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INTRODUCTION

The Elévation au St Sacrement,00 amantissime salvator noster Jesu dulcisO (H. 264) was written
by MarcAntoine Charpentier (1648704) during the 1690s, while the composer was employed
by the Jesuits at the Church of St. Louis in Pariss gdtit motet is scored for high tenptenor,
bass, and continuo. It is a setting of a passionate prayer of adoration, supplication, and contrition
for use at the elevation of the sacrament during the Mass or at other devotional services, such as
at the ppular evening service Stiut. The text Oyou have given us for food and drink the bread
of angels and the wine of the elect, your very body and bloodO aligns the prayer most directly
with the Mass and the moment of transubstantiation.

There are two wsions of OO amantissime salvator noster Jesu dulcisO by Charpentier (H. 264
and H. 264@®oth located in CharpentierOs autograph manuscript colleEtonRZs. Vm
259). An analysis of the handwriting, as well as other evidence such as annotatitires and
musical style, strongly suggest that, contrary to earlier thinking, H. 264a (locatgdan[b])
pre-dates H. 264 (located wahier LXIII). H. 264, which forms the basis of this edition, should
therefore be regarded as a revised version of thaarigotet. Variants between this version and
H. 264a are given in the critical notes.

Sources

H. 264:F-Pn RZs. VM 259 (24):cahier LXIII (volume 24), folios 33¢34r (Meslanges
autographes).

H. 264a:F-Pn RZs. VM 259 (27):cahier [b] (volume 27), fdios 45r47r (Meslanges
autographes).

The Meslanges autographes (F-Pn RZs. Vm 259)is a collection 028 volumes of
CharpentierOs musidgstually all written in the composerOs hand, and housed in the Bibliotheque
Nationale de France. It comprid®g seies ofcahiers: one numbered-I5 with Arabic
numerals (known as ti@renchO series); ththernumbered-LXXV with Roman numerals
(known as th@©Roman series@lthough the two series were largely compiled both concurrently
and chronologically, thushabling the dating of works within the manuscript collection, certain
anomalies arise in the handwriting, paper, watermarks and annotations which suggest that some
pieces were later revised or newly written and placed within either series, thus altering ou
understanding of the chronological sequenceibiers within the autograph manuscript.

! For further information about chronology s€@atherine Cessasfarc-Antoine Charpentier (Paris: Fayard, 2004
C. Jane Gosin&Questions of Ctinology in MareAntoine CharpentierOs OMeslanges AutographesO: An
Examination of Handwriting Styles@urnal of Seventeenth-Century Music 12, no. 1 (2006)n(tp://sscm
jscm.press.uiuc.edwl2/nol/gosine.htr)j Laurent Guillo, OLes Papiers ~ musique imprim2s)@e de musicologie
87 (2001): 30869; H. Wiley HitchcockLes Euvres de Marc-Antoine Charpentier: catalogue raisonné (Paris:
Picard, 1982); Hitchcock, OLes Tuvres de Matntoine Charpentier: postscriptum B, un catalogue@ie de
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As discussed in my article in tHeurnal of Seventeenth-Century Music,” cahier [b] (which
contains H. 264a), includes five works by Charpentier copied in the @@®eas they appear in
cahier LXIII:

H. 7a: an incomplete Mass setting (including just a fragment of the Agnus Dei);

H. 365a: a motet in honor of St. Louln honorem Sti LudoviciO (which isteorter  version
of the mote(H. 365)found incahier [b];

H. 213a a setting of Psalm 12@De profundisO (H. 2&@ms part of theompletemass setting
(H. 213)in cahier LXI);

H. 364a: getit motet OPour le S[aint] EspritO; and

H. 264a: OElation ~ 3 voix par[eilles]O (entitled OElevation au St Saaneircahier LXII).

Annotations incahier [b] refer to other versions of the worlr example, ofolio 41" of
cahier [b], the instructions Ojusque ka mhesme,O then Oaccommodez@saygest references to
earlier works. A comparison of the handwg itself, particularly the &lef formation, in
cahiers [b] and LXIII, strongly suggest thathier LXIII was copied out later thatuhier [b],
rather than, as H. W. Hitchcock suggested, eatlier.
Unlike nearbycahiers within the ORomanO series or palraliiiers in the OFrenchO series of
the autograph manuscriptgiier LXIII is not written on Jesuit paper. Although the music dates
from the 1690s, during CharpentierOs tenure at the Jesuit Church of St. Louis, CharpentierOs use
of nonJesuit paper hded Patricia Ranum to conclude that

