maria,

DOMIWE, FPILI UNIGENITE,
Spes nostra, salus
nostra,

THESU XPISTH,

Usnturum quem longe
cecinere prophete.

DOMINE DEUS, AGNUS DEI,
Tu uictima et hostia
factus es crucis ara.

PILIUS PATRIS,
A Patre genitus ante

secula
QUI TOLLIS PEGCCATA MUNDI,
Quod perhibuit Iohannes.

MISERERE NOBIS,

(Thy) wonderful glory.

LORD GOD,
one Xing over all,

HEAVENLY KING
remaining King without
end,

GOD THE FATHER ALMIGHTY,
governing heaven and
earth, and ruling the
seas.

LORD, ONLY=-BEGOTTEN SON,
our Hope, our Salvation,

JESUS CHRIST,
of whom the prophets sang
for a long time that he
was to come,.
IORD GOD, LAMB OF GOD,
Thou who was made victim
and sacrifice on the altar
of the cross.
SON OF THE FATHER
Begotten of the Father
before the world (began)
WHO TAKES AWAY THE SIN OF
THE WORLD
as John proclaimed.
HAVE PITY ON US

Quia uenit tempus miseren- because the time of

di,

QUI TOLLIS PECCATA MUNDI,
Qui nostram anitquam
leuiasti sarcinam.

mercy has come,
WHO TAKEST AWAY THE SIN
OF THE WORLD
Who takest up our old
flesh,

s e B S ——
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SUSCIPE DEPRECATIONEM NOSTRAM, ACCEPT QUR PRAYER,

Preces inteonde seruorum hear the prayers of Thy
ad te deuote clamantum, servants who devoutly
ery unto Thee,
QUI SEDES, WHO ART SITTING
In supernc malestatlis arce. on the highest firmament
of majesty,.
AD DEXTERAM PATRIS, AT THE RIGHT HAND OF THE
Ubl ad destram Patris FATHER
alman sedes, conregnans, whore at the benlign
coaternus psi omnia,. right hand of the Father

Thou sittest, reigning
with Him, coeternal
over all (things).

MISERKRE NOBIS, HAVE PITY OW US,

Ne dampnemur cum impiis in that we may not be cone
aduentu iludicis, demned with the unholy
at the coming of the Judge

QUONTAM TU S80LUS SANCTUS, FOR THOU ALOWE ART HOLY,
Senc tus sanctorum Deus. Holy God of the holy ones.

TU SCLUS DOMINUS, THOU ALCONE ART LORD,

Dominus dominantium, Lord of all lords,

TU SOLIS ALMISSIMUS, THOU ALONE ART THE HIGHEST
Supra cellgenas etheris above all the heaven=
omnes , born of heaven

THESU XPISTE, JESUS CHRIST,

Qui menes in eternum cum Who remainest in
Patre, eternity with the ™Pather

CUM SANCTO SPIRITU, WITH THE HOLY SPIRIT
Petentor cuncta disponendo together disposing with
cum @0 secla, Him of all ages.

IN GLPDRIA DEI PATRIS, IN THE GLORY OFE GCOD THE

AvEN b PATHER. AMEN,D

The following troped Gloria in Excelsis is cited as

a contrast in style to the one above, Plerrs de Corbsil i
expanded each phrase of the liturgical text separately and
in general his interpolation adds little. The example below
has fewer interpolations but they are longer and also add

more to the original text.

hﬁenri Ville tard, Office de Plerre de Corbeil, Texte

ot Chant Publies dlapres le Manuscrit de Sens--XII1° siecle
aris: Alphonse Plcard and Fils, 1907), pp. 109 f.
Musical setting, pp. 105 ff.

5The translation 1s by Dr. Richard T. DuBrau,
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GLORTIA IN EXCHELSIS DEO. ET IN TERRA PAX HOMINIBUS
BONAE VOLUNTATIS.
Pax semplterna, Christus 1lluxit, gloria tibi,
pater excelse,
LAUDANMUS TE,
iymnum cantentes hodls, quem terris angeli fuderunt
Christo nascente.
BENEDICINUS TE,
Natus est nobis hodle salvator in trinitae semper
colendus,
ADORAKUS Tk,
Quem vagientem lintey angusti antra praesepis
angelorum coetus laudat exultans,
CGLORIFICAMUS TE. GRATIS AGIMUS TIBI PROPTER MAGHAM
GLORIAM TUAM., DOMINE DEUS, REX COELESTIS, DEUS PATER
OMNIPOTENS . :
Ultro mortall hodie indutum carne precemur.
DOMINE, FILI UNIGENITE, JESU CHRISTE. DOMINE DEUS,
AGNUS DEI, FILIUS PATRIS.
Cuiug a sede lux benedicta caliginoso orbl reful=-
sit.
QUI TOIIIS PRCCATA WUNDI, MISERERE NOBIS, QUI TOLLIS
PECCATA MUNDI, SUSCIPE DEPRECATIONEM NOSTRAM,
O Ineffabilis rex et admirabilis, ex, virgine matre
hodie prodisti mundoque subvenisit,
QUI SEDES AD DEXTRERA¥ PATRIS, MISERE NOBIS., QUONIAM
TU SOLUS SANCTUS, TU SOLUS DOMINUS, TU SOLUS ALTISSIMUS,
Regnum tuum solidum, Jesu Christe altissime. Per
te obtinere mereamur veniam nunc et semper, sine
fine et sine btermino, qul cum patre semperque regnas
simul et per infinita saeculorum saecula,
JESU CHRISTE. CUM SANCTO SPIRITU IN GLORIA DEI PATRIS,
AlEN .0

0ld Testament Lesson
The troped lessons from the 0ld Testament usually were

a commentary showing the fulfillment of the 0ld Testament

Prophecies in the person of Christ and in the events recorded

in the New Testament. In this example Plerre de Corbell shows

6Pater Wagner, Einfihr in die Gregorianischen Melodien
(Dritte Aurlags; Leipaigs Freltkop? und ﬁﬁrtei, c.1910), D.
285, Other examples of a troped Gloria in Bxcelsis given
in Analecta hymnica medii aevi, edited bg CYTemens Blume and
géo - Dreves—F%ETEEIg: 0. R. Reisland, 1886-1922), XLVII,

.
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the fulfillment of the words of the Prophet Tsalah 1ln the

Nativity and the establishment

of the new Kingdom of God

established in Chrlst Josus which will remain until the Day

of Judgument,

Isaiah 9:2,0,7

LECTIO YSAIE PROPHETE
In gqua Xpistl lucida uvaticie
na tur natiuitas,
HEC DICTIT DOMINUS
Pater, "ilius, sanctus
Spiritus, Deus unuss
POPULUS GEWPIUM QUI AMBULABAT
IN TENERBRIS,
Quem creasti, quem fraude
subdola hostis exnulit
paradyso,

UIDIT LUCEN MAGNAM,
Fulserunt et immania, nocte
media, pastoribus luvmina,

HABITANTIBUS IN R .GIOHE UMBR=
HMORTIS
Luz sempiterna et redemptlo
uere nostra
ORTA EBST KIS,
0 sbtupenda natiuitasl
PARUULUS wNIM NATUS EST NOBIS,

THE LESSON OF ISAJTAH THE PROPHET
In which is clearly pro=-
phesied the Nativity of Christ

THIS SAITH THE LORD
Pather, Son, Holy Spirit;
cne God:

THE CGENTILE PREOPLE WIC WERE

WALKTNG IV DARKNESS
whom Thou hast created,
whom by deceit trescherously
the enemy expellied from
paradise

SAW A GREAT LIGHT
in the middle of the night,
immense lights were lighte-
ning to the shepherds

TO THE DWELLERS IN THE REGION
OF THE SHADOW OF DEATH

The everlasting light and
our btrue redemntion

TC THEK IT IS RISEN
0 astounding nativity!l

FOR A LITTLE ONE IS BORN UNTO US

lagnus his erit Ihesus Filius This one will be Jesus the

Dei.
ET PILIUS
Patris summi
DATUS EST NOBI3,
Ab arce sumuma,.
ET PACTUS EST PRINCIPATUS
EJUS SUPHR HUMERUM EIUS
Ut celos regat atque ara,
necnon refrenet maria,

ET UOCABITUR NOMEN EIUS:
Messyas, Sother, Emmanuhel,
Sabaoth, Adonav,

AMMIRABILIS,

Radix Dauid,

CONSILIARIUS
Dei Patris qui creauit
omnia

great Son of God
AND A SON

the highest Father
IS GIVEN UNTO US

from the highest Heaven
AND HIS GOVERNMENT IS MADE
UPON HIS SHOULDER

that He would rule the

heavens and earth, and also

hold in bounds the seas
AND HIS NAME SHALL BE CALIED

Messiah, Saviour, Emmanuel,

Lord of hosts, Lord
WONDERFUL

the Root of David
COUNSELLOR

of God the Father Who

has made all things
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DEUS FORTIS,
Pulchre demonun castra perie
mena teterrima,

PATER FUTURI SECULI
Rex omnipotens
PRINCEPS PACIS,

Per sscls sempltarna
MULTIPLICABITUR BIUS IHPERIUM
In Therusalem, Ifudea, siue

Samarias

ET PACIS NON FRIT PINIS
Hic ot in euum,

SUPER SOLIUM DAUID ET SUPER
REGNUM LIUS 3EDEBIT,
Et regni meta ipsius non
erit aliqua,

Ul CONPIRMET ILLUD ,
In fidei pignore,
ET CORROBORET IN IUDICIC ET
IUSTICIA,
Iudex cum uenerit ludicars
seculum,
ANMODO
I1li debetur gloria, laus et
ET USQUE I SEMPTITERNUM, '

The Epistle

THE MIGHTY GOD
marvelously surrounding
the terrifying camp of
the devils
THE FATHER OF AGES T0 COMB
almighty King
THE PRINCE OF PRACE-
world without end
HIS KINGDOM WILL BE MULe
TIPLIED
In Jerusalem, Judea, as
woll as Semaria
AND OF HIS PEACE THERE
WILL BE WO BND
here and in time (to come)
UPON THE THRONE OF DAVID
AND HIS KINGDOW HE WILL SIT
and there will be no other
pillar of the kingdom
of tae same
THAT HE MIGHT ESTABLISH IT
in surety of faith
AND STRERGTIEN IT IN
JUDGMENT AND JUSTICE
whom tho Judge will come
to judge the world
FROM NOW
to Whom glory is due,
praise and jubilatiog
AND INTO ALL ETERNITY,

The Epistle was rarely troped, and of ten when 1t was |

the interpolstion was sometimes merely a vernacular transe

lation of the Latin so trat the peovle who did not know

Latin would be able to understand the lesson.
the vernacular translation was chanted to the same melody

pp. 168 f.

