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Introduction to this edition  
 
The recent publication of the Graduale Novum1

 seemed a good 
opportunity for reviewing the introductory text of my Christmas, Easter and 
Pentecost2 as well as adding some musical examples. The Fluxus-
explanation and the Fluxus-scores remained unchanged, except for the 
fact that there are now twice as many scores. Because of these changes 
the title has been changed into “Scores for Tenth-Century Chant”. 
 

On the restoration of early chant 
 
Near the end of the nineteenth century a battle was fought over the 
publication of Gregorian Chant. On the one hand, the German publisher 
Pustet championed its own edition, the so-called Neo-Medicea, claiming it 
to be based on the work of Giovanni Pierluigi da Palestrina (1525-1594). 
(see ex. 1; examples on page 7 and up) 
 
According to the French Benedictine monks of Saint-Pierre de Solesmes 
(Sablé-sur-Sarthe near Le Mans) it was necessary to go back to the 
earliest sources with musical notation. To drive home their point, these 
sources were published in facsimile from 1889 onward. The many tomes 
of the Paléographie Musicale were, in a mode of figurative speech, 
compared to "war-engines" (i.e. tanks). Their strategy, publishing the 
evidence in facsimile with academic editorials, worked over time, so that 
finally in 1908 their Graduale Romanum was published with papal 
approbation.

3
 (see ex. 2)  

 
Even though this Graduale Romanum has made history and remains 
widely in use today, scholars have expressed their doubts, calling for 
further research and improvements.

4
 

 
To appreciate the difficulties involved, one needs to consider that 
Gregorian Chant has been handed down in hundreds of manuscripts 
(mss) that originated in the various parts of present-day Europe. The 
oldest notated fragments date from the ninth century, the written tradition 
continuing well into the Renaissance. It is remarkable that most chants 
appear in almost all of the mss and even more so that the melodies are 

                                                 
1
 Graduale Novum Editio Magis Critica Iuxta SC 117 Tomus I de Dominicis et Festis 

(Regensburg 2011) 
2
 Geert Maessen, Christmas, Easter and Pentecost, Three Gregorian Chant Mass-Propers in 

Fluxus-notation (Amsterdam 2008) 
3
 Pierre Combe, Histoire de la restauration du chant grégorien d'après des documents 

inédits. Solesmes et l'Edition vaticane (Solesmes 1969) 
4
 René-Jean Hesbert, Paléographie Musicale 14 (Solesmes 1931) 
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almost similar in comparison between mss. But another remarkable fact 
are the many varieties in notation and musical detail.  
 
An important distinction exists between diastematic and a-diastematic 
notations. In diastematic notations precise intervals can be read, in a-
diastematic notations this is generally not possible. The oldest notated 
mss are a-diastematic. Probably the melodies were sung from memory. 
Without the consultation of other sources it is impossible for us to read 
them. The oldest diastematic mss date from the eleventh century. 
Although these notations differ considerably from modern notation, it is at 
least possible to read the melodies. 
 
The Graduale Romanum of 1908 is based on the most frequent melodic 
variants. However, some less frequent variants seem to have a higher 
level of correspondence with the oldest, tenth-century a-diastematic mss. 
For instance, the eleventh-century diastematic mss from Beneventum 
(see ex. 3) and Aquitaine have a greater correspondence with the a-
diastematic mss of Laon (see ex. 4) and St. Gall as regards to two specific 
types of variants:

5
 

 
1 The diastematic mss from Beneventum and Aquitaine give b natural or e 
in several syllabic passages where most other mss give c or f. In this 
particular aspect Beneventum and Aquitaine correspond with details 
found in the earlier mss of Laon and St. Gall. 
 
2 Instances of transposition manifest themselves in various chants, where 
passages or phrases have been transposed either one step, or a fourth or 
fifth, in order to avoid the supposed "forbidden" notes of c#, f# and eb. 
Here again, Beneventum and Aquitaine have proven to be essential and 
authoritative references. 
 