Charpentieautograph notebooks for the 1690s confirm that he did indeed accept
extraJesuit commissions. The motet in honor of St. Louis (H.365) andédheion that
precedes it (H. 264) in notebook LXIII bedt the hallmarks of having been written for
Louis XIV N if, that is, one assumes that Charpentier cagtirto separate his works
into @rdinaryO and éxtraordinarcommissionsifter Mlle de GuiseQleath in 1688 (see

musicologie 70 (1984): 3850; Hitchcock, OMarAntoine Charpentier: MZmoire and IndeR&herches sur la
musique classique frangaise 23 (1985): B44; C. Jane Lowe (Gosine), OThe Psalm Settings of-Mataine
CharpentierO (Ph.D. diss., University of Cambridge, 1999%; Patricia Ranumyers une chronologie des ceuvres
de Marc-Antoine Charpentier: les papiers employés par le compositeur: un outil pour l'étude de sa production et de
sa vie (Baltimore: Auhor, 1994); Patricia Ranum, OMg&antoine Charpentier, compositeur pour les JZsuites £1687
1698): quelques considerations programmatiquee;O-Antoine Charpentier : Un musicien oublié, 231-246;
Patricia RanumMarc-Antoine Charpentier (1643704), compser for the Guises, the Jesuits, the Saliiapelle
of the Palai® http://www.ranumspanat.com/charpentier_intro.n8hirley Thompson, OThe Autograph
Manuscripts of MardAntoine Charpatier: Clues to PerformanceO (Ph.D. diss., University of Hull, 1997);
Thompson, OReflections on Four Charpentier Chronolo@igs:al of Seventeenth-Century Music 7.1 (200}
(http://sscrjscm.pres.uiuc.edu/v7nol.htrl

? C. Jane Gosine, OQuestions of Chronology in #atoine CharpentierOs OMeslanges AutographesO: An
Examination of Handwriting Styles@urnal of Seventeenth-Century Music 12, no. 1 (2006), para. 5.5t{(p://sscm
jscm.press.uiuc.edu/v12/nol/gosine.Html

3 H. W. Hitchcock Les Oeuvres de Marc-Antoine Charpentier: Catalogue Raisonné (Paris, 1982).
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my Vers une chronologie), which would mean that notebook LXIII contains compositions
that were not part of his weekly obligations as music master.

Although such a theoBfamely that the music could have been written for King Louis
XIV bis possible, it seems more plausible that theienas:ahier LXIII was composed for use
at the church of St. Louis (for which a motet in honour of St. Louis, such as H. 365 or 365a,
would have been appropriate)Louis XIV favored celebrations of thifesse basse solenelle at
which the priest intoned ¢hwords of the Mass, rather than using polyphonic settings of the Mass
texts. The existence ttwhier LXIII of a polyphonic Mass setting\{esse des Morts a 4 voix, H.
7), including settings of the Kyrie eleison, Sanctus, Agnus Dei, as well as an elevat&irand
a setting of the De profundis, make the contentsiafrs LXIII and [b] more suitable for use at
a requiem Mass at the Church of St. Louis than for use at the royal Efizggetontents of
cahier LXIII may, however, represent music composeddelebrations outside of the regular
services held at the Jesuit chumtusic incahier LXII includes the names of singers known to
have sung at the Church of St. Louis (such as thekmellvn bass soloist OMr DunO). The
church, renowned for its spectéauliturgical celebrations, was known as OlOfglise de IODpZrad
Enot least because opera singers, such as Mr Dun, were regularly hired as soloists.

Scoring

Both H. 264 and H. 264a are scoredAauite-contre (C3), taille (C4) basse (F4), and
continuo F4). Charpentier composed over thirty works for this same combination of &iagers
most of which date from the late 1680s and 1690s when he was employed at the Jesuit Church of
St. Louis. Most of these works are either elevation motets or occasional mbtetices are
treated equally, with the upper two voices sharing a similar vocal range. There is no indication in
the score which instruments comprised the continuo group. Evidence found elsewhere in the
autograph manuscript suggests, however, thatrtienovould be the most suitable instrument,
with the possible addition of a stringed bass instrument, suchaseale violon or abasse de
viole.