BTranslabion by ubraue

TV111e tard, op. cit., pps 111 £f, lusical setting,

Sometimes
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as the Latin.’ In some instances the troping was only a

vernacular Introduction and commentary to the lesson.

Or escoutes, grant et
petlt, Traies vous cha
vers cheat escript, Si
attendes tant que jtaie
1it Cheste lechon ef;
Chest chant dit. Je lo
a tous que chascun @it
Damedieux qu'llen noux
habit. EU en nos cuers
Tfaiche son 1lit Bt Nostre
fin n'eit en despit,.

Ieccio Libri Apocalip=
8is beatl Johannis Aposto=
li, 0Oies le sens ct le
raison De saint Jehan la
vision.

Now hear, great and small,
draw yourselws here towards
this 8c¢ripture,; then heed
what I have read, this lesson
and this (uttered) chant, I
preach to all that each one
pray the good Lord that He
dwell in us and in our hearts
make his bed and not hold our
end in disdain,

Lesson from the Book of the
Apocalypse of the blessed
Apecs tle John, Hearken to the
meaning and sense oi the
vision of St, John.+0

However, some troped Epistles were entirely in

Latin and followed the usual pattern of interpreting words

of commentary between phrases of the prescribed text.

An

example of this is the troped Epistle prepared by Pierre

de Corbeil for the Feast of St. Stephen,
“ficts 6:8-10, 7:5L=~60

LECTIO ACTUUM APOSTOLORUM,
Uernant fortia lem quorum
trophea in celi regia.

IN DIEBUS ILLIS,
Post acta Ascenslonis
sancta sollempnia.
STEPHANUS PLENUS GRATIA ET
FORTITUDINE

Lumine uultus tuil, Donine,

insignitus

LESSON OF THE ACTS OF THE
APQSTIES
0f whom now the monument is
growing stronger in the
Zingdom of heaven
IN THOSE DAYS
After the solemn holy facts
of the Ascension
STEPHEN FULL OF GRACE AND
STRENGTH
In the light of Thy counte=
nance O Lord, clear and
notable

9Gu8tava Reese, Music in the Middle Ages (New York:

We W. Norton snd Com

any, .19 Pe 192, H
@xXample of a troped Epigéle which’has an inte

se gives an
eeola ed French

translation of the lLatin repeating the sume melody.

10111d,, pp. 192 £e

e )
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FACTEBAT PRODIGIA ET SIGNA
MAGNA IN POPULO,
Optatum infirmis robur
cedendo cntheruis,

SURREXERUNT AUTEM QUIDAM DB

SYNAGOGA;

Ulrl mendaces,
QUE APPELLATUR LIBERTI =
NORUM ET CIREHENSIUNM ET
ALEXANDRINORUM, ET KORUM
QUI BRANT A
DISPUTANTES CUM STEPHANO,

De Ihesu Npzareno qui fuit

ulr prophneta, potens in
opere ¢ 8CINONG e

ET NON POTERANT RESISTERNE

SAPIENTIK
Imploul? enim eum Domle
nus splritu saplentis
et Intellacbus,

BT B8PIRITUI, QUI LOQUEBA=

TUR,

Wam Spiritus sanctus
erat in oo,

AUDIENTIES AUTEM HEC,
Cogltaurerunt interfli-
cors eum,

DISSECARBANTUR CORDIBUS

S5UT3e
Quidam enim Iudel dice=

bant quia bonus est,
2lli aubtem dlcebant:
non, sed seductl

ET STRIDEBANT DENTIBUS IN
BUH,

Paratum ad omnia pro
Saluatoris nomine suse
tinenda,
CUK AUTEN BSSUT STEPHANUS
PLENUS SPIRITU SANCTO,
Spe fruendi ulcotris
diuinitus subnixus,
INTENDRNS IN CELUM UIDIT
GLORIAK DZI,
Quem terra, pontus,
ethera colunt, adorant,

__predlcant,
ET IHESUM STANTEM A DEXTRIS
BT,

In s ede malsstatis sue;

CILICIA ET ASYA,AND ASIA,

PRRFORMED MANY SIGNS AND

WOWDERS AMONG THE PEOPLE
Ceding to the companies
of the weak the longede
for atrength

ALSO SOME OF THE SYNAGOGUR

37000 UP
Men and llars

WHO WERE CALLED PRESDMEN,

AND CYRENIANS AHD ALEXANDRIANS,

AND THOSE WHO WERE FROM CILICIA

DISPUTING WITH

STEPHEN
About Jesus of Nazareth,
e prophet mighty in word
and desd.

BUT THEY COULD WOT RESIST

THE WISDOM ’

For God filled him with
the spirit of wisdom and
understanding

AND SPIRIT WHO WAS SPEAKTNG
Por the Holy Spirit was
in Him

HOWEVER HEARING THESE WORDS
They thought to kill him

TRARING THEIR HEARTS IN PIECES
For some of the Jews said
that he is good others
howe 7er; Nol he misleads
the crowd

AND THRY CGRITTED TEREIR TEETH
AGATHNST HIN
preoparsed to suffer &ll
things for the name of
the Saviour
WHEN STEPHSN ALSO WAS FPILLED
WITH THE HOLY SPIRIT
relying divinely on the
hope tc enjoy the victory
LOCKING INTO THE HEAVEN HE
SAW THE GLORY OF GOD
Whom earth, seoa, sky
worship, adore and preach

AND JESUS STANDING AT THE
RIGHT HAND CF GOD

on the throne of His

ma jesty
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ET AIT:
Eecce quod cupiui iam uideo,

ECCE UIDEO CELOS APERTOS,
Peatus homo cul cell
patebunt} /

ET PILTUM HOMINIS STANPEM

A DEXTRIS UIRTUTIS DEI,
culus caritas wera celo
gubleuat Stephanum de
terra,

EXCLAWANTES AUDrbBM
Aduversus sum,

UOCE MAGHA,

CONTINUBRUNT AUHSE SUAS,
Insipientes et malignl
oderunt sapientiam,

ET IMPETUM FECERUNT UNANI=-

MITER IN KUM
Ulri iniouil absgue migeri-
corids

ET BICIENTES DUM EXTRA CIUITA-

TEM, LAPIDABANT,

S0d stat fortiter patiens
martyr, et orat:

ET TESTES DREPOSURRUNT URSTIe

MENTA SUA SECUS PRDES AQLES-

ENTIS QUI UOCABATUR SALUS,
Uas ?1ectioniﬂ futuruss

ET LAPIDABANT STEPHANUM,

INUOCANTEM =T DICENTEM:
Domine, suscipe me, ut
cum I'ratribus meis sim;

DOMINE IHASU,
Salustor mundi,

ACCIPE SPIHITUM WEUM P
Et perduc me ad conuiunium
gpularum tuarun,

POSITIS AUTEM GENIBUS,
Sinite me, inguit, celum

uidere, ut spiritus dirigatur

ad Dominum,

EXCLAMAUIT UOCH MAGNA, DICENS:
Nunc dimittis, Domine,
Seruum tuum in pace,

DOMINE, NE STATUAS TLLIS HOC
PECCATUM,
Ne tua dempnetur, Thesu,
factura, benigne;

AND SAID:
Behold, what T desire I
now see
HEHOLD I SEE THE HEAVENS OPEN
blessed the man to whom
the hesevens are open}
AND THE SON OF MAN STANDING
AT THE RIGHT HAND OF POWER
OF GOD
Of VWhose Lrus love heaven
raises Stephen from the
garth
THEY CRYING QUT WITH A LOUD
VOoIcH
egainst him
STOPPING THEIR HARS
foollsh and envious the
hate wisdom ;
AND ALTOGETHER THEY MAKE AN
ATTACK TPON HIM
wicked men without msrecy

THEY CAST HIM OUT OF THE CITY
AND BECAN TO STONE HIM
but he stands bravely a
suffering martyr; and prays;
AND THE WITNESSES PUT DOWN
THREIR GARMENTS AT THE PEET
OF A YOUNG ¥MAN CALLED SAUL
a vessel to be of the
election
AND WHILE THEY WHERE STONING
QRPHEN HE SAID THE FPOLLOWING
INVOCATION
Lord, receive me, that I
may be with my brethren
LORD JESUS
Savior of the world
RECBIVE MY SPIRIT
and leed me to the
banquet of your feasts
ALSO PALLING ON HIS KNEES
allow me, he said, to see
heaven, that my spirlt may
be led to the Lord
AND HE EXCLAIMED WITH A LOUD
VOICE, SAYING
now lettest Thou Thy serv-
ant. depart in pesace, 0

Lord
IORD, DO NOT IMPUTE TO0 THEM

THIS SIN

lest on Thy account,
blessed Jesus, it be damned
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ET CUM HOC DIXISSET, AND WHEN HE SAID THIS
Sagnguine laureatus, wreathed in blood

OBDORMIUIT IN DOMINQ, HE FELL ASLEEP IN THE LORD
Cum quo gaudelt et regnae= with Whom he re jolces
blt perlimnia seculorum and riagns through all
secula, ages.