Intrigued by these and other variant readings, the monks of Solesmes in 
the 1950’s and 1960’s set to work to try and distill a critical edition of the 
repertoire out of more than 400 mss.

 6
 In the end it proved impossible to 

boil it down to one single version, instead it became clear that ten families 
of mss must be discerned that each and all have their specific variants but 
cannot be retraced to a single archetype. In addition, among all 
diastematic mss the twelfth-century Klosterneuburg (see ex. 5) was found 

                                                 
5
 Andreas Pfisterer, Cantilena Romana, Untersuchungen zur Überlieferung des 

gregorianischen Chorals (Paderborn 2002) 
6
 Graduel romain: Édition critique par les moines de Solesmes. II: Les Sources (Solesmes 

1957); IV: Le Texte neumatique, i: Le Groupement des manuscrits (Solesmes 1960); ii: Les 
Relations généalogiques des manuscrits (Solesmes 1962). Shortly referred to as Graduel 
Critique. 
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to have the greater level of correspondence with the tenth-century St. Gall 
mss. (see ex. 6)  
 
Next, in his Semiologia Gregoriana (1968) Eugène Cardine argumented in 
favor of a revision of performance practice based on his analysis of the 
oldest neumed mss of St. Gall.

7
 The dissemination of Cardine’s ideas was 

stimulized further by the publication of the Graduale Triplex in 1979, a re-
edition of the 1908 Roman Gradual, in which the neumes of St. Gall and 
Laon had been copied (see ex. 7). Along the same lines, the Offertoriale 
Triplex was published in 1985, which includes the often elaborate solistic 
verses, that appear in all sources up to the twelfth century. Thereafter, 
offertory-verses seemed to have become a thing of the past.  
 
The Graduale Lagal (1984) by Chris Hakkennes was also influential in 
disseminating Cardine’s insights. Hakkennes devised his own proportional 
notation that allowed him to express most of the rhythmic nuances found 
in the oldest mss. (see ex. 8) 
 
A number of German and Italian students of Cardine joined forces and 
have been publishing their work since 1985 as Beiträge zur Gregorianik. 
From 1996 onward this includes their "restitutions" of Mass Propers (see 
ex. 9), in which the melodies of the Graduale Romanum have been 
checked and corrected.  
 
Finally, the Graduale Novum was published in 2011 (see ex. 10). As the 
Graduale Lagal, it contains the Mass Propers for Sundays and Holidays. 
As in the Graduale Triplex, the a-diastematic neumes from Laon and St. 
Gall have been copied above and below the staff with square notation. 
The novelty of the Graduale Novum lies in the melodic corrections of the 
musical text, which are based on the restitutions published in the Beiträge 
zur Gregorianik. 
 
On the whole, compared to the Graduale Romanum of 1908, the 
Graduale Novum offers two important improvements. 
1 In many instances the musical text now corresponds better with the 
oldest notated tenth-century sources; 
2 Including the neumes of both Laon and St. Gall makes these tenth-
century sources readily available in a single edition. 
 

                                                 
7
 The publication of this book is largely due to Godehard Joppich and Rupert Fischer, who 

transcribed and edited Cardine's lectures. Semiologia Gregoriana (Rome 1968) translated by 
Robert M. Fowells, Gregorian Semiology (Solesmes 1982). 
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Nevertheless, on the same issues, it is not yet quite the improvement it 
could have been. Below I will point out how these matters could be 
addressed more coherently and satisfactorily.  
 
1 The melodic restitutions are essentially based on the two above-
mentioned types of variants, for which Benenventum and Aquitaine are 
the authoritative sources.

8
 However, as the research done for the Graduel 

Critique implied, for other types of variants other mss should be consulted. 
In the spirit of David Hughes and Rebecca Maloy it would therefore be 
useful to discriminate between two types of variants: "significant variants" 
and "minor variants".

