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Introduction

The ferial liturgical cycle occupies “Ordinary Time”, or “Tempus per annum”: that 
is, the long period that falls outside the seasons of Advent, Christmas, Lent and 
Easter. The repertoire of Gregorian Chant for this period is extremely rich. A small 
selection from that store is offered here. No particular principle guided the choice 
of Chants, other than subjective preference, and the desire to represent something 
of their wide variety, including all the Gregorian modes. 

The four Introit Chants we present here head four sections, each of which at 
least evokes the structure of the Mass. The sections are contrasted in spirit, musical 
mood and scriptural theme. The first section, tracks 1-7, is headed by the Introit 
Laetetur cor, and is marked by joy and dynamism. The second section, tracks 8-13, 
is headed by the Introit In voluntate tua. This is more meditative and slow, and is 
almost entirely unaccompanied. The third section, tracks 14-18, is headed by the 
Introit Iustus es Domine. Here the prayer is bold and confident, and the organ 
plays a prominent role. The fourth section, tracks 20-26, is headed by the Introit In 
excelso throno. Here the music evokes adoration and divine glory, and the organ 
is heard almost throughout. A final section, tracks 27-29, is a short coda dedicated 
to Our Lady.

Recording for this CD took place in the Pluscarden Abbey Church during 
the summer of 2014. Some items are sung by the entire monastic community. 
For most of the pieces, though, only the Schola was recorded. This is the group 
of monks who daily stand in the middle of Choir to lead the singing at Mass. For 
some of the recording sessions this group was joined by the welcome addition of 
one or two guests.
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In the interpretation and direction of the Chant, close attention has been paid to 
the neumatic signs printed in the Graduale Triplex (Solesmes 1979). These are the 
signs found in three principal early manuscripts of the Chant: from the monastery 
of St. Gall, dated to the 920’s; from the Cathedral at Laon, dated to around the year 
930; and from the monastery of Einsiedeln, dated to around the year 960. 

The neumatic signs, written over the Latin words to be sung, pre-date the 
invention of the four-line stave. They do not accurately convey pitch. For the 
transmission of Chant melodies, they rely on the capacious memory of singers, 
who are presumed to stand within a living aural tradition. What the signs do 
convey, in a way that the later square notes on the stave cannot, is precise rhythmic 
nuance. The signs show clearly which notes are structurally important, and which 
lightly ornamental, and they point to the correct pronunciation of the words. 
Study of these early neumatic signs greatly helps us to understand the meaning of 
this music, and ultimately therefore how better to praise God through it.

A particular debt of thanks is owed to Dr. Giedrius Gapsys for his invaluable 
help in the interpretation of the manuscript signs. Also specially to be thanked 
is Miss Margaret Kessack, who substituted for our own organist in several of the 
pieces recorded here.



Notes

1. Introit: Laetetur cor. 

The 1974 Graduale Romanum sets this wonderful piece as the Introit, or Entrance 
Chant at Mass, both for the Fourth and for the Thirtieth Weeks of the Year; also for 
Masses of Monastic Profession; and for the Feast of SS. Maurus and Placid, Patrons 
of Benedictine novices. The text leads us to the heart of monastic life, for St. Benedict 
defines the monk as one who “truly seeks God”. We are exhorted here to do that 
joyfully, for it is indeed a joyful thing to seek and to find God.
The Second Mode melody is clearly structured around the minor third interval 
between Re and Fa (or D and F), and makes extensive use of stock modal formulae. 
This makes the piece easy to learn by heart, and probably indicates also its great 
antiquity. The mood is entirely peaceful; yet within the almost static structure 
provided by the notes of recitation (Fa) and rest (Re), the musical ornaments ensure a 
continual sense of life, energy and forward movement.

Laetetur cor quaerentium Dominum: quaerite Dominum, et confirmamini: quaerite 
faciem eius semper. Ps. Confitemini Domino, et invocate nomen eius: annuntiate inter 
gentes opera eius (Ps 104:3,4 & 1).

Let the heart of all who seek the Lord rejoice: seek the Lord and be strengthened: 
seek his face always. Ps. Give praise to the Lord and call upon his name; declare his 
deeds among the nations.
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2. Kyrie “Fons bonitatis”

This is a “troped” Kyrie, given as Mass II in the Graduale Romanum. The text is ascribed 
to Tutilo (or Toutilo). He was born probably in Ireland in 850, and died in 915 as a 
Benedictine monk of St. Gall Abbey in Switzerland.

A “trope” is an interpolation into a liturgical text, whereby a Chant well established 
in the standard repertoire is embellished, or amplified, or ornamented with extra text, 
and sometimes with extra music. The genre of tropes was extremely popular and 
widespread throughout the Western Church from the ninth to the thirteenth centuries. 
In the example sung here, the notes of the original Chant, which is set in the third mode, 
remain unaltered. But in place of a single vowel sound stretching over the many notes of 
a flowing melisma, here words are inserted, supplying for each note a separate syllable 
of text. The nine-fold Kyrie thus becomes a fine Trinitarian prayer, with three petitions 
addressed to each of the Divine Persons. Several Greek words are interspersed amid the 
Latin text. The sixteenth century Council of Trent forbade the use of such tropes in the 
liturgy, but they still sometimes appear in extra-liturgical settings, such as the service of 
Benediction at Pluscarden.
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Kyrie, fons bonitatis, Pater ingenite, a 
quo bona cuncta procedunt: eleison.
Kyrie, qui pati natum mundi pro crimine, 
ipsum ut salvaret misisti: eleison.
Kyrie, qui septiformis dans dona 
Pneumatis, a quo caelum, terra replentur: 
eleison.
Christe, unice Dei Patris Genite, quem 
de Virgine nasciturum mundo mirifice 
sancti praedixerunt prophetae: eleison.
Christe hagie, caeli compos regiae, melos 
gloriae cui semper adstans pro numine 