4 Patricia Ranum, OThe Jesuits and Carissimi: Can we assurivathatntoine Charpentier actually met with
him?0 fttp://www.ranumspanat.com/rome_charpentier.ntml

® In addition to H. 365 and H. 365a, there are four motets written specifically in honor of St. Louis:
Motet de St Louis (H. 320, located imahier 17)is an incomplete motet in honour of St Lquis
In honorem Sancti Ludovici Regis Galliae canticum tribus vocibus cum symphonia (H. 323, located imahier 22);
In honorem Sancti Ludovici regis Galliae (H. 332, located imahier 38),
In honoreum S[anc]ti Ludovici regis galliae (H. 418, located imahier 63).

® As well as being employed by the Guise family, the Jesuits and the Sainte Chapelle, Charpentier was associated
with various chapelssuch as Notre Dame de la Mercy et de la RZdemptio@algtifs in he rue du Chaume. See
Patricia Ranum, Oll y a aujourdOhuy Musique " la MercyO Mademoiselle de Guise et les MercZdaires de la rue du
ChaumeOhftp://www.ranumspanat.com/mercy_article.jitm

WEB LIBRARY OF SEVENTEENTH -CENTURY MUSIC ( www.sscm -wiscm.org), WLSCM No. 14



Marc-Antoine CharpentierElévation au St Sacrement, ed.C. Jane Gosiné&November 2008 Introduction, piv

Commentary

OO0 amantissime salvator noster Jesu dulcisO falls into four sections, delineated both by
changes in meter and style, which reflect the sentiments expressed in the text. The motet opens
with declamatory writing, as the penitent worshipper addresses his beloved Lord, OO our most
loving savior, sweet Jesus, O our most merciful redeemer, kind JastiseQater version of the
motet, Charpentier writgsrts de voix directly into the vocal line (mm-8 and 910). In the
earlier version, a simpler rhythm was written for the voice, almost certainly with the assumption
that the singers would have extemnized theports de voix. Although an essential and distinctive
feature of French vocal writing, thwert de voix was rarely printed during the late seventeenth
century, yet descriptions in treatises make it clear that this was both an essential atmlgbiqu
ornament in vocal music of the period. Various French treatises referzarthl voix and its
intended execution, but the descriptions are often vague or contradictory, particularly whether or
not it should be performed before or after the b&ateport de voix is reserved for the
expressive setting of the words OdulcisO (measure 4) and OpieO (mEasure 9).

At measure 10, the meter changes to 3/2 and the writing becomes more lyrical for the words
of adoration, gratitude and longing, where disswe is used for expressive purposes. The third
section returns to a more declamatory style as the penitent sinner acknowledges his sl state
a Ovile creature, a worm of the eaPt®@d asks what he can give to his God in return for all that
the Lord las bestowed upon him. The melodic writing is strident, with dissonance used to
emphasize the penitential feel of the text. This style of declamatory writing is adopted by
Charpentier elsewhere for settings of similar texts. Although the final sectidhesétxt
OBehold, | despise myself totally. | totally deny myself, | subject my body and soul to you and |
resign all that is mine for what is well pleasing to you,O the musical style suggests a sense of
positive resignation on the part of the repentanshipper who looks to God for succor.

Editorial Procedures

Key signature and accidentals

This edition closely follows the notation of the original manuscript. The original key
signature of one flat has been retained, with no modernization for the# i&gninor. The use of
accidentals, however, has been modernized to follow the modelindbaonvention, whereby an
accidental remains in force for the duration of a measure unless it is canceled, rather than the
original practice of adding an accidental each note within the measure. The additional
accidentals in the original source have been tacitly removed. Accidentals and the bass figuring
have been modernized so that natural signs (rarely found in CharpentierOs autograph manuscripts

" BZrigne de Bacilly4 Commentary upon The Art of Proper Singing (Remarques curieuses sur I’art de bien
chanter) (Parisl668R, 4/1681 Eng. Trans. By Austin Caswell, Brooklyn, NY: The Institute of Medi%val Music,
Ltd., 1968) Jean RoussealMéthode claire, certaine et facile pour apprendre a chanter la musique (1678, 6/1707/R
Geneve: Minkoff, 1976); Etienne LouliZléments ou principes de musique (Paris, 1696, 2/1698/R3eneve:

Minkoff, 1977).