It is most likely true that troped Epistles are few
in number because the writers were hesltant to add to the
Scripbural text. In spite of the fact that this reluctance
was sometimes overcome in the 0ld Testament Lessons and in

the Bpistle, the writers did not trope any of the Gospels.
The Gradual and Alleluia Verse

The Gradual, in spite of its melismatic melodic structure
was seldom troped, An example is this trope of the Gradual
verse,

SURGE
infida gens, dejecta perfidia; quem demonstrat
stella, regem venerare
BT ILLUMINARE,
coglta, spera et suspira, coelestia cont:emglari3
JERUSAIEN, QUIA GLORIA DOMINI SUPER TE ORTA EST.

Even the alleluia before the verse was sometimes
troped together with the verse.

ALILELUIA
Laudetur omnis tibl caterva & c:nctia. Poten:e 28
qui condidisti coelorum astra et regnas per saec &

DICITE GENTIBUS, QUIA DOMINUS REGNAVIT A LIGNO., DICITE
concuncti et psalllte :

IN GENTIBUS, QUIA

11V1llatard, ops Cites PPe 123 £f. Muslcal setting, pp. 188 r.

12pranslation by DuBrau,

13 i1s in Liber Usua~-
Wa . cibe, Do 287. The music is in Usus
1lis Hiasagngg'no 10%1, éd?ted bg the Benedictines oI Solesmes

upnai, Belglum: Desclee and ampany,"19h7), p. 1330 for
the "Festum Inventionis Sanctae Crucis.
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magna dominl clementia, suis resplciens ovibus

REGNAVIT
omnia et imperavit
A LIGHNO
proprio suo filio crueifixo; qui su it et

sedet in throno, deconculcato Zabulo,*t

The Creed

Tropes to the Creed are ezceodingiy rare. This may
be traced to the usual simplicity of the plainsong setting
for the Creed; normally it had little or no melisma, How=
ever, more valid is tho reluctance of the writers to add
anything to the Church's confession of faith which had been
formulated so carefully in the early Councils, The Mass

written by Plerre de Corbeil has ths following troped Credo.

CREDO IN UNUM DIEUM, I BELIEVE IN ONE GOD
Unum Deum in trinitate, One God 1n Trinity

PATREM OMNIPOTEHTEM, THE OMNIPOTENT FATHER
Qui poll summa residet Who is sitting in the
in arce, trinus etwnus, highest vault of heaven

Three and One,

FACTOREM CELT ET THRRE, THE MAKER OF HEAVENW AND EARTH
Condi tionem fabrice Founder of the world's
mundi, frame

- UISIBILIUM OMNIUM ET INUISI-AND OF ALL THINGS VISIBLE

BILIUM AND INVISIBLE
Que celi ambitu continen- iWhich are held together
tur, by the circumference of

the heavens

ET IN UNUM DONIMUM, AND IN ON£ LORD
Qui Dominus est omniun, Who is Lord of all

IHESUM XPISTUM, JESUS gjl,RISTf o 4
Regem seculorum The king o o age

FILION DET UNIGENITUN, THE ONLY BEGOTTEN SON OF GOD
Uerbum Patris. The Word of the Father

ET EX PATRE NATUM, WHO IS BORN FROM THE FATHER
Priusquam mundus fileret, Bafore the world was made

ANTE OMNIA SECULA, BilFORE ALL AGES
gulus generatio non habet Whose generatlon has no end

11'19m.

e, tional examples, see
gner, loc, cit., For additlo »
M m’iea medii aevli, oD elbey XLIX, 220 £,
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DEUM DE, DEO, GOD OF GOD
Deitate socia, the Deity sharing
LUMEN DE LUMINE, LIGHT OF LIGHT -
Quod olim nostris reful- Who of old shone in our
s8it in tenebris, darkness
DEUM VERUM DE DEO UERO, VERY GOD QF VERY GOD
Patris etorni geni tum Begotten from the mouth
ab ore, (word) of the eternal Father
CENITUM, NOW PACTUM, BEGOTTEN, WOT MADE
Factum sub lege, Made under the Law
CONSUBSTANTIALEM PATRI, OF ONI SUBSTANCE WITH THE PFATHZR
Coe ternum per omnla, Cos ternal through all things
PER QUEM OMNIA PACTA SUNT, BY WHOM ALL THINGS WERE YADE
Ualde bena, very good
QUI PROPTER HOS8 HOMINAS WriO FOR US MEN
Florigero pulsos sollo (who) for the offense of our

primi petris pro delicto first father have been been
pushed from the flowery throne
BT PROPTE: HNOSI'RAM SALUTEM AND FOR OUR SALVATION CAME DOWN

DESCENDIT DE CELIS, PROM HEAVEN
Slcut pluuia in uellus, like the rain upon the foliage
ET INCARNATUS ES3T DE AND WAS HADE PLESH BY THE HOLY
SPIRITU SANCTO, EX HWARIA SPIRIT OF THE VIRGIN MARY
UIRGINE, for what ig born in her
Quod enim in ea natum is of the Holy Spirit
est de Spiritu sancto
est:
ET HOMO FACTUS EST, AND WAS MADE MAN
Ut saluum feceret genus that he might make whole
humanum, the human race
CRUCIFIXUS ETIAM PRO NOBIS ALSO WAS CRUCIFIED FOR US
Mitis hostia and was made to be our
factus nostra, ob reme- gracious sacrifice for our
dia: healing ‘ :
SUB PONTIO PILATO, UNDER PONTIUS PILATEH
Cum Pilatus haberet pre- when Pilate was governor
sidiun, : E
PASSUS ET SEPULTUS EST, SUFFERED ARD WAS BURIED
Ut expiatos sordibus that with the poorest
reddat polorum sedlbus. seats of hsaven He might

restore the atox_:ed
&T RESURREXIT TERCIA DIE, ARND ROSE ON THE TEIRD DAY

Ulcto rege sceleris, victor over the king of
rediit ab inferis, cum evil, returned from the
sSumma ulctoria, depths with the supreme
victory

SECUNDUM SCRIPTURAS, ACCORDING TO THE SCRIPTURES
Tune implete sunt sorip~ then were the Scriptures
ture. fulfilled

ET ASCENDIT IN CELUM, AND ASCENDED INTO HEAVEN

Ante conspectum gentium, before the face of the
people,
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SEDET AD DEXTLRAM PATRIS,
Sceptrum tenens imperiale.

ET ITERUM UENTURUS EST CUM
GLORIA
Cateruva septus angelica,

IUDICARE UIUOS HET MORTUOS,
Dlgna rependens merlita:

CUIUS REGNI NON BRIT FINIS,

In eternum “Ycominus regnabit

et ultra,
ET IN SPIRITU SANCTUM, DOMIe
NUM, ET UIUFICANTEM,
Qul animabus uiuficandis
aquae fecundat;

QUI EX PATRE FPILIOQUR
PROCEDIT,

Amborum sacrum spira=-

men, nexug amorque,
QUI CUM PATRE BT FILIO
SIMUL ADORATUR,

Una permanens in usya,

Cum quibus regnat Deus
ante secula

QUI LOQUUTTS EST PER

PRO PHETAS,
Uerbis ut essent proflui
et caritate feruidl,

ET UNAM, SANCTAM, CATHOLICAM

ET APOSOLICAM ECCLESIAM,
Angelis coronatum ut
Sponsata comite,

CONFITEOR UNUM RBAPTISMA,
Crismate uero genus ub
crestur Xpristicola rum.

IN REMISSIONEM PECCATORUM,
Quod sansuit lesionem
multorum peccaminum
in Mer ia.