Lord, source of all goodness, unbegotten 
Father, from whom all good things proceed: 
have mercy.
Lord, who sent your Son to suffer for 
the sins of the world, in order to save it: 
have mercy.
Lord, who give the gifts of the seven-fold 
Spirit by whom heaven and earth are filled: 
have mercy.
Christ, only-begotten Son of God the Father, 
who the holy prophets predicted would be 
wonderfully born from the Virgin into the 



3. Gradual: Laetatus sum (Psalm 121/122:1 and 7)

The “Gradual” is so named after the Gradual Psalms, or songs of Pilgrimage to 
Jerusalem, of which the Psalm quoted here is a notable example. A Gradual is not 
designed to accompany another liturgical action: it stands in the liturgy in its own 
right; part of the liturgy of the Word; a scriptural meditation conveyed by music. This 
particular Gradual is clearly a free composition, which makes minimal use of stock 
musical formulae. Most likely it achieved the form in which we have it now some time 
in the second half of the eighth century. The first part speaks of entering God’s house, 
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Angelorum decantat apex: eleison.
Christe caelitus adsis nostris precibus, 
pronis mentibus quem in terris devote 
colimus, ad te pie Iesu clamantes: 
eleison.
Kyrie, Spiritus alme, cohaerens Patri 
Natoque, unius usiae consistendo, flans 
ab utroque, eleison.
Kyrie, qui baptizato in Iordanis unda 
Christo, effulgens specie columbina 
apparuisti, eleison.
Kyrie, ignis divine, pectora nostra 
succende, ut digne pariter proclamare 
possimus semper: eleison.

world: have mercy.
Christ, holy one, sharer of the heavenly 
Kingdom, before whom the summit 
of the Angels, always standing in the 
divine presence, sing their song of glory: 
have mercy.
Christ, now in heaven, may you yet be 
present to our prayers, you whom we on the 
earth worship with our minds prostrate, as 
we cry to you, loving Jesus: have mercy.
Lord, kindly Spirit, united equally to the 
Father and the Son, abiding always in the 
same substance, breathing forth from each: 
have mercy.
Lord, who appeared under the form of a 
shining dove, when Christ was baptized in 
the waters of the Jordan: have mercy.
Lord, divine fire, inflame our hearts, so that 
we may be able always and worthily to 
proclaim you equally as we say: have mercy.



Laetatus sum in his quae dicta sunt mihi: 
in domum Domini ibimus.
Fiat pax in virtute tua: et abundantia in 
turribus tuis.

I rejoiced when it was said to me: ‘We will go 
to the house of the Lord’. 
Let peace reign within your walls, and 
abundance in your towers.
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or his presence. For the composer this is certainly something joyful, but also and 
above all solemn: well expressed by the typically large intervals of the seventh mode. 
There follows a prayer for the peace and prosperity of God’s Temple, understood as 
symbolising his holy Church and people. Here especially the Chant is broad, ample, 
soaring. We seem to hear a great yearning of heart, which is nevertheless full of 
confidence that the prayer will be heard.

4. Alleluia: Confitemini Domino (Psalm 104/105:1)

Just before the reading of the Gospel at Mass, the Alleluia Chant sings of Christ’s 
resurrection from the dead, adding a verse taken usually from the Psalms. The Alleluia 
sung here is an example of a truly joyful, even exuberant piece set in the second mode: 
traditionally, if incongruously, classified as the “sad” mode. A Chant in the second 
mode is structured around the minor third interval between dominant and tonic, or 
principal reciting note and final note. In this case, though, the melody continually 
escapes the narrow restrictions of this defining interval, as it expands freely over the 
range of a ninth.

Confitemini Domino, et invocate nomen 
eius: annuntiate inter gentes opera eius.

Give thanks to the Lord, and call upon his 
name: declare his deeds among the nations.



5. Hymn: Salve dies

This “Hymn to Sunday” is ascribed to Adam of St. Victor, an Augustinian Canon of the 
Parisian Abbey of St. Victor, who lived in the twelfth century. Adam was a renowned 
master of the Sequence form, of which this is a typical example. The melody changes after 
each pair of verses, with one note being assigned, for the most part, to each syllable of text. 
The verse makes strong use of both rhyme and accentuated rhythm. The 1983 Solesmes 
“Liber Hymnarius”, used at Pluscarden, assigns this hymn as an alternative option for 
Sunday Vigils in Weeks II and IV of the four-week cycle.

1. Salve dies, dierum gloria, 
dies felix Christi victoria,
dies digna iugi laetitia,
dies prima.
2. Lux divina caecis irradiat,
in qua Christus infernum spoliat,
mortem vincit et reconciliat
summis ima.
3. Sempiterni regis sententia
sub peccato conculsit omnia;
ut infirmis superna gratia
subveniret.
4. Dei virtus et sapientia
temperavit iram clementia,
cum iam mundus in praecipitia
totus iret.
5. Resurrexit liber ab inferis
restaurator humani generis,
ovem suam reportam umeris
ad superna.

1. Hail Day, glory of all days,
day made happy by Christ’s victory,
day worthy of our continuous rejoicing ,
first of all days.
2. A divine light sheds its rays on the blind,
the light of Christ despoiling the 
underworld;
he conquers death and reconciles
what is lowest with what is highest.
3. The judgement of the everlasting King
encloses all things under the title of sin;
but only so that supernal grace may come 
to the help
of those who have no strength.
4. The power and wisdom of God
has tempered anger with clemency,
even as the whole world was hurtling
towards destruction.
5. The restorer of the human race
has risen, free, from hell,
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6. Angelorum pax fit et hominum, 
plenitudo succrescit ordinum,
triumphantem laus decet Dominum,
laus aeterna.
7. Harmoniae caelestis patriae
vox concordet matris Ecclesiae,
“Alleluia” frequentet hodie
plebs fidelis.
8. Triumphato mortis imperio,
triumphali fruamur gaudio;
in terra pax, et iubilatio
sit in caelis.

bringing back on his shoulders his sheep
towards the heavenly heights.
6. The peace of Angels becomes the peace 
of men,
now in heaven the number of Angelic 
Orders is filled up;
to our triumphant Lord be ascribed praise:
eternal praise!
7. Let the voice of Mother Church be in 
concord 
with the harmony of the heavenly 
fatherland;
let the faithful people today
continually repeat
“Alleluia!”
8. Let us enjoy with triumphant rejoicing
the defeat of death’s domain;
let there be peace on earth,
and jubilation in heaven.