8 There is also a writteaut port de voix in measures 885 atthe end of the third section on the word Osuo0.0
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are used wherappropriate, rather than the original sharps and flats. Cautionary figures or
accidentals are placed in brackets.

Meter

The original meter signatures have been retained throughout. In the 3/2 section;&n. 10
the void notation used in the origimaknuscript has been retained, along with the beaming and
slurring of notes used in the original notation.

Ornamentation

Ornament symbols appear in the edition as they do in the original. No ornaments have been
added. With no extant ornament tables byi@kntier, nor explanations of ornamentation,
interpreting CharpentierOs ornamentation remains somewhat conjectural. Charpentier uses two
ornament symbols in OO amantissime salvator noster Jesu dulciséntheent simple (Wwhich
is the most commonly fmd ornament symbol found in CharpentierOs autograph manuscripts)
and arremblement symbol preceded by a dot. Although in many instances withiéakinges
autographs, Charpentier writes out a termination for thenblement (and this is even more
comma where Charpentier uses the doubde:blement sign), there are no such instances in this
motet. Evidence found elsewhere in the manuscript and comparisons with contemporary French
composers suggest that thenblement was usually approached from above.

The second ornament appears to be similar to that used by DOAnglebert and described as a
tremblement appuyéD® tremblement with a preparation on the given main note. In some
instances elsewhere in theslanges autographes the dot is written over a halbte tied to
another half note of the same pitch, over which is writtemtiweblement. In this motet the dot
andsremblement occur over long notes (measure 23, dotted whole note; and measure 79, a half
note). The evidence suggests therefore that thimdictites theremblement should begin with
the main note being held before thenblement itself begins. The main written note therefore
becomes part of the ornament patidpart of the trill itself.

Continuo figures

With the exception of the use thfe natural sign, the original continuo figures have been
retained throughout the motet. OO amantissime salvator noster Jesu dulcisO is fairly extensively
figured. However, the modern performer unfamiliar with some of CharpentierOs unwritten
practices cocerning figuring should note the following general rules that may affect the
appropriate realization of the continuo part:

° For more information on issues related to CharpentierOs continuo figuring, see: Graham Sadler, Oldiosyncracies in
CharpentierOs continuo figuring: their significance for editors and performeées@iimuscrits autographes de
Marc-Antoine Charpentier (Wavre: Editions Mardaga), 1356; Graham Sadler and Shirley Thompson, OMarc
Antoine Charpentier and thtesse continueO Basler Jahrbuch fiir Historische Musikpraxis, 18 (1994): 830; H.
Wiley Hitchcock, O&me aspects of notation in ditma Redemptoris Mater (c.1670)O itNotations and editions: a
book in honor of Louise Cuyler, ed. Edith Boroff (New York: Da Capo Press, 1973/R1977):114T. For more
general information on continuo realizations relevantiar@entierOs music, see Stephen Bonta, OBrossardOs
Practice concerning the Use of Accidentals and the Continuo in his Instrumental Mésic@en de Brossard
musician, ed. Jean Duron (Versailles: Editions du CMBV, 1998):-223; Thomas Christensen, @Régle de
I’Octave in ThoroughBass Theory and Practicedta Musicologica 64 (1992): 91117; Frank T. ArnoldThe Art of
Accompaniment from a Thorough-Bass as Practised in the XVIIth and XVIIth Centuries (London: The Holland
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(1) Dominant chords were assumed to be major unless otherwise indicated. This affects some
of the 43 suspensions included inshmotet where the assumption would have been that the

resolution onto the third would be major unless specifically indicated 3y &o avoid an

unnecessarily cluttered score, editorial changes have been made to the resolutidns of 4
suspensions, and these are listed in the critical commentary.
(2) It was assumed that the figures 4 and 5 indicated perfect intervals. If thisotvdre n
case, then Charpentier would indicate the alteration by an accidental placed next to the numeral.
(3) When the semitonei-fa occurs, the assumption was that the first chord would be realized

as a 63 chord, rather than a®chord, such as on th&st beat of measure 1 in this motet. The F

in the continuo implied a-8 chord, leading to the-5 chord on the G in m. 2. In the current
edition, these @ chords are noted in editorial brackets.

Spellings

The original spellings of the Latin text have been retained throughout. Writtenwaiggcti
such as the instructions at the end of the second section, are included as they appear in the
original source. Capitalization has been modernized to follow modern conventions. Textual
underlay reflects the French pronunciation of Latin.