ET EXPECTO RESURRECTIONEM

MORTUORUM
in districti aduentu
ivdieis,

ilii IS SITTING AT THE RIGHT
HAND OF THE FATHER
holding iils imperial
scepter
AND HE WILL COME AGAIN WITH
GLORY
surrounded by the angelic
company
TO JUDGE THE LIVING AND THE
DEAD
worthy and deserving
(works) rewarding
WHOSE REIGN WILL HAVE NO END
and will reign ILord in
eternity and beyond
AWD IN THE HOLY SPIRIT, LORD
AND GIVER OF LIFE
Who makes fruitful the
waters giving life to
the souls
WHO FROM THE FATHER AND
THE SCN PROCEEDS
His pledge and love of
both the sacred bresth
WHO IS WORSHIPED WITH THE
FATHER AND SON TOGETHER
remaining One substance
(with them)
AND GLORIFIED TOGETHER
with whom He reigns God
before the ages
WHO SPAXE BY THE PROPHETS
as they were profuse
and fervent in word(s)
and (deods of) charity
AND ONE HOLY CATHOLIC AND
APOSTOLIC CHURCH
crowned by angels to
be the espoused companion
I CONFES8S ONE BAPTISH
that among Christ's own
by (this) gift of grace
be created the true birth
IN THE REMISSION OF SINS
becsuse in Mary He has
healed the wounds of
many sins
AND I AM AWAITING THE
RESURRECTION OF THE DEAD
and the coming of the
busy Judge

Pa—

:
:
I
:
i
-
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BT UITAY UENTURI SECULI, AND THE LIFE OF THE AGE
In Egppore retributionis, TO COME

AVEN o at Ege time of retribution.
AMKH o

The seme manuscript also contains a troped setting of
the Apostle's Creed which 1s not part of the Mass but was
used in some of the minor offices.

CREDO IN DEUM, PATREN OMNIPOTEWIEN;
3olus qul tuetur omnia,
Solus qui gubernat omnia.
CREATOREM CELI ET TERRE,
Sine quo nichil est creatum,
BT IN THESUM XPISTUM, FILIUM ZIUS UNICUM,
Natum ante seculas
DOMINUM NOSTRUM,
Pro mundi remedio,
Carnls opertum pallio,
QUI CONCEPTUS HST DE SPIRITU SANCTO, NATUS
ineffaciliter
X MARIA UIRGINE,
Seol de stella
PASSUS 8SUB PONTIO PILATO,
Ipsi potestate traditaj
CRUCIFIXUS, MORTUUS, ET SEPULTUS,
Qui nulle perpetrarat facinora:
DESCENDIT AD INFERNAj
Gemit capta pestis antiqua;
THRCIA DIE, RESURREXIT A MORTUIS
Tyrannum trudens uinculoj
ASCENDIT AD CELOS,
Unde descenderat, .
SEDET AD DESTERAM DEI PATRIS OMNIPOTENTIS,
Regna. cuius disponit iure perhenni;
INDE URNTURUS IUDICARE UIUOS ET MORTUOS,
Reddens ulcem pro abditis
iustisque regnum pro bonis.
CREDO IN SPIRITUM SANCTUM,
Sine quo preces omnes quasss ereduntur
et indigne Del auribus,
SANCTAM ECCLESIAN CATHOLICAN;
Que construitur in cells
uwluis ex lapidibus,

lsvilletard, ope cibtes PP 11} £f. Musical setting,
PP, 172 ) 55 o

16Tran81ation by Dubrau.
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SANCTOREM COMMUNIONEM,

Angell guorum semp ter uldent faciem Patris;
REMISSIONEM PACGCATORUM

Quibus Deum offendimus

corde, uerbla, operibuss
CARNIS RESURRECTIONEM,

Immortalitatem cum Xpisto;
UITAM ETHRNAN,

Quag ropromisit Deus diligentibus se.
AYEN L7

The Offertory and Communion

The following troped Offertory for Easter is from a
thirteenth century manuscript:

Ab increvatione et ira furoris dominil

TERRA TREHMUIT,
Monumenta aperte sunt et multa corpora sanc torum
surrexerunt

DUM RUSURGERET
Christus ludicaturus et vivos et mortuos, quando
verenlt

IN IUDICIO DEUS,
Christus resurgente & mortuis, venite adoremus eum
omne s voce proclamantes,

ALLEnUIA?fg £

The two troped Communions are from the same manuscript
source and are for the Feast of the Epiphany. One 1s in
Prose, the other in postry:

Quze est ista tam clara colemnitas, fratres
dilecti, in hac puer de virgine natus stella )
duce est gentibus revelatus, quae et dicebant:
VIDINUS,
Nato novo principe,
Viso novo syders,
Urbe magi regia
Ipsum vadunt quaerer,
VIDINUS,19

17V11letard, op. cites Do oly, Musical setting, pp. 140 f.

8 dditional examples,
Wagner, op. cit., p. 288, For &
890 Analeatich Eyanics, ob. olt., XLIX, 283 ff.

19 o dditional examples,
Wagner, op, cite, p. 290 For &
8ee An&lectic; hw ica,.g_z. cite., XLIX, 35 £f.

vy,
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The Sanctus

The Sanctus Trequently was troped. The mellsmatic
plaingong sebiing together with a text of aodration and

praise would make the Sgnotus a frequent subject for farsing.

SANCTUS

Peprpe tuo numine cuncta re gens,
SANCTUS

Regne culus dlsponens iure perhenni
SANCTUS

Conzimilis qul bona cuncta nubris,
DOMINUS DEUS SABACTH. PLENI SUNT CELI E TERRA,

GLORTA TUA,

OSANNA IN BXCELSIS!

C Deitas clemens,; seruorum suscipe laudes,

BENEDICTUS
Maire #'1lius

QUI UENIT IN NOMINE DOMINI.
Plebs Tibl, mente pla, genitor, dictante sophya,
Jubllet:

OSANNAL
Leudlbus intentie Tibi plebs quoque, Xpriste
redemptor Ueminet:

OSARNAL
Carminis in meta sit, Spirltus est Tibl,
leta Triplicet:

OSANNA IN EXCELSISY
0 quanta, qualis quam suauis, quam beata gloriaéo
Qua complentur, continentur, gubernentur omnia.

The two following are from the Abbey of St. Gall by an
anonymous writer. They are examples of the beginnings of
the use of rhyme and rhythm in the interpclation.

SANCTUS

Sanctorum exultatio.
SANCTUS

Sanctorum benedictio.
SANCTUS

Sanc torum consolatio.

a'O‘!:l.'!.let‘.m-d, ope cites p. 116, Musical setting,
ppo 17’.]. £3 :
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DOMINUS DETUS SABAOTH, PLENI SUNT COELI ET TERRA,
Quem decet laus, salus et honor.

GLORIA TUA, HOSAHNNA IN EXCELSIS,.

Quem dulcl iubllo sanctorum concinit ordo

BENEDICTUS QUI VEWIT

SANCTUS
Dous pater, cuius providentia
Bene condita reguntur omnia,

SANCTUS
Pilius patrlas coaeternus
Semperaque cum eo per omnia laudandus,

SANCTUS
Spiritus utrius connexlo,

FPidelium salus, vita et consolatio.

DOMINUS DEUS, PILENI SUNT COELI BT TERRA.
Yerbo cuius existunt omnia.
Coelum, pontus, tel%&s, asterna.

BENEDICTUS QUI VENIT.“

The Lordts Prayer
This trone also comes from Plerre de Corbell Archbishop

of Sens, It is interesting to note that the troped commentary

for the Mass ldentifies "our dally Bread" with "the bread
of angels™ or the Holy Sacrament of the Lord's Suppers

OUR FATHER
inerease the faith of them
who believe in Thee
WH0 ART IN HEAVEN
and (Who) lookest (down)
into the (bottomless) plt
JALLOWED BE THY NAME

PATER NOSTER,
Fidem auge his qui cre-
“dunt in Te;

QUI ES IN CELIS,
Et abyssos intueris;

SANCTIFICETUR NOMEN TUUM,

In bonitate electorum
tuorum;

ADUENIAT REGNUM TUUM,
Culus regni non erit
finis; ;

FIAT UOLUNTAS TUA,

. Per quam nostra generis
reparata est ulta,

SICUT I¥ CELO ET IN TERRA
Regens gubernanaque,
continens et saluans;

21wa'gner9 _QE-

glles Po
808 Analectica h ica:’ﬂa'

289.
-g-i-._t-. s XLVIIJ

in the good will of Thy

elect

THY KINGDOM COME
Whose kingdom shall have
no end

THY WILL BE DOHE
by which the 1life of our
race 18 restored

ON EARTH AS IT IS IN HEAVEN

uling and governing,
zoldigg together and saving

For additonal examples,
303 £f.

—
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PANEM NOSTRUL COTIDIANUM
Panem angelorum

DA NOBRIS,
Incorruptibill ueate
clrcumamictans nos

HODIE,
Nostra ut pura nectora
sint et corporss

BT DIMITTE HOBIS DERITA

NOS'TRA,
Potes enim cuncta,
SICUT ET NOS DIMITTIWUS

DEBITORIBUS NOSTRIS,
Ad redimende pecceata b
saluandas animas

ET NE NOS INDUCAS IN
TEMPTATI ONiM,
Ne serpens 1llle calli-
dug intrandl temptet
acltus;
SED LIBERA
Et salua nos
AN .t".m 5
In perhenni seculorum
bempore .22

The Aﬁnus

The Agnus Dgi wes often farsed.

OUR DAILY BREAD
the bread of angels
GIVE UNTO US
clothing us about with
incorruptible garment
TODAY
that we might havs pure
hearts and hodles
AfiD PORGIVE US OUR D&EBTS
for in all things Thou
art able
AS WE ALSC PORGIVE OUR
DEBTORS
to redeem (them from)
thelr sins and save
( their) souls
AND DO NOT I£AD US INTO
TEMPTATION
lest that cunning serpent
tempt the entrance of
those golng in
BUT DELIVER US
and save us
FRO¥ EVIL
in thg time of everlasting
ECED 3

i

o et e

The flrst example by

Plerre de Corbeil is a prose interpoletion and the second is

in simple verse.