9
 

 
Significant variants apply to any passage of three, four or more notes for 
which the mss give variant readings. Minor variants are limited up to three 
or four notes. Considering the entire body of Mass Propers, significant 
variants may be found in less than twenty percent of the chants. Minor 
variants, however, abound throughout all of the repertoire.  
 
Nevertheless, the editors of the Graduale Novum have chosen to limit 
themselves mostly to those sources that are authoritative on significant 
variants only. This has led to the underestimation of the valuable 
testimony of the manuscript Klosterneuburg. 
 
As a consequence, the square notation in most of the chants in the 
Graduale Novum now hosts more instances of friction with the Laon and 
St. Gall neumes. This implies that, after all, still a large part of the 
repertoire requires further restoration. "Haec dies" is one of the many 
chants that include only minor variants. A restoration with respect to minor 
melodic variants is given in ex. 11. Regarding authoritative sources for the 
minor variants, not only is Klosterneuburg sorely overlooked, the same 
holds true for the Old Roman repertoire (see ex. 12).

10
 

 
2 Another area in which the full potential is not realised concerns the 
square notation of the Graduale Novum. Since the Graduale Romanum 
was published in 1908, the monks of Solesmes have recognized the need 
for a greater diversity of neumes in the square notation and introduced  
 

                                                 
8
 The principles of restitution are formulated in: Beiträge zur Gregorianik 21 (Regensburg 

1996) p 8-11 
9
 Rebecca Maloy, Inside the Offertory, Aspects of chronology and transmission (Oxford 

2010) p 217 
10

 Geert Maessen, "New perspectives on restoring tenth-century chant melodies", paper 
presented at the 45th International Congress on Medieval Studies, May 14, 2010 in 
Kalamazoo, Michigan, US. 
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new forms in new editions, based on St. Gall neumes.
11

 The editors of the 
Graduale Novum chose not to continue along those lines, but instead 
present a notation that is basically similar to that used for the 1908 
Graduale Romanum. 
 
Only incidentally some minor corrections have been made, but caution 
remains in order. Without extensive experience with Cardine’s semiology, 
singers will tend to follow the often erratic suggestions of the square 
notation, that leaves a wide margin of ambiguities and is devoid of most 
ornamental forms.

12
 As however, example 13 makes clear, many of the 

nuances found in St. Gall neumes can adequately be expressed in square 
notation. Taking it yet another step further, the "Fluxus" notation copies 
St. Gall neumes on the staff while retaining all nuances of the original 
forms (see ex. 14; and page 19 and up).

13
 

 
It is my opinion that further elaboration of these two issues may prove 
essential in order to make any significant progress towards developing a 
performance practice that does justice to the wealth of nuances found in 
the tenth-century mss.

14
 Minor variants and the representation of music in 

notation are the core issues in the search for a tenth-century performance 
practice. Therefore, in this booklet these issues have been addressed in a 
thorough and consistent way. As an up-beat for a larger publication, you 
will find the Mass Propers of Christmas, Easter and Pentecost in Fluxus-
notation along with some other significant chants. The melodies in all 
these chants agree with both the decisive significant and minor variants.

15
 

The notation on staff expresses with exactness and coherence all the 
nuances of the St. Gall mss.  
 
Geert Maessen              Amsterdam, Easter 2011 
 

                                                 
11

 Solesmes introduced new forms in the Antiphonale Monasticum (1934) and again in the 
Liber Hymnarius (1983). 
12

 All episema's, essential for a semiological performance, have been omitted from the 
Graduale Novum. 
13

 Geert Maessen, "Music-notation for performing tenth-century chant", paper presented at 
the 15th meeting of the IMS study group CANTUS PLANUS, August 29, 2009 in Dobogókő, 
Hungary. 
14

 For a further discussion see: Geert Maessen, "A softwaretool for defining performance-
styles of tenth-century chant"; paper presented at the Digital Middle Ages conference (the 
third MARGOT conference), June 16, 2010; Barnard College, Columbia University, New 
York, New York, US. 
15