Variants

There are variants in the rhythmic and melodic writing found in H. 264 and H. 264a, as well
as some newly composed passages (such as the final 6/4 section in measlivgs Btese
variants are included in the critical notes to enable performers to c@thgawo versions of the
motet.

Incipit

The incipit gives the original clef, key signature, meter signature and initial note of the piece.
Charpentier does not name the voice parts in this motet, but the clefs indicate that the motet was
written for haute-contre (high tenor)aille (tenor),basse (bass), and continuo (probably organ,
with melodic bass).
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[The Critical Notes follow on the next pages.]
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CRITICAL N OTES

M. 3, bc, note 26 in H. 264a
!

M. 3, bc, note 3t 6 in H. 264a

M. 4, T: H. 264a has a variant in the rhythm (dotted half note, quarter note, rather than dotted half
note, two eighth notes):

[Taille]

) ‘ .

P [ [ | |
dul - - cis

M. 4, bc, beat 4: editoridt

Mm. 56, all parts: H. 264 has an added measure, with a continuo bridge between the entries of
thetaille and thehaute-contre. In H. 264a, théaute-contre enters directly after theilleOs
phrase (which ends on a quarter note):

@

. h* ¥ | ] 4 L7 %]
[ o YL VA \ 14 4
E)V
A 0 cle - men - tis - si-
o | i
g h{® [ Y 2 -
[ { an Ll VP &
?’ )
cis
raQ
il CXI 4 -
J bh\L
|4
: ] i
iy LT A \ -
J bh\ | [#] <P
|14 P W@
# b 4

M. 5, bc, note 1" in H. 264a

WEB LIBRARY OF SEVENTEENTH -CENTURY MUSIC ( www.sscm -wiscm.org), WLSCM No. 14



Marc-Antoine CharpentierElévation au St Sacrement, ed.C. Jane GosindNovember 2008 Introduction, pix

M. 6, bc, note 3t in H. 264a
M. 7, bc, note 3t in H. 264a

M. 8,bc, note 31 6 in H. 264a

.9, bc, note 1: 6 in H. 264a
. 9, bc, note 2: no figuring in H. 264a

. 9, bc, beat 4: editoridt

< £ X £

.9, T: H. 264a has a variamt rhythm (dotted half note, quarter note, rather than dotted half
note, two eighth notes)

[Haute-contre]

i
T

dul - - cis
Mm. 10-69: all parts: void notation
M. 11, bc, note 1t 7 in H. 264a

M. 13, T, note 1: no ornament in H. 264a

M. 14, HC, notes-R: H. 264a has a variant thythm (dotted half note and quarter note, rather
than two half notes)

[Haute-contre]

)’ A
¥ 4
[anY

B

hd Vvl
g ~ =
j

DA

to - to cor - de
M. 15, HC, note 1: no ornament in H. 264a

M. 15, B, notes 2: H. 264a has a variant in rhythm (dotted half note and quarter note, rather
than two half notes)
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[Basse]
—a =
) ) |
Jor o
Z Hhoy
V &
to - ta men - te

M. 18, HC, no¢ 1: no ornament in H. 264a
M. 18, bc: H. 264a has a variant in rhythm (two half notes, rather than one whole note)

[Basse continue]
£ £

L
o
e

Ny
T
NICAS

M. 19, HC, note 1: no ornament in H. 264a

M. 19, bc:! 7in H. 264a

Mm. 20-21: On folio 45v of volume 27, there is a squiggly line over the parts, suggesting an
insertion or revision. Similar lines are found in other works in volume 27 where additions or
revisions are made to the music.

M. 21, HC:no ornament in H. 264a.

M. 22, T, note 2: ornament in H. 264a.

M. 22, B, note 2: ornament in H. 264a.

Mm. 22-27, all parts: H. 264a has rhythmic and melodic variants.
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o
/e by e -
[ (o L)) i  — i i i T i
?y A I 1 I I ] 1
o Je - su p e
) ad | | | » |
g1 9 | | | | | | = | | |
f. hd 7 | | | Pay | | | [#) P oy | |IPa
[ o N> M | [#) |27 e O [#) | | i | (7] |
?.V ] } i | | | } i | |
Je - su  dul cls, 0 Je su pi e
v
o~

Je su dul cis
9P o 2 To re I i | ro- i
) T \ - 71 © 1 L7 N L 0 ) —© ]
7 50 ] — — i I o
PR I — — i I —©
6 6 3 4 6 6 8 7 6 5
2 6 5 4 4 3

M. 24, bc, note 2: 6 in H. 264a
M. 29, HC, note 3¢0n H. 264a

Mm. 30-31, allparts: H. 264a has rhythmic and melodic variants.