6. Sanctus V

The Sanctus of the Mass is sung after the Preface, and just before the Eucharistic Prayer, 
or Prayer of Consecration, through which bread and wine become the Body and Blood 
of Christ. This hauntingly beautiful setting, set in the fourth mode, well expresses the 
composer’s sense of God’s majesty, even as the liturgy announces his coming presence 
in holiness and power. With the crowds of Hebrew children on Palm Sunday, the 
assembly responds to the arrival of Jesus by crying “Hosanna!”
There was a huge mediaeval repertoire of Ordinary Mass Chants, that is, those Chants 
which set the unvarying texts of the Mass. The Solesmes monks in the nineteenth 



Sanctus, Sanctus, Sanctus Dominus Deus 
Sabaoth. Pleni sunt caeli et terra gloria 
tua. Hosanna in excelsis. Benedictus qui 
venit in nomine Domini. Hosanna in 
excelsis.

Holy, Holy, Holy Lord God of hosts. Heaven 
and earth are full of your glory. Hosanna in 
the highest. Blessed is he who comes in the 
name of the Lord. Hosanna in the highest.
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century made their own selection from this vast store, which they then classified in 
standard sets: a classification which remains to this day in the Graduale Romanum. The 
Sanctus Chant sung here is thus assigned to “Mass V”. 

7. Hymn: Lucis Creator. 

A Hymn for Sunday Vespers in the Eighth mode, dating to the time of St. Gregory the 
Great.
1. Lucis Creator optime, lucem dierum 
proferens,
primordiis lucis novae mundi parans 
originem.
2. Qui mane iunctum vesperi Diem 
vocari praecipis:
Tætrum chaos illabitur; Audi preces cum 
fletibus.
3. Ne mens gravata crimine Vitæ sit exsul 
munere,
Dum nil perenne cogitat Seseque culpis 
ílligat.
4. Cælorum pulset intimum vitale tollat 
praemium;
vitemus omne noxium purgemus omne 

1. O excellent Creator of the light, bringing 
forth the light of days,
and preparing the origin of the world with 
the first appearance of new light.
2. You commanded that morning joined to 
evening be called Day:
Horrid chaos is now creeping back upon us: 
hear our tearful prayers.
3. Let not our mind weighed down with sin 
be estranged from the gift of life, 
while it has no thought for anything eternal 
and entangles itself in guilt.
4. Instead may it knock at the inner reaches 
of heaven and obtain the prize of life; 
may we avoid everything harmful and be 



11

pessimum.
5. Præsta, Pater piissime, Patrique 
compar Unice,
cum Spiritu Paraclito, regnans per omne 
saeculum. Amen.

cleansed from everything that is bad.
5. Grant this, most loving Father, and You, 
who alone are equal to the Father, 
with the Spirit, the Paraclete, reigning for all 
eternity. Amen.

8. Introit: In voluntate tua (Esther 13:9 - 11 [Vulgate]. Psalm 118:1)

As Queen Esther prepares, at risk of her life, to enter the presence of the Persian King, 
in order to intercede for her people, her foster father Mordecai prays to God. The text 
of his prayer is transmitted only in the Greek version of the Book of Esther, followed 
by the Latin Vulgate. Behind the noble and religious sentiments sung here, there lurks 
the threat of imminent genocide. So the Chant is grave, solemn, slow moving; but 
also supremely dignified, and achingly beautiful. No one singing this at the Entrance 
procession into Mass could imagine that they are about to enter upon something 
trivial, or light weight; nor would they easily under-estimate the greatness, majesty and 
mystery of the God we worship. The modality of this Chant shifts at the end from the 
second to the fourth mode. This Chant is set in the fourth mode.

In voluntate tua, Domine, universa sunt 
posita, et non est qui possit resistere 
voluntati tuae: tu enim fecisti omnia, 
caelum et terram, et universa quae 
caeli ambitu continentur: Dominus 
universorum tu es. 
Psalm: Beati immaculati in via: qui 
ambulant in lege Domini.

Everything is subject to your will, O Lord, 
and no one can resist your will: for you 
made all things, the heaven and the earth, 
and all that is contained under the vault 
of the sky; you are the Master of the whole 
universe.
Psalm: Blessed are those whose way is 
blameless, who walk in the law of the Lord.
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9. Kyrie IIIA (Rector cosmi pie)

A nine-fold “Kyrie” set in the second mode. Nobody knows when or where it was 
composed. At some point around the tenth century a trope was composed, fitting words 
to each of the notes to be sung. This trope has been transmitted to us in manuscripts 
of the eleventh century, together with the music set out above the words on a four line 
stave. Removing the ornamental words, then, we have access to the Kyrie in its original 
form.

10. Gradual: Unam petii (Psalm 26/27:4)

The monk could be defined as one who has chosen to seek “one thing” in preference 
to all other good things in life. For St. Augustine, all Christian prayer has to have 
essentially this same one object: to live with God, to see God, to enter his presence, to 
share his life forever. The setting of this Gradual Chant makes extensive use of typical 
formulae of the fifth mode.

Unam petii a Domino, hanc requiram, ut 
inhabitem in domo Domini. Ut videam 
voluptatem Domini: et protegar a templo 
sancto eius.