AGNUS DEI, QUI TOLLIS PECCATA WUNDI,
Qul sedes ad dexteram Patris, solus inuisiblilis,Deus

HISERERE NOBIS.,

AGNUS DEI, QUI TOLLIS PECCATA MUNDI,
Rex regum, gaudium angelorum, Deus,

MISERERE NOBIS,
AGNUS DRI, QUI TOLLIS

Lux 1ndeficlen52hpax perpetua,

DONA NOBIS PACEN,

2

PECCATA MUNDI,

redemptio, Deus,

2villetard, Ope cites Pe 93 Lo Musical setting, ppe 139 fe

23Translation by R. T. DuBrau.
2hVllletard, Ope Sitey pp,_116 £, Muslcal setting, P. 175.
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AGRUS DEI, QUI TULLIS PECCATA MUNDI,
Crimina teollis,
aspera mollis
Agnus honcris,
MISHRERE NOBIS,
AGNUS DEI, QUI TOLLIS PECCATA IUNDI ,
Vulnera sanas,
- ardua planas,
Agnus amoris,
MISERERE MOBIS,
AGNUS DEI, QUI TCLLIS PECCATA MUNDI,
Sordide mundas,
cuncte Toecundasg,
Agnus oio?igzw o

3 f'l--' ". ATalrhe LR
‘)Lu\h‘l NUDLD PAULN .

The Ite Missa est

Lven the cloase of the Mass was frequently troped.
ITE sine dolo et lite, Pax vobiscum, MNISS! ggT.
20 gemper aglte in cords gloriam et GRATIAS.®

Tropog to the Chants of the 0ffice

The number of troped chants in the 0ffices is very
amall, The plainsong setting for the 0ffice was usually
8imple and most of the texts were already syllablc, Only
Some of the responses were troped.

TU AUTEM DOMINE,
Alpha et omega, qui in priciplo cum Patre

omnia ereasi ex nihilo et in praesenti die

nasci dignatus es ex viginis alvo,
WISERE NOBIS .21

25 g (®hiladelphia:
Mther D, Reed, The Lutheran Liturgy (: adelphia:
¥uhlenberg Pregs,; c.1947)s Pe .

26,
Wagner, ODe cltey Do QO.
27Herbert Goltzen, "Der Tdgliche Gottesdienst,™

Leitur ia Handbuch des Evange lischen Gottesdienstes, edited

Y KBrl Perdinond WBIIor falter Blankenburg (Kassel:
Johannes Stauda-verlag, 1996), I1I, 103, fne 252¢



CHAPTER XII
THE PRE=-NOTEKERIAN SEQUENCE AND TROPE

Nothing can be more unsatisfactory to
the student who is trying to force the
sequence into any particular theory of
musical orlgin than the contemplation
of what 1s actually known on this
subject, Tfor the question seems destined
to remain undecided, 1
-=Ruth Messenger
By Notker's own adnission in his letter to his patron,
Luitward, Notker, did not invent the sequence form but
rather wrote text following the example he found in the
manuscript brought to the Abbey of St. Gall by a monk fleeing
from anle?ges, The development of both the sequence and
the trope from the time of Notker and Tutilo until the
Council of Trent isreasonably welleknown; however the origin
of the forms and their development until the reign of
Charlemagne is not at all clears
To repeat what was said earlier, all writers agree that
the sequence is a trope connected with the Alleluia of the
Mass, There is, however, no agreement about a definition of
8ither of the terms, nor which of the two is older. In
general most scholars feel that in Europe the trope is older,
Just as the ma jority holds that the sequence was primarily

8 musical, not a literary, innovation. There are a number

b 1Rut‘.h Ellls Messenger, Uhe Medieval Latin Hymn (Washing-
Ny DeCot Capital Press, ©.1953)s Pe P
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of arguments supporting a Byzantine origin for the sequence
and tropes, but here again there is 1ittle uniformity in
the statement of the degree to which the Euronsan forms are
related to or dependent upon similar counterparts in the
Rastern liturgy. The influence may have been indirect and
merely suggested the form, it may have been very direct
providing the Frankish monks with examples which they transe
lated from Greek into Latin, and of course there may have
been no influence at all, It is possible that similar
structural forms in the East and West could have developed
indoﬁendently from & common example in the ancient and
oriental clements in ths early church.

If we beglin the history of the sequence and the trope
with the works of Notksr and Tutilo at St. Gall, the forms
appear to be of literary origin. Légn Gautier, who was
among the first to study the medisval sequences and tropes,
defined a trope as the interpolation of a liturgical text.
Musicologists such:as Jacques Hendschin, Gustav Reese,
Wiili Apel, and Heinrich Husmenn disagree and regard the
forms as originally musical interpolations to which text
were added at a later time, In support of this they offer
many examples and in addition claim that the terms sequence

2
and trope are themselves musical terms,

2Ernat Robert Curtius, European Literature and the
Latin Middle Ages, translated from the German by Willard R.
Trask (New York: Pantheon Books InCes; C.1953), pPe. 238, "Of
great significance 1s the appearance of the Muses 1n the
sequence poetry. « « o Now, that the Muses were invoked in

w2 IR
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The Alleluila Jubilus

Already in the ancient Hebrew liturgy the cantor was
allowed some Ireedom In the singing of the final vowel of
the Alleluia, Here was one of the few places where free
musical embelllishments were permitited., At first thess
embellishments were estatic impromptu improvisationsg
later these improvisations were worked out before hand and
became very elaborate,.

This liturglcal freedom was adopted by the worship
of the Christian Church from its parent, the Hebrew liturgy.
This custom was adopted by Syrian rite and by the European
liturgles as well., Pope Damasus (d.38l) is usually credited
wifh introducing the jubilus into Western song.3 This
ornate and often lengthy melodic singing of the final vowel
of the Alleluia was an expression of the joyful response
of the laity to the psalmody sung by the precentor,

Although the priests, anxious to protect the

suprapersonal character of the service, have

alwaye restrained the autonomy of rel igious

poets and singers, they gave way--both in the

Chrigstian and 1n the Jewish liturgy--in one

episods of the cult. The cantor, intoning the
Alleluia was allowed to effuse his exaltation

the liturgical sequences of the earliest period is explained
by the musical origin of the sequence." However, the state=-
ment proves nothing since the Muses, the Classical patronesses
of the arts and sciencus, were goddesses of both music and
poetry,

3Pau1 He ‘ Jivi
; nry Lange, Music in Western Civilization (New
York: W, W, Norton, InNCes 1O4l)s De LOe
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in fres enthusiastic melodles and to enrapture
the priesthand congregatlon in his godly
dithyramb,
Sts Auvgustine in his commentary on Psalm 95 wrote:

"He who sings a jubilus, speaks no words; 1t is a song of

Joy without wordss; it is the volce of a heart dissolved
with joy. o « 1t's joy too great to put into words."

Ste Jerome uses similar expressions in his commentary on
Psalm 32,

The free mellsma of the Alleluia was for a while the
only place within the structure of the Mass that gave the
musician any freedom of expression. Perhaps this is the
rgagon that the jubllus often was long and elaborate,

The followlng alleluias of the Gregorian chant,

taken from Jewish liturgy, proved to be a precious,

but orerous heirloom. Products of a mature orlental

art, the endless coloratura on the one concluding

vowel--ge=wore entirely foreign to tEe volceﬁ, 5

techniques and taste of Western and Central Europe,

At the same time that St, Ambrose of Hilan introduced
antliphonal singing into Italy from the East, the Roman
Council of 382, presided over by Pope Damasus, officially
introduced antiphonal s inging into the Roman liturgy. These
two practices introduced from the Orient both a melismatie
extenslion of the final a of the Alleluia and the practice
of antiphonal singing; both are essential to the seguence

fdnm.

hGurt Sachs, Our Musical Heritage (New York: Prentice=
Hall, Inc.. 3.19’:8)’ Pe 59.

SIBId.
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Under the reforms of Gregory the Great a vorse,
generally from the Serivtures, was added to the Allsluia
after which the Allelula melody with 1ts jubilus was
repeated, However, the melisma was no longer an impromptu
Improvisation and it was greatly simplified and reduced
in length so that 1t could be more easlily sung by the
Western clergy. Perhaps 1t was through the practice of
adding & text to the Alleluia melisma that the later
literary sequence arose., The melody for the text of the
verse was usually less melismatic than for other parts of
the 11turgy.6

Alleluia and Verse for Epniphany
Allelula, Vidimus stellam elus in Orilente,

et venimu$ cum muneribus adorars Dominum,
Alleluila.

Attempts to Define Terms

Liturgists and the musicolegists in gensral agree upon
the nature and siyucture of the jubllus, but as soon as an
attempt is made to define the term sequence or trope as a
development from the jubilus, we find many divergent
opinions, different terminology for the sams thing and same

terms defined differently, Here again one can do no more

than present the problems and.hope that some day an ine

6Car1 Parrish and John F, Ohl, Masterpleces of Musi
- before 1750 (New York: W. W. Norton ang Company, InCe.s

Ca )t Pe 60
7L1ber Usualis Missae et Officii, edited by the Bene=

dig?%noa o Bgoiasmns ournal, Belglium: Desclee and Company,
» PPo
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disputable answer will be suggested which will satisfy
everyone, but at this time the hope for such a2 possibility
soems futile.