O ] o o o o o]
P AN ] Il T 13 11 11 =t IV LS ) [#)
. h ¥ Il & 7 17 17 1] 174 | 1
(H~ Il & 14 14 14 4 14 | |
?y Ay I 1 I

ti - bi quod tan - ta cha - 1 - ta - te
P AN ) I [#2 [+ [+ & [#2 TH
gL h ¥ ey S I 4 I 1y 1} = LA IBILS) {7
Oy |~ = [ & IV L/ L/ 1] /4 Il 1
? Ay i I 14 r r Y T I {

ti bi quod tan - ta cha - 1 - ta - te
P L S ) 77 T = —© i
Jo oy Il & [#) () 7 ot =) | Il
Z ey Il & 13 11 11 1] = | |

V A& Il Il 7 17 17 4 1] 1
4 14 14 4

ti - b quod tan - ta cha ri ta - te
Pl L) B A I T = —o-
F L J IS ] had =) |
Z hoy 1 1] |=d |

L] I !I 11 1
4
L 5 6 3

Mm. 32-33: On folio 45v of volume 27, there is another squiggly line over the parts, with the

words Ocest icyO.

Mm. 3233, bc no tie over the bdine in H. 264a.
M. 33, bc:" in H. 264a
M. 34, bc, beat 3! 6 in H. 264a

M. 35, bc, beat 4: editoriaf

WEB LIBRARY OF SEVENTEENTH -CENTURY MUSIC ( www.sscm -wiscm.org), WLSCM No. 14



Marc-Antoine CharpentierElévation au St Sacrement, ed.C. Jane GosindNovember 2008 Introduction, pxii

M. 38, bc, beat 1 3 indicates a diminished, rather than a minor third (see also measure 41).

Mm. 3942, all parts: H. 264a has rhythmic and melodic variants.

v
n e /l—\ n/.—\
g1 3 O [#] 7 1T O < 7 | 7 ) o=
g hJ I | | I I 1 I i =7
H~ 9 I ﬁ | I I || I L) I
?\I A | I [ I I ¥ I
pre - ti-o0 re - de - me - ris
) d
AR B
NV A 7 7 \/ 7 | \/ /20 I 1 I "4 I
&) I 4 4 4 ' I
san - gui-nis fu - i pe - ti-o0 re - de -  me-ris
o o O o S Pt o (o] VPt S o o
9 7 2 N A = 4 o 14 & /) i A
Jo g | ) L] ] ) [ W] |7, | ] T I ] o
Z he | 4 "4 "4 4 | "4 Yy 1 I 1 I "4 =7
) A —— ! ; ] — ‘ [ A—
san - gui-nis fu - i pe - ti-o0 re - de - me-ris
o o o 4 o 2 e
a9 —© T fo—T1he 2 i T i i
Jor J I | il T I I | Y I I
Z Hhe | | I 1 I I |
V A& 1 I I LT (7] I i
3 b6 6 7 3 H
#3 5 5

M. 41, bat 3: The original continuo figure was: ! 3
7
I'5
The! 3indicates a diminished third, rather than a minor third (as confirmed by thedueiteOs
B! .

M. 42, bc, beat 2t 3 in H. 264a.

M. 42, bc, beat 3: editori#
Mm. 44-45: There ianother squiggly line, indicating revisions to the writing.

Mm. 4950, all parts: H .264a has rhythmic and melodic variants.
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f 7 8 ¢
y' AT ] 11 3 1] = I ] I
ZL h ¥ 1/ Vi L/ ] | 1
[ Far WD ) 14 i
:'vjv 3
pig-mus fu-tu-rae go - 1i-ae
n Ly ot o
p’ L) HA[4 77 Z & & & £
gL heF |l 11 ) 1] ] I ] I
[ Far N ) 1/ Vi L/ | |
\g).v Ay 14 i
pig-ms fu-tu-rae glo - 1 - ae
A ) | P
Jr| oF O
Z hey Y
V Ay

M. 53, bc, beats 1 and 3: 5 6 (in H. 264a)
!

M. 54, T, note 1: no ornament in H. 264a
Mm. 5455, bc tie over tle barline in H. 264a.
M. 56, HC, note 1: no ornament in H. 264a.
M. 56, bc: no figuring in H. 264a.