One thing have I asked of the Lord, this will 
I seek after; that I might dwell in the house 
of the Lord. That I might gaze upon the 
Lord’s delight, and be sheltered in his holy 
temple.
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11. Alleluia: De Profundis (Psalm 129/130:1-2)

Out of the depths of his passion, and even out of the depths of death, Jesus cried out 
to his Father, and his prayer was heard. From the deepest pain, sorrow, anguish, loss, 
humiliation, even annihilation, there came forth the abundance of life, glory, joy, 
redemption, mercy, forgiveness, communion, heavenly bliss without end: into all of 
which we are invited to enter. This is the faith of the Church; our faith: Alleluia! The 
seventh mode Chant here celebrates this as if in a serene and contemplative ecstasy. 
Nothing could be further removed from the funereal tears with which the text of Psalm 
129 is usually associated.

De profundis clamavi ad te, Domine: 
Domine exaudi vocem meam.

Out of the depths have I cried to you O 
Lord, Lord hear my voice.

12. Offertory: Recordare (Esther 14:12-13)

According to the Greek text of Esther, after the Prayer of Mordecai, Queen Esther 
herself prays. Feeling utterly alone, though knowing also that she is the only hope of 
her people, she turns to God. The Church takes up Esther’s words at the Offertory 
of the Mass, which is her own great act of intercession, one with the intercession of 
Jesus. In this context, it’s natural for the singers to understand Esther’s heathen King as 
a figure of God the Father. The Chant is set in the First Mode; with the prayer soaring 
up as it gains in boldness. But at the end, the Second Mode becomes firmly established 
in a long drawn-out play between Re and Fa (or D and F). It’s as if, in the intensity of 
the moment, the singers cannot bear to leave off their earnest and urgent petition for 
divine favour.
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Recordare mei, Domine, omni 
potentatui dominans; da sermonem 
rectum in os meum, ut placeant verba 
mea in conspectu principis.

Remember me, O Lord, you who have 
power over every ruling authority: put the 
right words on my lips, so that my words 
may be pleasing in the sight of the King.

13. Communion: Multitudo languentium (Luke 6:17-19; Psalm 33:16,19).

As the multitudes of sick came to Christ to be healed during his earthly ministry, so 
now the spiritually sick and poor come to him in the Sacrament, confident of finding 
there the same healing and life-giving power. This Communion Antiphon is sung 
also, most appropriately, on the feast of the Curé d’Ars, whose imitation of his divine 
Master included the gift of both physical and spiritual healing. The setting employs 
second mode melodic formulae with great effect. To be noted especially is the soaring 
treatment of the phrase about power coming out of him: “quia virtus de illo exiebat”.

Antiphon: Multitudo languentium, et 
qui vexabantur a spiritibus immundis, 
veniebant ad eum: quia virtus de illo 
exiebat, et sanabat omnes. Psalm verse: 
Oculi Domini super iustos, et aures 
eius in clamorem eorum. Antiphon: 
Multitudo languentium. Psalm verse: 
Iuxta est Dominus iis, qui contrito sunt 
corde, et confractos spiritu salvabit. 
Antiphon: Multitudo languentium. 

Antiphon: A great multitude of the sick, 
and of those who were afflicted by unclean 
spirits, came to him. For power went out 
from him, he healed all of them. Psalm 
verse: The eyes of the Lord are on the just, 
and his ears turned towards their cry. 
Antiphon: A great multitude. Psalm verse: 
The Lord is close to those whose hearts are 
crushed; and he will save those who are 
broken in spirit.
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14. Introit: Iustus es Domine (Psalm 118 (119):137,124 and 1)

This rather brief but very fine Introit is set in the First Mode. The clean, strong lines of 
the text are echoed in the noble simplicity and dignity of the music. The Antiphon falls 
into two parts, combining as it does two verses from Psalm 118 (119). The first verse 
quoted emphasises God’s justice, the second, his mercy. 

The opening phrase, a stock formula of this mode, is ample and solemn. The Chant 
here addresses Almighty God, first of all with an affirmation of faith, pronounced with 
emphasis and certitude. The piece comes to its midway point on a high cadence, which, 
while entirely solid, still awaits and expects development. The second part takes the 
upward movement even further, to the soaring heights (“fac cum servo tuo”). Here we 
make a daring request of God, asking for his mercy: and we do so with bold confidence. 
As we sing of God’s mercy. the piece returns gently to rest, in peace, on tonic Re.

Iustus es Domine, et rectum iudicium 
tuum: fac cum servo tuo secundum 
misericordiam tuam.
Ps. Beati immaculati in via: qui ambulant 
in lege Domini.

You are just, O Lord, and your saving 
judgement is upright; deal with this servant 
of yours according to your mercy. Ps. Blessed 
are those whose way is blameless, who walk 
in the law of the Lord.

15. Responsory: Homo quidam. (Luke 14:16-17; Proverbs 9:5)

This piece is sometimes sung at Pluscarden as a Eucharistic meditation during 
Exposition of the Blessed Sacrament. Its original setting was the Office of Vigils on 
the feast of Corpus Christi, where it served as a Responsory for the eighth of the 
twelve readings. The sixth mode melody was adapted in the thirteenth century for this 
text from an earlier Responsory with different words. Its composition is attributed 
to Aynard, first Abbot of the Benedictine monastery of Saint Pierre-sur-Dives in 
Normandy. Aynard died in 1078.
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Homo quidam fecit cenam magnam, et 
misit servum suum hora coenae dicere 
invitatis, ut venirent. * Quia parata sunt 
omnia. Venite, comedite panem meum, 
et bibite vinum quod miscui vobis. * 
Quia parata sunt omnia. Gloria Patri et 
Filio, et Spiritui Sancto. * Quia parata 
sunt omnia. 

A certain man made a great feast, and sent 
his servant at the hour of the dinner to tell 
those invited to come. * Because everything 
has been prepared. Come, eat my bread, 
and drink the wine which I have mixed 
for you. * Because everything has been 
prepared. Glory be to the Father and to 
the Son and to the Holy Spirit. * Because 
everything has been prepared. 