 For this edition I left out the critical apparatus and only give the main argument in the 
introduction: the importance of significant and minor variants. The focus has been on a 
performance friendly edition of scores for tenth-century chant. As apposed to Maloy's edition 
and the Graduale Novum I sometimes differ in the choice of key. In order to avoid lots of b-
flats I chose e.g. for the offertory "Vir erat" the C-key; for the melody this does not make any 
difference. 
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Ex. 1: "Haec dies"; Gradualis et Missalis Romani (Regensburg 1886) p. 
167 
 

 
 
Ex. 2: "Haec dies"; Graduale Romanum (Solesmes 1908) p. 221 
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Ex. 3: "Haec dies"; Beneventum (ca. 1100); I-BV 34; 125 
 

 
 
 
Ex. 4: "Haec dies"; Laon (early 10th century); F-LA 239; 103 
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Ex. 5: "Haec dies"; Klosterneuburg (12th century); A-Gu 807; 103 
 

 
 

Ex. 6: "Haec dies"; Cantatorium (early 10th century); CH-SGs 359; 107 
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Ex. 7: "Haec dies"; Graduale Triplex (Solesmes 1979) p. 196 
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Ex. 8: "Haec dies"; Graduale Lagal (The Hague 1984) p.150 
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Ex. 9: "Haec dies"; Beiträge zur Gregorianik 29 (Regensburg 2000) p.9 
 



 13 

Ex. 10: "Haec dies"; Graduale Novum (Regensburg 2011) p.166 
 



 14 

Ex. 11: "Haec dies"; restoration with respect to minor variants (Maessen) 
 



 15 

Ex. 12: "Haec dies"; old-roman chant (12th century); I-Rvat lat 5319; 83v 
 

 
 
 
Ex. 13: "Haec dies"; corrections in square notation (Maessen) 
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 17 

Ex. 14: "Haec dies"; Fluxus-notation (Amsterdam, since 1996) 
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Saint Gall and Fluxus-notation 
 
 

1 Introduction 
 
Unlike other transcription-methods in use, the Fluxus-notation is the result 
of placing tenth-century Saint Gall neumes on the four-line staff. Besides 
Saint Gall, consultation of early diastematic mss was necessary. In an 
unambiguous way however, all forms of neumes used in Saint Gall can be 
clearly recognised in the Fluxus-notation. Hence, explanation offered 
below about Fluxus also applies to Saint Gall. 
 
The major difference between Saint Gall and Fluxus concerns the 
indication of precise pitches. Saint Gall neumes are written "in campo 
aperto" (in an empty field; that is, without lines). Fluxus, on the contrary, is 
written on the four-line staff.  
 
Some basic editiorial practices current in square notation have been 
maintained, such as the use of do- and fa-clefs. In addition, Fluxus also 
incorporates the "custos" at the end of the staff, giving the pitch of the first 
note on the next staff. 
 
 
 Saint Gall     Fluxus 
 (in campo aperto)    do-clef      fa-clef   custos 
 

    
 
The vertical lines as rest-signs have also found their way into Fluxus. The 
double bar (finalis) indicates the end of a piece or major part of it. A full 
line (pausa maior) usually indicates the end of a grammatical sentence 
while the half-line (pausa minor) indicates the end of a phrase. A quarter-
line can be used for even smaller distinctions, though in fact rest-signs are 
rather arbitrary and are best used sparsely. In the mss they have no 
parallel. 
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Analysis of the Saint Gall notation revealed a simple and transparant 
structure: 
 
- In Saint Gall, and in Fluxus, there are exactly nine basic note forms. 
- These nine graphic signs can be permutated and manipulated in exactly 
five ways to form the full variety of neumes that can be found in Saint Gall 
(and therefore, in Fluxus).  
 
Below are given the names of the nine different basic neume-graphs and 
some statistics: the number indicates the percentage of that form in a 
random sample of the repertory.  
 