One approach, from a musical viewpoint, believes that
it became neceasary to divide ths lengthy and elaborate
melisma of the jubilus into shorter phrases so that the
singer could catch a breath. Each phrase 1s called a
sgguentia and the antire melisma ﬁeguentiae.8 Some jublli
wera sung in unison while others 1t seems were sung antie
phonally, the second choir repeating exactly the phrase
sung by the first. This; then, would make the sequence
primarily a musical fom,

Perhaps, as suggested by the Wotker story, a text was
added to these melodic Interpolations. Finally when a text

wes added to the sequentia it was called sequentia cum prosa.

The term prose here means not postica, for the first syllabic
texts fitted to a preexistent gsequentia were of necessity
written as prose. The sequentis cum prosa in France generally
was called pross while the Germans usually usec the term
sequentia. Peter Wagner says that even later, when the texts
began to follow a2 simple poetic style "to ordinary singers
the novel poetic form seemed to be prose; consequently given

the name Prosa.“9

BMessenger, ope clt., p. 35.

9Peter Wagner, Introduction to the CGregoriaen Melodies
& Handbook of Plainsong (Second edltlon; Londont The Plaine
song and Nediameval Husfc Society, 1901), p. 23L.
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According to another theory which agrees partially with
thb preceding explana tlon the wordless meledy was called
a seguela which "was divided into phrases of irregular
length  which would explain the irregular length of the
sequence stanzas each of which was repeated; which were
therefore callad Sequentia.“lo The words set to the melody
were called pross, not because of their literary formm bub
merely an abbrevia tion meaning "for the sequence,”

ot A 5 e
PRO Sequentild,” ‘This explanation, however, does not seem

to be at all satisfactory.

The terms gequela and gequentia themselves have been
defined differently: either as & sequence or succession of
notes which form & meleody, or tracing the word back to
sequor, Go follow, 1t can be elther the text' or me lody
which "follows" the Alleluia.l‘

Thore are very few today who agree with the simple
explenasion made by Michael Praetorius (d,1621) in his

Syntagma musicum I, 6. He attributes the origin of the

name sequence to the liturgical formula for the anancuncement

of the Gospel which follows the.Alleluia, The announcement

04inered Douglas, Church Music in Hisbory and Practice
(New York: Charles Scribner’s Sons, 1949), p. 180,

1l1pig,

12
The Hymnal 12%0 Companion, prepared by the Joint
Commission on tho Revision of che Hymnal of the Protestant
Episcopal Church in the United States of America (New York:
The Church Pension Pund,; c.1949), p. 58.
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of the Gospel in the HMass begins "Sequentia Sancti Evangelli
secundum, o o o"%3 However, Peter Wagner dismisses this
explanation vory quickly and in a few words; in a footnote
he says that of this theory "1t is unnecessary to waste
a single word-"l‘h
Several Theories of the Origin
of Sequence and Trone

Several hypotheses have been offered as solutions to
the problem of the origin of the medieval Frankish sequences
and tropes. The simplest explanation would be that the
sequence and trope developed naturally within the framework
of the Roman Mass and Office. As such it would be solely a
West European development possibly somewhat dependent upon
the folksongs and dances for models. This explanation has
some merlt and answers some questions qulte satisfactorily,
but it does not seem to be an adequate so].ut::l.cm.l5 A second
hypothesis is that the Carolingian sequence and trope are
modeled directly after contemporary Greek examples. Peter
Wggner and Egon Wellesz undoubtedly are' the two most famous
proponents of this theory. A third theory advanced by
Clemens Blume is more or less a compromise between Eastern

and Western origin. When Gregory established a uniform

% Ancient and Modern (Historical Edition), Intro-
ductio by H. Frere (London: Wm, Clowes_and Sonsathd.,
Pa xXiv, Messenger,; Qp. citey Po 37 allows this as a

alight possibllity.
]J'l.wagmr, OpPe cit., Poe 223, fn. h.o‘
lsuessenger, Ope« cites Pe 300




23
chant for the church he shortened and simplified the melodies
of the liturgy and especially the melismas at the end of
the Alleluia, Labter in Cgrolinglan times when thore was a
tendency toward a more elaborate form, according to Blume,
the original pre=Gregory melodles were again revived. This
would make the Frankish melodles dependent upon very early
Greek and Syrian models, Bubt here too the evidence available
1s not sufficient to prove or disprove this theory.

The ma jority of the great number of scholars who hold
that there is an immediate Greek influence upon the sequence
and trope believe that the terms are both musical and Greek.
Tropo, they say, comes from TPO%WI which means a turn,
and sequence or gequentia is a transla tion of the Greek
iKo ) ovPew to follow or accompany. But even here there is
no agreement, for, says Ruth Messenger, the weakness of this
argument "is its dependence upon a misunderstanding of the
Greek formm of worship to which the word applies.“16

Egon Wellesz and Peter Wagner both agree that the
medleval Latin trope and sequence are dependent upon Greek
musical and liturgical practices. However, they each
emphasize a different way in which the Greek influence was
felt in the West. Wellesz tries to establish the similarity
of the early Greek styles with the form of the Carolinglan
sequences and tropes., Wggner, on the other hand, tries to

show thet there was a close relationship and frequent

181pid., p. 37
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interchange between Charlemagne's court and that of the
Byzantine Empsror.

Wellesz maintains the Byzantine origin of the trove
and sequence on ths great simllarity of these forms with that
of the Greek troparia, He asserts that the Eastern Church
adopted the practice of the Syrlan rite of inserting short
prayers or other intercalations after each verse of a psalm,
The psalm verse was called a stichos and the interplated
text a troparion. f At first the troparia were written in
poetic prose and were brief, After the fif'th century they
were wrltten in strophic form and were of much g reater
length, Because of this they were then restricted to be
sung only after the last three to 3ix verses of the psaim,
"In this perlod the liturgy consisted of psalms; of nine
Odes or Cantica, of certain formulae dating back to the
earllest times of Christianity, and the Tropario.“18 Ir
this theory 1s true that the sequence and trope developed
from the trovarion, then they are of a literary and not
primarily musical origin.

The earlioest account of the singing of the troparia
1s a fifth century record of Abbot Pambo's alarm at the

widespread practice. From his monastery in the desert he

L ‘ ges ( ke
Gustave Reese, Music in the Middle Ages (New York:
We W, Norton and Company, c.19h07, De ?5.

18
A Histo of Byzantine Music and Hymnography, edlted
by Egon Wellesz [Uxford: Clarendon Fress, §5h§7a pe 1lki.

e
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sent one of his disciples to Alexandria to sell the products
the monks had made. While in the eilty the young monk stayed
at the Church of St, Mark where he witnessed tha elaborate
ceremonies and heard the singing of the troparia., It seems
that monk was greatly impressed by the singing and thought
that The monks at the monastery ought to bse nermitted to
8ing the hymns and troparia hs had heard in Alexandria,
At this time there was & strict rule of the anchoritic come
muriﬁ.t'.y which did not permit any singing whatsoever. Teo
the young man's suggestlon the abbot answered in despalr that
he saw the time coming when monks would "abandon. their rigid
discipline pronounced by the Holy Spirit and would give them=-
selves over to songs and melodiea."lg
Anthimus and Timocles (c¢.450) are the first Byzantine
hymnn writers mentioned by name. Each had a large following
in Constantlnople. However, none of the troparis of these
hymnodists has come down to ua at leaat not under their
names, It is probable that among the large number of anonye-
mous Lroparia found in Byszantine service books thers are some
by these two writers. Same of their composiltions may have
survived, but there is no evidence of this,.zo
The early troparion evolved into & more poetic and

independent form called & sticheron, One of the later

stichera by a nun, Kasia, in the early ninth century is of

Rt e

19;.9!@.'0 Pe 1‘450
2°Ib1d.. pe 1476

[y



237
special interest because of 1ts structure and because it
is contomporary wlth Nobtker and Tutllo. It conslists of
three long phrases, sach of which 1s repeated followed by an
unrepeatod final phrase (aa bb cc y). It is therefore wvery
simllar to ths sequence which was popular in Europe at that
time, "On the basis of such evidence it has been asserted
that the sequence spread to the West from Byzantium, bubt
the claim can hardly be sald to have been conclusively
proved,"

Cf course ths question that is asked 1s what influence,
if any, did these Groek forms have upon Notker and his cone
temporaries, Wagner and those who agreo with him say that
these Greek liturgical forms had a great influence and served
as models and at times wers merely translated from Greek
intc Latin. They say there is nothing in the hymnody nor
liturgical tradition of the Latln church from the tlme of
Aubrose which could have sar#ad as a model for the sequence
and trope forms,

The origin of the trope is unmistakable when the

texts of these insertions 1s examined. Untll far

into ths twelfth century they abound in Greeic words,

the whole manner of expression betraying an Eastern

origin, but sometimes dramatic, always profuse in

types and symbolical images, ggd differing greatly
from the precise ILatin style.”

21Reese, op. git., Ps 81l. Tho author gives the musie,

text, and trenslation of the sticheron by Kasia, Augoustou
Honarkhesantos.,

2
QWagner, op. eites Pe 24l
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Wagnoer polnts oubt enother pecullarity in the oldeat
manuscript of lotker's Liber sequentisrum to support his
theory. The orlginal Alleluia melody was written in the
margln at the side of each verse and wes normally written
in phrases as they would be sung as & melisma, When the
ssquence was sung the melody wrltten in the margln was
to be split up in such & way that one note would fall on
each syllable of the text, Sometimes the syllables of the
text were also provided with a notation (neums), so that
often tho molody was written twicee~once in the margin as
an Allelula melody with the notes in groups and again with
the notes wrltten separately above ths text.