16. Antiphon: Da pacem Domine 

A brief non-scriptural Antiphon or prayer in the Second Mode. The text dates from the 
time of Pope St. Gregory the Great (early 7th c.). This brief Chant is rather often sung 
at Pluscarden to ask for the gift of peace in our world.

Da pacem, Domine, in diebus nostris: 
quia non est alius qui pugnet pro nobis, 
nisi tu Deus noster.

Grant peace O Lord in our days: for there 
is no one to fight for us, except you, O Lord 
our God. 

17. Communion: Gustate et videte (Psalm 33/34:9)

Already from the late eighth century, the developed tradition of Gregorian Chant came to 
supply a different Communion Chant for every Sunday and major Feast of the year. But 
it would seem, from the descriptions given in early rituals, that the first centuries of the 
Church, in both East and West, knew of only one Communion Chant. This was Psalm 33, 
sung with this Antiphon between its verses. In Greek there is a play on words, since the 
Greek for “sweet” is “chrestos”. So the text could sound as if it meant: “Taste and see that 
Christ is the Lord.” In the Latin tradition, the Chant is sung in the third mode.
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Antiphon: Gustate et videte, quoniam suavis est Dominus; beatus vir, qui sperat in eo.
O taste and see how gracious the Lord is; blessed is the man who trusts in him.
Verse: Benedicam Dominum in omni tempore, semper laus eius in ore meo.
I will bless the Lord at all times: his praise will always be in my mouth.

18. Responsory: Adoremus in aeternum

A simple fifth mode piece commonly sung at Benediction.

Antiphon: Adoremus in aeternum 
sanctissimum Sacramentum. Psalm 
116: Laudate Dominum omnes gentes: 
laudate eum omnes populi. Quoniam 
confirmata est super nos misericordia 
eius; et veritas Domini manet in 
aeternum. Response: Adoremus. Gloria 
Patri et Filio, et Spiritui Sancto. Sicut 
erat in principio et nunc et semper; et in 
saecula saeculorum, Amen. Response: 
Adoremus. 

Let us adore for ever the most holy 
Sacrament. Psalm 116: Praise the Lord all 
you nations; praise him all you peoples. For 
his loving kindness is established over us, 
and the truth (fidelity) of the Lord abides 
for ever. Glory be to the Father, and to the 
Son, and to the Holy Spirit. As it was in the 
beginning, is now and ever shall be, world 
without end, Amen.

19. Hymn: Rerum Deus.

This lovely hymn in the first mode is set in the current liturgical books for First Vespers 
of Sundays in Ordinary Time, on alternate weeks. It is dated to some time around the 
ninth to tenth centuries.
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1. Rerum, Deus, fons omnium, qui, rebus 
actis omnibus,
totius orbis ambitum censu replesti 
munerum.
2. Ac, mole tanta condita, tandem 
quietem diceris
sumpsisse, dans laboribus ut nos levemur 
gratias:
3. Concede nunc mortalibus deflere vitæ 
crimina,
instare iam virtutibus et munerari 
prosperis,
4. Ut cum tremendi iudicis horror 
supremus coeperit,
lætemur omnes invicem pacis repleti 
munere.
5. Præsta, Pater piissime, Patrique 
compar Unice,
cum Spiritu Paraclito, regnans per omne 
saeculum. Amen.

1. O God, source of all things, who, when all 
creation had been completed,
filled the whole circle of the world with its 
assignment of blessings.
2. And, having established this great mass, 
at last are said to have taken rest,
Granting respite thereby to us labourers, 
that we may be refreshed:
3. Grant that we mortals may now weep 
over the sins of our life,
apply ourselves henceforth to the virtues, 
and be rewarded with good things;
4. So that when the final terrifying moment 
of the dread judge arrives,
we may all rejoice together, filled with the 
gift of his peace.
5. Grant this, most loving Father, and you 
his only Son, equal to the Father, 
together with the Spirit the Paraclete, 
reigning for ever. Amen.

20. Introit: In excelso throno (cf. Daniel 7:9-14; also Isaiah 6:1-3. Psalm 99:1)

The thirteenth century mystic Saint Mechtild of Hackeborn was principal Chantress 
in her monastery. One day after singing this Introit she saw the Lord Jesus on the Altar 
as on a royal throne, saying, “Behold me here with all my divine power, to heal all your 
wounds.” But Mechtilde thought, “Oh, if he would offer a perfect praise to God the 
Father for me, I should be far more content.” Our Lord replied, “This sorrow of your 
heart in never being able to praise God as much as you desire is precisely the wound I 
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wish to heal, in supplying myself for your incapacity.” 
The chant is assigned to the first week of the Year. Most appropriately, it is set in the 
eighth mode: the mode of Royal majesty, of triumphant solemnity, of adoration in the 
presence of God.

In excelso throno vidi sedere virum, 
quem adorat multitudo angelorum, 
psallentes in unum: ecce cuius imperii 
nomen est in aeternum. Psalm: Iubilate 
Deo, omnis terra; servite Domino in 
laetitia.

I saw a man sitting on a very high throne. 
A multitude of angels was adoring him, 
singing in perfect unison: Behold him whose 
name has power for ever. Psalm: Sing out 
to God, all the earth. Serve the Lord in 
gladness. I saw a man.

21. Gloria XI

The second mode setting of the Gloria is normally sung on Sundays in Ordinary time.