1 tractulus     42 
2 virga      31 
3 punctum     16 
4 stropha     6 
5 quilisma with three arches 2 
6 quilisma with two arches  0,3 
7 convex/concave oriscus  1,5 
8 concave/convex oriscus  0,4 
9 convex oriscus    0,7 
 
In the square notation as used by Solesmes only the first three forms can 
be clearly distinguished (which add up to about 90 % of all neume-
graphs), albeit with some discrepancy to how these forms are used in 
Saint Gall. If the remaining other forms show up at all in square notation 
they are often misplaced or misinterpreted. 
 
The five combinations and/or mutations of the nine basic neume-forms 
are:  
 
1 grouping separate elements 
2 connecting separate elements into a single graph 
3 adding episema’s 
4 mutation of the sign into a liquescent form 
5 adding significative letters 
 
In the square notation of Solesmes and the Vatican the first two, grouping 
and connecting, are largely evident but in detail are often at variance with 
the grouping and joining of separate elements as found in Saint Gall. 
Furthermore, the use of episema’s and liquescents in square notation is 
ambiguous and the significative letters are left out. 



 21 

 

2 The nine neume-graphs of Saint Gall and Fluxus 
 
 
Tractulus and Virga 
 
The tractulus is a short horizontal dash.  
 
 Saint Gall Fluxus (written on and between the lines of the staff) 

    
The virga (rod) is a slanted longer dash, overhanging at top right.  
 
 Saint Gall Fluxus (written on and between the lines of the staff) 

      
Tractulus and virga are by far the most frequent appearing neumes in 
Saint Gall where they are used to indicate that a given note is relatively 
lower or higher with respect to one or more of the surrounding notes. As 
the neumes are now placed on the staff, this aspect is redundant in 
Fluxus. Nevertheless, Fluxus notation follows the distinctions in 
accordance with Saint Gall notation.  
 
Tractulus and virga (low and high) are the basic elements of Saint Gall 
and Fluxus. They appear as isolated notes on seperated syllables, as 
several notes grouped together on one syllable, and connected with each 
other to create many varieties. 
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Punctum 
 
In Saint Gall notation, a punctum is simply a dot, which in square notation 
became the lozenge, though in many instances square notation is 
ambiguous as often puncta and tractuli are confounded.  
 
 Saint Gall Fluxus  

      
A punctum is essentially a short (or quick) note. 
 
Stropha  
 
The strophic neume as found in Saint Gall and Fluxus resembles the 
comma.  
 
 Saint Gall Fluxus 

  
Strophic neumes can be viewed as relatively short, pulsating notes. The 
graphic form suggests that a slight oscillation of pitch is implied (pitch-
bending). 
 
Quilisma 
 
Two variant forms of the quilisma appear in Saint Gall and Fluxus, one 
with three arches and the other with two. The suggestion has been 
forwarded that this may be indicative of the relative width of the interval it 
spans.  
 
 Saint Gall Fluxus 
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Semiological insights hold the quilisma to be a brief ornamented passing-
note, as its place in later diastematic mss is sometimes left vacant.  
 
Nevertheless, it is also possible that the quilisma is something other than 
has been assumed, for instance a thrill or other ornament, as in some 
diastematic mss that do no longer write the quilisma as we know it, the 
note following its instance often shows some interesting detail in writing. 
 
Oriscus 
 
Three variant forms of oriscus can be found in Saint Gall. It could be 
argued that this refers to ease in writing rather than a difference of 
intended meaning, though actually three differently executed ornaments 
could have been implied.  
 
One can distinguish the following forms: tilde-shaped (convex/concave), 
S-shaped (concave/convex) and the last is not unlike a staple (convex).  
 
 Saint Gall Fluxus 

  

    

  
 
These three forms could also be seen as contracted variants of porrectus, 
torculus and clivis respectively, that is, as passing ornaments. 
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3. The five ways to change the meaning of the basic signs 
 
 
Grouping 
 
In both Saint Gall and Fluxus it is possible to combine individual neumes 
into a variety of groups. In a long melism (many notes sung to a single 
syllable) a variation of different groups can be combined to shape 
extensive structures.  
 