A similer method of noting the whole melody in

the margin is to be found in the Byzantine hymn

MSS: in many of these the text of the hymn is

preceded by a short indication of ths melody as

igtlguzoigsfi§2§§3while in others ths melody is

Since many of the tropes and sequences have Greek names
and employ the Byzantine method of notatlon, an extensive
study of certain sequence melodles has been made to determine
whether they are modeled after Greek origlnals. Wagner is
sure that among Notker's melodles there are some Byzantlne
melodles, but he adds that no manuscript evidence proves
this conclusively, nor on the other hand is there any
evidence which definltely refutes thls., What 1is true

of the melodies Wagner belleves 1s true of the texts also,

231bid., p. 224
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"There 18 nothing to contradict the supposition that direct
translations from the Greek appear in many of Notksr's

b mis would not be unusual since a St. Gall

sequencas,“2
menuscript contains a Latin translation of the hymn from
the Byzantine liturgy.

The system of notatlon used in the St. Gall manuscripts
of Hotker's sequence indicate & Greek influence. The neum
which definitely is of Egstern origin, probably around the
sixth century, was used by the Frankish monasteries at
Metz, Laon, Jumleges, and St. Gall.gg The Aobbey of St. Gall
continued to use the neums after the invention of the
staf’f to indicate intervals. The neums were written in the
manner of the FRastern Church, that is, the symbols were in
a straight line and not at different levels to indicate
piteh, TUnfortunately here too‘the paucity of manuscripts
"makes a gep in the evidence just where support is most
needed, , , but the assumption in favor of Greek originals
i1s at least strong enovgh to forbid its beling 1gnored."26

Wagner believes that originally the neums in France
had Tatin names which were replaced with Greek names during

the Carolingian period., Under the patronage of Charlemagne

many Byzentine teachers came to instruct the court and many

|
&Ibido. Do 230’ fn. 1.

25Raese, Ope cite; DPe 133, Reese discusses the origin
of the neum ang its introduction into Latin use,

26Mesaenger, op. cltey, Po 39
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wore sent Ly the emperor %o teach the monks in the monaase
teries, That CGreoks lived at St. Gall betwasan the ninth
and eleventh conturies 1s certains evidence of thisz is
found in the letters of St. Gall and in the Abbey's menu-
scripts which are in both Latin and Greek, Direct proof
that Greelk monks lived at St., Gall is contained in one
of Notker's own letters in which he sends "greetings from

27

the Helleniec Brothers.” The Rastern influence wos felt

not only in the Franklsh kingdom but in the rest of Latin
Europz as well, even as far as the British Isles. Eastern
influences are also avident in Italy.

Greek and Iatin nsmes were placad side by side,
and some theorists used Greek terms whilile others
used Latin for the same meaning; for example,
Aribo Scholasticus (d.1078) calls tremula what
Berno of Reichensu {d,10.8) calls quilisma.

Among the Latin neums ten have Greek names,

¢linis, podatus, climacus, apostropha, oriscus,
epliphonus, cephalicus, ancus, trlgon, quilisma,
nhi%e olight have Latin neames, clivis, Des, punchym,
virgae, torculus, porrectus, pressus, scandicus.”

In support of this some have pointed to the fact that the
monastery at St, Gall and many others in Germany and France
are of Celtic origin; it is woll known that the Irish monks
were the chief spostles in the West for Byzantine tradition,
customng, and teaching.z

It is reasonable to assume that both Notker and Tutilo
were acquainted with contemporary Greek hymnody, but just
how much they Xmnew of it they learned at the school of St.

27Earie Pierik, The S Church (New York:
] The Song o
Longmans, Green and’Company. cf§i s Pe 21k,

281p14., p. 213. 293achs, loc. cite.
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Gall and Just how much inspiration did the Jumieges
manuserlpts zive these writers 1s a question which seems
destined to remailn undecided,

Even thouzh the seoouence and trope form and structure
strongly indlecate a Byzantine origin, not all scholars ere
willing bto agrese that such a deflinite relationship exists,
First of all, they noint out there is no incontestable
proof supporting the above theories, There 18 no Iatin
sequence which wo know te he & direct translation from
the Creek and if the Byzantline forms did lead to the
sequence and trope,; the influecnce was very indirect since
the secguence itzelf 1s unknown in the Eastern liturgy.
There 1= 2lso no Creek hymn whose structure exactly parallels
that of the sequences, "Thus the Byzantine theory of
origin brsalks down when metrical sources are subjected to
closer acrutiny.“So

Those who deny or minimize the Greek influence do
not regard the Greek titles of some of the sequence as
proof or an indication of their Byzantine origin. They
regard the Greek titles which replaced the earlier Iatin
names in keeping with the custom of the scholars of the day
who used Greek titles, terms, and phrases much the wey we
use Latin today. Anyone who wighed to appear learned

and modern substituted the familiar latin words with the

3°Messenger, op. clit., p. 10,




2k

A% ]

more impresslve Greelt wordas. This wass true not only of
muslc and hymnody, but 1t occcurred in othor areas as well,
However; the alternate suggestlons made by those who
diecount or minlmize the Eastern influences are subjfect
to the same eriticlsm, They Yoo can establlsh no definilte
Indizoutable proof to support their claims.

Some contemnorery German scholars guch as Jacques

Handschin, Ppanz Krleg, and Franz Te

cr
b

%X are of

O

he opinion
that the trops is primarily a Western Zurope development.
Handschin outlines the many protiotypes of the sequence and
trovme form In other liturgies obher than the Byzantine
and also clites similarities in the Anglo-3axon songz and
dance forms, Tack maintains that more recent research
Indicates thoat Instead of the supposed Byzantine origin,
that the origin of the form is in Western Furope, possibly
even in the Abhey of S5t, Martial at Limoges., Krelg states
forthrightly: "Der Tropus: und die Sequenz gehdwen den
mittelalberlichen Forman, sind also rein abendlandischen
Ursprungss. o . ."31

According to Jacques Handschin the trope and its later
development the sequence had thelir prototypss in ths
Ambrosian Gallicen, and Mozarablc chant as well as in the
older Roman chant, Already in Ambrosian chant, the oldest

ecclesiastical chant of the Western Church, we find examples

of Alleluls melodies with parallel repetition of the music,

3lpranz Krieg, Ketholische Kirchenmusik (Taufen, Swit-
zerland: Verlag Arthur Niggli und willy Verxauf, c.195L), p. Ll.
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Trere is also a tendency tc adbpt the inserted
melody to the strictly liturgical ones it i1s
partlicularly the beginning and the ending of the
melisma that are related to the plainsong melogg,
nd thlis reminds us of the sequence and trope,”’“

rere ls alge soms evidence that the Gallicen chant

permitted the interpolation of a mellisma, The manicantiones

"sone of early morning,"” i.0., chants of Matins),

{ prosumably
which are mentlioned in the eighteenth Canon of the Second
councll of Tours (c.570), are bslieved by Handschin to be
the Responsory adorned with a long melisma or the mellisma
itself, However, ageain it is doubtful whether any example
of such a melisma has survived.

The early Homan chant before the eighth century added
melismasn, In the flret Roman Qpdo which was written in the
elghth century and contalns some sarlier material 1t states
that for Vesperc on Zester an Allelula 1s sung with three
psalm verses, after vhich the 4llelula is sung again with

melodlac by the boys. In the ninth cenbury the second

Ordo conteined the phrase "sequitur jJjubilatic quam sequentiam

vocant"™ {here follows the jubilation which is called the

34

Probably the earlisst writer to use the term sequence

35 In his g _cgclasi-

sequence)

is fmaler (2malarius) of Metz (d.637).

32Jacques Hendschin, "Trope, Sequence, and Conduet:g,"
gggig'%%gé%gﬁ%'%E%%%&E§d§56%§%%§ %ﬂ;g%?'%§§§§% %%gﬁ%%%r__

3352&2-» De 138-

Bh-lt_bg'ﬁl.u De 139

35Note that Amalar died three years before Notker's birth.
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asticis officiis he wrote of the Alleluia and verse "haec

Jubilatio quam cantores sequentiam wocant." This is almost
exactly the same as that in the second Ordo above., He

spoke of the Allelula as being sung "cum omnl supplemento

et excellentia versuum et sequentiarum" (richly supplemented
wlth verses and sequences).36 Amalar &entions melismatic
additions to other sections of the liasa. He contrasts the
melismatic Introlt with an unadorned Kyrie which follows

1t; the Kyrie, he says, is a necessary humillation necessary
to singers elated by the "magnificent composition of
melodiae.'.‘37 Amalar also comments that the singers transe
ferred the melisma for the Responsory for St., John the
Evangoliste Day to the Christmas Responsory.38 The trans=-
ference of a melisma from one Responsory to another follows
tho tradition of the earlier Ambrosian rite. There is 1little
doubt that at the beginning of the ninth century the practice
of embellishing the Allelula by adding lengthy mellsmas
existed, It seems obvious that it is these melismas to which
Notker referred in the introduction to the collection of

his sequences.

36Handach1n, op. clites po 1l
37Ibid., p. 1j2. Amalor used melodiae, sequentia,
and neuma for melisma, but he never used the Term tropus.