Gloria in excelsis Deo, et in terra pax 
hominibus bonae voluntatis. Laudamus 
te. Benedicimus te. Adoramus te. 
Glorificamus te. Gratias agimus 
tibi propter magnam gloriam tuam. 
Domine Deus, Rex caelestis, Deus Pater 
omnipotens. Domine Fili unigenite, 
Iesu Christe. Domine Deus, Agnus Dei, 
Filius Patris. Qui tollis peccata mundi, 
miserere nobis. Qui tollis peccata mundi, 
suscipe deprecationem nostram. Qui 
sedes ad dexteram Patris, miserere nobis. 
Quoniam tu solus Sanctus, Tu solus 

Glory to God in the highest, and on earth 
peace to people of good will. We praise you, 
we bless you, we adore you, we glorify you, 
we give you thanks for your great glory, 
Lord God, heavenly King, O God, almighty 
Father. Lord Jesus Christ, Only Begotten 
Son, Lord God, Lamb of God, Son of the 
Father, you take away the sins of the world, 
have mercy on us; you take away the sins of 
the world, receive our prayer; you are seated 
at the right hand of the Father, have mercy 
on us. For you alone are the Holy One, you 
alone are the Lord, you alone are the Most 
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Dominus, Tu solus Altissimus, Iesu 
Christe. Cum Sancto Spiritu: in gloria 
Dei Patris. Amen.

High, Jesus Christ, with the Holy Spirit, in 
the glory of God the Father. Amen. (Official 
English translation by ICEL)

22. Offertory: Oravi (cf. Daniel 9)

The people of Israel are in exile in Babylon. Following its conquest by Cyrus; this is 
now ruled over by the Medes. Daniel the Prophet, glimpsing the ray of hope this offers, 
comes before the Lord in earnest prayer. He acknowledges the sins of his people, and 
the justness of their punishment. Nevertheless, he asks that their exile may be ended, 
and the Temple in Jerusalem rebuilt. An abbreviated summary of Daniel’s prayer 
is set to Gregorian Chant, to be sung at Mass, as the Altar is being prepared for the 
Eucharistic sacrifice. Adapted for the Christian liturgy, the prayer asks God the Father 
to look on the intercession of his Son, and for his sake, to have mercy on his people. 
The Chant is set in the fourth mode. The opening is low, reverent, contemplative. But 
at the word “Exaudi” - “Hear!” - the melody soars upwards, as if with an insistent cry. 
This becomes ever more bold, as the Prophet brings the wretched state of Jerusalem, 
her Temple and her people before the Lord. The Chant ends with an achingly beautiful 
melisma, prolonging the final word “Deus” - “O God” - the One whom the Prophet 
addresses, and contemplates, and fears, and loves.

Oravi Deum meum ego Daniel, dicens: 
Exaudi, Domine, preces servi tui: 
illumina faciem tuam super sanctuarium 
tuum: et propitius intende populum 
istum, super quem invocatum est nomen 
tuum, Deus.

I prayed to my God, I, Daniel, and I said: 
‘Hear, O Lord, the prayers of your servant, 
and cause your face to shine upon your 
Sanctuary. Look with forgiveness upon this 
people, over whom your name has been 
invoked, O God’.



21

23. Agnus Dei V 

Just before Holy Communion, as the Priest breaks the Consecrated Host and puts a 
particle of it into the Chalice, the Choir sing to Christ the Lamb of God who was slain 
for us, and who is adored in heaven and on earth with hymns of victory. In this setting, 
the same fourth mode melody is sung at each invocation, with a slight variation at the 
end for the words “dona nobis pacem”.

Agnus Dei, qui tollis peccata mundi: 
miserere nobis. Agnus Dei, qui tollis 
peccata mundi: miserere nobis. Agnus 
Dei, qui tollis peccata mundi: dona nobis 
pacem.

Lamb of God, you take away the sins of the 
world, have mercy on us. Lamb of God, you 
take away the sins of the world, have mercy 
on us. Lamb of God, you take away the sins 
of the world, grant us peace.

24. Te Deum 

This ancient hymn of praise and thanksgiving is generally attributed to Nicetas, Bishop 
of Remesiana, who died in 414. The Rule of St. Benedict (6th c.) prescribes that it be 
sung at Vigils every Sunday and Solemn Feast Day. That custom is still observed in the 
modern Roman Liturgy.

The Te Deum falls into three parts. Analysing these parts, we see unfolding before 
us an evolution of both text and melody.

The first part is addressed to God the Father, ending with brief mention of God the 
Son and Holy Spirit. Some of these verses are very close to a prose passage written in 
the year 252, by St. Cyprian of Carthage. Some scholars have speculated that the words 
of St. Cyprian could well be dependent on our hymn, rather than vice versa, in which 
case it would be as old as the third or even second century. According to that view, the 
second part of the Te Deum, as we now have it, would have been added, perhaps by 
Nicetas, in the early fifth century.
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Clearly, the melody of the first part is very ancient. The mode is pre-Gregorian: known 
by convention as “Mode D”. A reciting note of D is ornamented by a whole step above 
(E) and a whole step below (C). Compare, for example, the Mass Preface Dialogue 
“Dominus vobiscum ... Sursum corda”. Our four-line Gregorian stave, devised around 
the year 1000, sets these notes on the degrees Sol, La, Ti. Two other notes in these 
verses are heard: at the top, Do, and at the bottom, Mi. So we have in these verses five 
notes: the elements of the archaic pentatonic scale.

Then there is a change. The object of address becomes not God the Father, but 
Jesus Christ the Lord: “Tu rex gloriae Christe”. Where before, the final note of each 
phrase descended only one tone, from La to Sol, now it descends a minor third below 
that, to Mi. We still hear nothing but the elements of the Pentatonic scale: but now “Mi” 
is becoming established as a second structural note, a tonic to the dominant “La”, as 
would become typical of developed Gregorian Chant. Both text and music, then, point 
to a later period of composition for this second part.