Below are given some standard groupings that are found throughout the 
repertory.  
 
  climacus     trigon 

   
 scandicus-subbipunctus  salicus 

   
  strophici     trigon + bistropha 

   
 
The Latin names given to the distinctive groups as viewed above, are, 
though familiar, not really relevant to Sain Gall notation, if not to say 
arbitrary and often ambiguous. Scandicus, salicus, trigon and other 
names of groups may also refer to different combinations of separate 
note-forms, some of which with varying numbers of notes. Not to mention 
that the names seem to have run out whereas the variety of groups 
hasn’t. Many groups are not distinguished by an adequate name. This 
may be due to the fact that the names have been assigned only in the 
eleventh century to forms current from the early tenth century onward.  
 
Some remarks and considerations: 
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- Particularly when found in composition in larger melisms, the tractulus 
indicates notes with a certain emphasis. 
 
- By comparison with other a-diastematic sources, groups of stepwise 
arranged tractuli may have had an embellished manner of performance.  
 
- The punctum is often found in groupings, so that many puncta are 
written together. This could indicate a particular ornamental function. 
 
- Strophic notes often come in pairs or triplets and appear often in 
composition in melisms, they also seem indicative of yet another vocal 
embellishment. 
 
Recently, the trigon has been subject of reappraisal, particularly as 
regards the exact melodic contour. Before, trigons were held to consist of 
an equitone repercussion and a lower note, thus the first two puncta at the 
same pitch. There are, however, strong indications that the first two 
puncta are not equitone but rather that the first is always a semitone 
below the second, even where this would exceed the diatonic scale. This 
would not require alteration signs if it is a rule of thumb, one would sing 
the first of two equitone written puncta a semitone below the second.  
 
 
Connecting (or joining together)  
 
In Saint Gall (and Fluxus) various separate elements have been joined 
together, resulting in new graphs that are drawn in a single stroke from the 
pen.  
 
Thus by joining a tractulus to a virga (a lower note to a higher note) a pes 
is made, the reverse giving the clivis. By extension, one finds some very 
long neumes, written in one trait of the pen, for which no suitable names 
seem at hand.  
 
Though in Fluxus isolated tractuli are normally written in a convex fashion, 
in composition their shape is reversed to concave in order to maintain the 
fluency of writing. 
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The joining in one continuous trait of separate elements could be 
indicative of a brisk execution, while it obviously involves legato if not 
glissando. 
 

  
 
Puncta and strophic notes can be grouped, but cannot be connected to 
other elements.  
 
The two forms of the quilisma can only be extended at the right side of the 
neume. The next element is usually a virga, though this may appear to 
become a clivis or porrectus.  
 

  
 
The three forms of the oriscus present three different shapes. This could 
indicate that their meaning is always the same but the written form varies 
only according to the possibilities and logic of writing.  
 
The "tilde" oriscus (convex/concave) can be joined only to the preceding 
note, usually a virga or a clivis. It is often followed by a punctum, below 
right.  
 

  
 
The "S" shaped oriscus (concave/convex) can only be joined at the right 
side to a virga.  
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The last parabolic form (convex) is never incorporated in joined writing but 
shows itself in groups between punctum and virga. 
 
 
Adding episema's 
 
All existent graphs may be emphasized by adding an episema, except for 
the quilisma and oriscus. In Saint Gall an episema looks like a small dash 
that is written over a particular part of a neume. So, a tractulus could be 
seen as a punctum with an episema. An episema indicates a longer note. 
In Fluxus added episema’s remain visible at all times. The examples 
below show fluent forms without episema's and inverted tractuli and/or 
virga's (concave to convex and/or vice versa) which are more angular, 
giving emphasis to the notes with episema.  
 