38Handsch1n op, cite., ppe 143 £f. Handschin gilves
the music and text or the Responsory for St. John the
Evangelist Day, In medio ecclesiae.
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The relatlonship of the 1liturgical trope and sequence

with secular music is another facet of the problem for
which no def'inite answer can be suggested. There are many
gimllarities--both melodic and structural=-which are easily
recognized but almost lmpossible to explaln satisfactorily.
It was mentioned earlier that the melodic trope sometimes
was e variation on the prescribed liturglcal theme, but at
times the interpolated melody is quite forelgn to the liture
gical melody, Some of the sequence melodies are also quite
dissimilar from the Gregorian plalinsong. Franz Taok39 and
others believe that In the sequence we catch a glimpse of
the first movement of the churchly folksong ( Volkslied)

used in the service itself, The sequence then would allow
lay contribution to the Mass, This probability is supported
by Handschin's mention of the seventh-century Anglo-deon
scholar, Bishop Aldholm(d.709) who was sald to have been
very skilled in the art of Anglo-Saxon poetry. It is res
lated that because his congregation hurried home after

the Mass, "he awalted them on thelr way back, singing like

a native (probably with a harp), and, by inserting sacred
words into his song, not only won thelr favour but induced

them to piety.“ho This, says Handschin, may have been some

39pranz Tack, "Der gregorianische Choral in seinen
Stilformen," Handbuch der katholischsn Klrchonmusik, edited
by Heinrich Lemacher and Karl Gustav Fgllerer (Lssen: Ver=
lag Fredebeul und Koenen KG., c.19L49), p. 196.

hoﬂandschln, op, citey Do 152, (Underlining ours.)
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kind of Anglo-3axon trope or paraphrase, related to a
liturgical textb,.

The parallelism and melodic repetition does not
necessarlly prove Byzentine origin since, first of all,
the development couldéd be traced back to & natural result
of the liturglical practice of having two choirs, men and
boys, Anbtiphonal singling iIn repetition can well be cone
sldered to bs almost an unavoidable result. By goling back
still farther into the hlstory of CGermanic muslc some scholars
claim to have found the European source for the sequence
and the tropes Cne anclent writer in his account of his
meeting with the leaders of the German tribes mentions that
their songs were sung by two men singling alternately. The
claim is then made that both interpolations and melodle
antiphonal g inging are part of the German musical background
and it 1s therefore not necessary to seek forelgn Byzantine
influences., This theory, although it is logical and possible,
b es not have much evidence to supgport it., However, this
may be due more to the nature of the proof required than to
the probability of the theory. It is almost impossible
to learn anything about the music of the early Gemmanic
tribes, Later secular music however seems to substantiate
this theory. The estampie, lal, and notula are all very
similar in structure to the liturgical sequence. The chilef
characteristic of all these forms is the appearance of
successive melodic units immediately repeated with new words.

(The structure of the lal for instance is a bb cc d and
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of the estample 1ls ab ab ¢b c¢b db db eb eb or ax ay ox

The question which has not yet been decided 1s what
the relationship of these secular forms ls to llturgical
form. Is one dervied from the other? Are thoy derived
from a common earlier example? Or are they two similar
forms which developed independently and are alike solely
by accident? Thess and other questions still are unanswered,
Can wo, as somne scholars have done, equate the term sequence

with Leich or Lelsen to s upport a Germanic basis for the

Frankish sequnce and trope?
This section must conclude with an sxpression of the
same thought with which it began.

The above presentetion of what is known as toc the
origin of the sequence can scarcely be satisfactory
to the scientific historian of medleval culture.
Full of gaps and baffling 1noonalstergies the
evidence remains totally inadequate.*t

thor s discussion of the musical forms lail, estampie,
and notula, see Reese, op. Cltes, PPe 225 ff, and Parrish,

-92' E.i‘.:‘.-,'." Pe 90

b2¢, the rine Winkworth, Christian Singers of Geymany
(London: Macmillan and Company, TP

L3

Messenger, ope clte., Pe lilie
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CHAPTER XIII

CONCLUS ION

The study of the medieval sequence and trope is not
merely an historically interesting subject which is unre-
lated to later hymnody. Although only a few of the more
than five thousand known are in common use today, they
are an integral part in the growth of the modern hymnee
especially the German chorale, Whether or not the tropes
and sequences are of Germanic or Frankish origin is of
Intersst, but relatively of little importance when compared
with the direct influence they had upon the pre-Reformation
and Reformation hymns in Yermany.

As we have seen, the s equence and trope were so very
popular that in some places there was & sequence for aboutb
every Sundey and Holy Day of the Church Year except for
the penitential season, and in additlon there were numerous
tropes for every part of the Mass., However, thelr great
popularity and number meant that many were of very poor
quality, and although both the Council of Trent and Martin
Luther rostricted the number greatly, their importance
can not be discounted., The most significant thing about
the development of the sequence and trope 1s they became
the means by which the lelty in Western Europe could con=
tribute to the Mass--either as poets or musicians, but

wmore important as laymen. It is through these forms that
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the lality could tal® part in the worship, and it 1s “hrough
them that the vernacular hymn found its way into the Latin
worshipal Somewhere in the thlrteenth century Germsn verses
were added or interpolated into the Latin text, the cone
gregation singing tha Garman, the choir the Iatin. Often
the entire sequence or trope text was translated into
German for the congregation,

This 1s the practice which the Reformers took hold
of'; In place of ths secquence they most often placed a hymn
between the lessons following the Alleluila response to the
Epistle. Sequences and tropes were.expanded into complete
hymns. Zuther himself based some of his chorales upon
sone sequences or upon scme earller German songs based

on sequencess Victimae paschali laudes (Christ lag in

Todesbanden), Grates nunc cmnes (Gelobet seist du Jesu

Christ), Laude Sion, salvatorem (Gott sel gelobet), and

if we consider the Msdig vita in morte sumus ( traditionally, |
ascribed to Notker Bglbulus), & sequence, Luther's expansion

of Mitten wir im Leben sind is still another chorale based
2

upon the saquence.

1j0achim Beclmann, "Das[Proprium Missae, " Leiturgia/

Handbuch des Evangelischen Gottesdienstes, edited by Karl
Ferdinand huller and Walter Blenkenburg ( Kkassel: Johannes

Stauda-Verlag, 1955), Pe The

2Most scholars regard the jledia vita as an entiphon
rather than a sequence, It is therefore not included in
this study nor in the table in the appendix. The Lutheran
%.gneg; is the only ons which conteins a hymn based on this
XGe
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One of the most important of the many unsolved problems
related to this subject is the relationship, if eny, of the
Leise with the sequence, If they are the same, as some
claim, or merely closely related, this would increase thg
number of chorales denendent upon the sequence. Even though
the exact relationship cannot be proved, the similarity is
obvious.B

In this study we have made references, for example

in the discussion of the Vietimae paschall and the Orientis

partibug, to the fact that the trope and sequence are also
the boginnings of medieval liturglcal drama. It was beyond

the acope of this sgtudy to go further into the subject,

but it too is important and needs further careful and critical

study. It could well be the subject for another research
paper on the tropes and sequences., With a revival today
of reoligious drsma which is patterned after the medieval
plays, such a study would be most invaluable,

One may wonder why so few of the sequences are used
in modern hymnals, especially since they were so very
popular, The answer to this, I belleve, was stated very
clearly by walter Frere who wrote in the Introduction to

thsa Hymns Anclient and Modern:

Neither the earlier nor the later type has become
popular since [The Council of Trenk) though

various attempts at revival have taken place. The
old type of sequence la too unconventional for the

3For a detailed study of Martin Luther's use of the
sequences and Loisen, see Luther Zngelbrecht, "lartia
Luther!s Hymn Texts, wiih Spoecial Reference to Thelr Use in
Some Hymnals Commonly Used in England and America," (unpube=
lished Master's thesis, Concordia Seminmary, St. Louis, 1954).
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modern congregation to g rasp, fnd the later
type 1s aa a rule too insipid.l

Though this thesls does not arrive at many definlite
conclusions==-cxcept that there 1s no defilnits answor to
most of the quostionse-=it is hoped that the research and
presentation have contributed in some way to a batter
uderstanding of pre-Ref'orma tion hymnody and that in these

hymns we may find an inspiration for our own faith,

hlimnns Anclent and lModern (Historical Edition),
introduction by We He 'rere (London: Wm., Clowes and Sons,
Ltdo: l939)3 Pe XXive

SeDeGe




APPENDIX

Table of Sequences and Tropes Found in g¥%§g

Ancilent and Modern, The English Hymnal,
Hymnal 19,0, The Lutheran éymnal and the
Service Book and Hymnal

HAGM E HE H'40 L H

Cantemus cunctl melodum X b4
Dies irae, dies 1lla x b4 %
Grates nunc omnes

Heri mundas exultcavit =
Hierusalem et Slon Tllise x
Tucundare plebs fldelils X X
Lae tabundus b 4
Laude Sion, salvatorem x x %
C beata beatorum martyrum x X X
0 fllia et filles X X X
Salus asterna R
Sponsa Christi quae per orbem X p
Stabet Mater dolorosa X x X
Stola regni laurcatus p 4

Superne matris gaudla x b4
Veni sancte Spiritus X X =
Vietimae paschall laudes X =
Divinum mys terium X X X
Kyrie, fons bonitatis

Orientis partibus X X x
Puer nobis nascitur z X

X
x

MMMN HM

S B&H
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