Then another change occurs, a further, and presumably even later, development. 
At the words “Æterna fac”, for the first time we leave the pentatonic scale. Now the new 
notes Fa, Re and bottom Do are introduced. As for the text: for the rest of the Hymn, 
a selection of verses from the Psalms are tacked on, as if in an appendix. And soon 
we hear another important modal innovation, as the note “Mi” is used, not just for 
a final cadence, but as a true note of recitation (“Salvum fac populum”). Our archaic 
mode of D has now evolved into the form of what will become the standard Gregorian 
fourth Mode. “Per singulos dies” brings back the archaic modality of the second part 
of the Hymn: as if a repeated Psalm tone follows the tone of an Antiphon. This new 
Antiphon-like tone is repeated in the final verse “In te, Domine, speravi”. Once again 
here we have the scale of the fully developed fourth Gregorian mode.
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Te Deum laudámus: te Dóminum 
confitémur. 
Te ætérnum Patrem, omnis terra 
venerátur. 
Tibi omnes ángeli, tibi cæli et univérsæ 
potestátes:
tibi chérubim et séraphim incessábili 
voce proclámant: 
Sanctus, Sanctus, Sanctus Dóminus Deus 
Sábaoth. 
Pleni sunt cæli et terra maiestátis glóriæ 
tuæ.
Te gloriósus Apostolórum chorus, 
te prophetárum laudábilis númerus, 
te mártyrum candidátus laudat exércitus. 
Te per orbem terrárum sancta confitétur 
Ecclésia, 
Patrem imménsæ maiestátis; 
venerándum tuum verum et únicum 
Fílium; 
Sanctum quoque Paráclitum Spíritum.
 Tu rex glóriæ, Christe. 
Tu Patris sempitérnus es Fílius. 
Tu, ad liberándum susceptúrus 
hóminem, non horruísti Vírginis úterum. 
Tu, devícto mortis acúleo, aperuísti 
credéntibus regna cælórum.
Tu ad déxteram Dei sedes, in glória 
Patris. Iudex créderis esse ventúrus. 
Te ergo, quaesumus, tuis fámulis súbveni, 

We praise you as God: we confess you as 
Lord.
All the earth venerates you, the eternal 
Father.
All the angels, the heavens and all the 
powers,
the cherubim and seraphim, with unceasing 
cry proclaim you:
“Holy, Holy, Holy Lord God of Hosts.
The heavens and the earth are full of the 
majesty of your glory.”
The glorious choir of the Apostles; the 
praiseworthy number of prophets;
the shining army of the martyrs praises you.
Holy Church through all the earth 
proclaims you:
Father of limitless majesty; 
and your true and only Son worthy of 
veneration;
also the Holy Spirit the Paraclete.
 You are the King of glory, O 
Christ.
You are the Father’s eternal Son.
You who, in order to set us free, taking up 
human nature, 
did not disdain the womb of the Virgin.
You overcame the sting of death, and 
opened the kingdoms of the heavens for 
believers.
You sit at the right hand of God, in the glory 
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quos pretióso sánguine redemísti. 
 Ætérna fac cum sanctis tuis in 
glória numerári.
Salvum fac pópulum tuum, Dómine, et 
bénedic hereditáti tuæ;
Et rege eos, et extólle illos usque in 
ætérnum (Ps 27/28:9).
Per síngulos dies benedícimus te; 
et laudámus nomen tuum in saeculum, et 
in saeculum saeculi (Ps 144/145:2).
Dignáre, Dómine, die isto sine peccáto 
nos custodíre. 
Miserére nostri, Dómine, miserére nostri 
(Ps 122/123:3).
Fiat misericórdia tua, Dómine, super 
nos, quemádmodum sperávimus in te 
(Ps 32/33:22).
In te, Dómine, sperávi: non confúndar in 
ætérnum (Ps 70/71:1).

of the Father.
You are believed to be the Judge who is to 
come.
Therefore, we beseech you, come to the help 
of your servants,
whom you have redeemed with your 
precious blood.
 Number us with your saints in 
eternal glory.
Save your people, O Lord, and bless your 
inheritance.
And rule them, and lift them up to eternity 
(Ps 27/28:9).
Each day we bless you;
and we praise your name forever, and for 
ages of ages (Ps 144/145:2).
Deign, O Lord, to keep us this day without 
sin.
Have mercy on us, O Lord, have mercy on 
us (Ps 122/123:3).
Let your mercy be upon us, O Lord,
as we have hoped in you (Ps 32/33:22).
In you, O Lord, have I placed my hope: 
may this hope never be confounded (Ps 
70/71:1).
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25. Trope: Ave verum

This beautiful Chant of Eucharistic devotion comes from the later Middle Ages. It 
is a poetic and musical extension of the sixth mode Sanctus and Benedictus, set in 
our modern Graduale Romanum as Mass VIII: the well-known “Missa de Angelis”. 
Probably the piece was originally designed to be sung by the Choir during the words 
of Consecration, and at the Elevation. The text, which would later be set to music by 
Mozart and by many other composers, is marked by both rhyme and strong rhythm. It 
is attributed to Innocent VI, who was Pope in Avignon from 1352-1362. The three final 
invocations of Jesus recall the three invocations of Mary at the end of the Salve Regina.

Ave verum Corpus natum de Maria 
Virgine:
Vere passum, immolatum in Cruce pro 
homine:
Cuius latus perforatum fluxit aqua et 
sanguine.
Esto nobis praegustatum mortis in 
examine.
O Iesu dulcis!
O Iesu pie!
O Iesu fili Mariae.

Hail true Body born of Mary;
Body which truly suffered, which was 
sacrificed on the Cross for mankind;
Whose pierced side poured forth water and 
blood.
Be for us a foretaste, when we come to the 
final Test of death.
O sweet Jesus!
O loving Jesus!
O Jesus, son of Mary.
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26. Hymn: Te decet.

St. Benedict mentions this brief Hymn, or exclamation, which today, as in the sixth 
century, is sung after the Gospel at Vigils, balancing the Te Deum, which is sung before. 
This Chant has a range of ten notes. It is nevertheless assigned to the normally modest 
Second Mode.

Te decet laus, te decet hymnus, tibi gloria 
Deo Patri et Filio, cum Sancto Spiritu, in 
saeculorum, Amen.

Praise is fitting for you; a hymn is fitting for 
you; glory be to you O God the Father and 
the Son, with the Holy Spirit, for ever and 
ever, Amen.