 
 
 
Adding a liquescent 
 
Except for the quilisma, all neumes can receive an adaptation of the graph 
that highlights proper pronunciation of consonants. Because it is not quite 
clear how many notes exactly might be involved, liquescence may also 
involve an explicit glissando from one note to the next. In Saint Gall and 
Fluxus the liquescence can be recognized by an inward curling of the last 
element of the graph. 
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Adding significative letters 
 
In Saint Gall notation, one can find below, above and interspersed 
between the neumes a wide variety of letters, some of them in very 
specific forms. In the so-called Lantbertus-letter that is attributed to Notker 
Balbulus of Saint Gall (840-912) these added letters are listed and 
annotated. Their significance refers either to the melodic, rhythmic or 
expressive domain. For obvious reasons, added letters that refer only to 
the melodic domain are superfluous in Fluxus-notation and therefore left 
out (as e [equaliter=equal pitch], i [inferior=lower pitch] etc.). 
 
The various mss of Saint Gall differ considerably in respect to the number 
and character of the added letters. Those letters that pertain directly to 
rhythm and expression are most relevant to be maintained in any 
transcription; especially the letters c [celeriter=quickly]; t [tenere=to hold], 
x [expectare=to hold in expectation] and st [statim=keep going]. To 
validate the implication over several neumes, the horizontal bar of the t or 
the lower part of the c may be lengthened over adjacent neumes. 
 

      
 
In conclusion it should be remarked that all the issues mentioned above 
are examples of levels of variation, diversification and detailing in the 
musical notation of Saint Gall and Fluxus, as such they can be found 
together in lengthier melisms. 



 
 
 
 
 
 
 
 
 
 

Fluxus-scores 
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Index of chants 
 

incipit        genre   mode C     E  H    page 
 

Alleluia! Judica judicium      RE     3      251  75 
Alleluia! Nomen bonum      RE     1      -  74 
Angelus Domini descendit      RE     3      228  83 
Ascendens in altum       RE     4      263  86 
Ave Maria gratia plena      RE     7      16  72 
Barabbas latro        RE     2      218  81 
Beata viscera Mariae       RE     7      -  72 
Benedictus es in firmamento     CT     3   32     54 
Confirma hoc        OF     4        256   49 
Credo quod Redemptor      AN     2     -  90 
Credo quod Redemptor      RE    8     390  91 
Deus deus meus        TR     2   90     62 
Dies sanctificatus        AL     2   40     32 
Ductus est Jesus        RE     7      145  76 
Dum transisset sabbatum      RE     4     229  85 
Ecce vidimus eum       RE     5      178  79 
Emitte Spiritum tuum       AL     4   117     48 
Epulemur         AL     7   108     43 
Factus est repente       CO     7        257   52 
Haec dies         GR     2   107     38 
Hodie in monte transfigurato     RE     1      -  77 
Hosanna filio David       AN     7     175  67 
In monte Oliveti        RE     8      178  78 
Ite in orbem         RE     6      264  87 
Magnus Dominus noster      RE    2     101  53 
Pascha nostrum        AL     7   107     42 
Pascha nostrum        CO     6        208   46 
Puer natus         IN     7        30   31 
Repleti sunt         RE     2      269  88 
Resurrexi         IN     4        206   37 
Sepulto Domino        RE     2      222  82 
Spiritus Domini        IN     8        255   47 
Spiritus Domini        AL     3   117     48 
Subvenite sancti Dei       RE     4      389  89 
Terra tremuit         OF     4        207   43 
Tui sunt caeli         OF     4        31   33 
Viderunt omnes        GR     5   40     31 
Viderunt omnes        CO     1        33   36 
Vinea mea electa        RE     8      217  80 
Vir erat          OF     2        337   68 
 

Chant genres: AL: alleluia; AN: antiphon; CO: communion; CT: canticle; GR: gradual;  
IN: introit; OF: offertory; RE: responsory; TR: tract.  
Manuscripts: C: Cantatorium (CH-SGs 359); E: Einsiedeln 121 (CH-E 121); H: Hartker (CH-
SGs 390-391); pagenumbers as in the Paléographie Musicale editions.



 
 



 
 
 



 
 

 



 