27. Hymn: Sub tuum

The oldest known prayer to the Blessed Virgin Mary is found preserved on a papyrus 
fragment now in the Rylands Library, Manchester. Written in Greek, it is dated as early 
as the third century. Already it contains the title “Mother of God”; addresses our Lady 
directly, and acknowledges her power to save. The Latin translation from the early 
Middle Ages is frequently sung at Pluscarden. Its seventh mode Gregorian setting is 
very simple, almost syllabic, yet well able to convey confidence, devotion, and love.

Sub tuum praesidium confugimus sancta 
Dei genetrix. Nostras deprecationes 
ne despicias in necessitatibus. Sed a 
periculis cunctis libera nos semper, Virgo 
gloriosa et benedicta.

We fly to your protection, holy Mother of 
God! Do not despise our prayers, which we 
make in extreme circumstances; but liberate 
us from all dangers always, O glorious and 
blessed Virgin.
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28. Magnificat (Luke 1:46-55)

The Canticle of Our Lady is sung as the high point of Vespers each day. Here we sing 
it in the eighth mode, with the ferial Antiphon given for Monday Vespers in Ordinary 
time.

Antiphon: Magnificat anima mea 
Dominum, quia respexit Deus 
humilitatem meam.
Magnificat anima mea Dominum, *
 et exsultavit spiritus meus in 
Deo salvatore meo, 
quia respexit humilitatem ancillæ suæ. *
 Ecce enim ex hoc beatam me 
dicent omnes generationes,
quia fecit mihi magna, qui potens est, *
 et sanctum nomen eius,
et misericordia eius in progenies et 
progenies *
 timentibus eum.
Fecit potentiam in brachio suo, *
 dispersit superbos mente 
cordis sui;
deposuit potentes de sede *
 et exaltavit humiles;
esurientes implevit bonis *
 et divites dimisit inanes.
Suscepit Israel puerum suum, *
 recordatus misericordiæ, 
sicut locutus est ad patres nostros, *

My soul magnifies the Lord, for he has 
regarded my low estate.
My soul magnifies the Lord,
and my spirit rejoices in God my Saviour,
for he has regarded the low estate of his 
handmaiden.
For behold, henceforth all generations will 
call me blessed;
for he who is mighty has done great things 
for me,
and holy is his name,
and his mercy is from generation to 
generation
on those who fear him.
He has shown strength with his arm,
he has scattered the proud in the 
imagination of their hearts,
he has put down the mighty from their 
thrones,
and exalted those of low degree;
he has filled the hungry with good things,
and the rich he has sent away empty.
He has helped Israel his servant, 
in remembrance of his mercy,
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Abraham et semini eius in sæcula.
Gloria Patri et Filio, *
et Spiritui Sancto. 
Sicut erat in principio et nunc et semper; 
*et in saecula saeculorum, Amen. 

as he spoke to our fathers, 
to Abraham and to his posterity for ever.
Glory be to the Father, and to the Son, 
and to the Holy Spirit. 
As it was in the beginning, is now and ever 
shall be, 
world without end, Amen.

29. Prayer: Salve Regina

This Marian Prayer is sung at Pluscarden every night as the last prayer of the day, 
from Pentecost to Advent, with the Solemn tone used on Sundays and Feasts. It was 
composed some time in the eleventh century: after the canon of Gregorian Chant, 
strictly so called, had already been completed. The late composition is manifest in the 
text itself, which seems to be purely devotional, not fitting naturally anywhere into 
the liturgy. It lacks the strict rhythm proper to a hymn, yet already the use of rhyme 
is appearing, with the same “e” sound completing each phrase: misericordiae; salve, 
Evae; valle; converte; ostende. And each time we hear this rhyme, we hear also the 
same cadence on the tonic Re or D.
Both words and music are commonly attributed to Hermanus Contractus, “Herman 
the lame”, a Benedictine monk of Reichenau in South Germany, who lived from 1013 
to 1054. Whether by him or not, the Salve Regina was both popular and widespread 
in the late eleventh century. It was even adopted as the official war song of the army in 
the First Crusade.
The text is set, very appropriately, in the majestic first mode. The celebrated opening 
phrase is unique in the repertoire. The first note is sung, as it were out of the blue, 
on the high Dominant La or A. Then comes a fifth descent, passing from La to Re, 
from Dominant to Tonic: somehow evoking the atmosphere of both fervent devotion 
and absolute confidence. Mary is addressed in the second section, “vita” - “our life” - 
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with the same musical phrase. All that follows well deserves close attention, for this 
is a composition of the highest artistry. The devotion to Mary it expresses, although a 
century before St. Bernard, is fully developed: ardent, intense, personal. Both words 
and music carry us up to the height of heaven, and into the depths of our misery, 
traversing the musical range of an eleventh. Yet also the whole is serene, peaceful, 
solemn, dignified, recollected.
The piece ends with three “O”s, and three descriptive adjectives. In a crescendo of 
devotion and confidence and appeal, the first “O” has two notes, the second four, the 
third twelve. Then finally, as the conclusion to the whole piece, in the very last word, 
as if keeping the best until last, we pronounce, in all simplicity, the holy Name of Mary.

Salve, Regina, mater misericordiae; 
vita, dulcedo, et spes nostra, salve. Ad 
te clamamus, exsules filii Evae. Ad te 
suspiramus, gementes et flentes in hac 
lacrimarum valle. Eia ergo, advocata 
nostra, illos tuos misericordes oculos 
ad nos converte. Et Iesum, benedictum 
fructum ventris tui, nobis post hoc 
exsilium ostende. O clemens, O pia, O 
dulcis Virgo Maria.

Hail, holy Queen, mother of mercy; hail, 
our life, our sweetness and our hope! To you 
do we cry, poor banished children of Eve; to 
you do we send up our sighs, mourning and 
weeping in this vale of tears. Turn them, 
most gracious advocate your eyes of mercy 
towards us; and after this our exile. show to 
us the blessed fruit of your womb, Jesus. O 
clement, O loving, O sweet Virgin Mary.
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