Mm. 5859, bc: H. 264a has rhythmic and melodic variants (two dotted whole notes, rather than
half note rest, followed by three half notes and a whote)n

[Basse continue]
_0_.

4

Iy
o)

N

~NoT
IS

Mm. 61-63, bc: H .264a has rhythmic and melodic variants, as well as additional figuring.

[Basse]

N

A YD
Jou
Z h

%4

O
-y

vV

tu - um 1p - sum

M. 64,bc: 56 6 in H. 264a
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M. 65, bc, note 1t in H. 264a

Mm. 66-69, all parts: H. 264a has some rhythmic and melodic variants, as well as differences in
text underlay and figuring.

0 R o e 5 o o o.
P’ AT B S ] ol 1Y =" | I Lol | ]
F AN ] 17 I I Il I | 1
(Y~ ) "4 4 Il I Il Il T |
? y I | 1 ]

A san gui - nem tu - um
P’ AT ] | | I | | ]
F AN | I ) [ 77~ 77 o =Y i | |
Y o A ~ Il T IR = 3= (@] = |
NV A = | | L/ | || =" ]

§) T T r [ [

et san gui-nem  tu um
[ T ] I } I T [ I LS O ]
F L | I | [ e . 1 | o | |
Z h&y T/ [} [+ = = [ = | |
V & | 9] I | | ]

I 4

tu - um et san - gui-nem  tu um
[ T ] T 77 | T ]
F LN J o> I | o | |
Z Hhoa O | | | = I |
V & | I | 1 o ]

§ 7 6 5
% 4 4 3 #

M. 68, bc, beat 3: editori#

Mm. 69-70: OSuivez apres une petite pauseO (H. 264); no instructions in H. 264a.
M. 70, bc: ! in H. 264a

M. 70, B, last note: on folio 33v of volume 24, Charpentier writes Olad above the last note in the
measure. The note appears to have been written in errefdhis has been corrected by
Charpentier to read as/®Interesingly, Charpentier has clarified the note as being D by writing
Ola0 above the nbiadicating that Charpentier is thinking in terms of the soft hexachord
(because of the flat in the key signature): in the soft hexachord, the sixth degree is D.

Mm. 70-80, all parts: H. 264a has a variant.
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[Haute-contre]

J
7 4R O - - - -
[ Fa) YA V)
?V
[Basse]
i ..ﬁ##g%gﬁ PI T S 55&%
)'\ " = 7] 3 ' v UV J V¥ 1] J ]V
Z h L 1 r LA A A 4 ’ [ Vi [V /A VA A ’ Yy v y T /7 |4 i !
L 14 ! | |4 14 r I ! T T r
Quid pau-per e-gore-tri-bu-am ti - be Do-mi-ne  proom-ni-bus, pro om-ni-bus quae re-tri-bu
/__.__—__._\\//_———_.___\\
) O O O o |
F N O e X7
Z h L I [
L4 ! l
b 9 5 b6 7 6 7 6
7
) B o T o e 4 PR )
p A - | Py Il VW T 13 11 & R 0 LI & & ]
i h | m 7] hucd 1] Yy 11 [/4 1%/] %] /4 ].I.P‘ i |
[ Far Xd | 7/ ] "4 [ 4 r |4 1/ |4 r il L] |
?V | ,V ’ 1 ! r ! } 'V |
T v qud pau - per e - go re-tri-bu-am ti bi
» o o © o
) | 5 [ e
F O I/ 17/} [ I - -
Z H r |4 1 I
v T T
i . si mi - hi L —
e o
o) ! | [ [ ]
J' -~ | | =Y [ | |
Z h 7 | | | |
Ld i = 1 i | 1
7 6 5 ¥ b 9
3 i B {7
4
) . P TR T SN
o o ® . . o
[ f el [ &2
L] 7/ Vi | /280 | 1] I 11
1] /] I / "4 "4 Vi 1/ | 4 1] /4 |4 r | A | "4 [/4 I 11
?JI y—¥ 1 — 14 LA A A I —r— 1
Do - mi - ne pro om - ni- bus, pro om - ni-bus quae re-tri-bu-1 - st m - hi
)
F L - - -
VA
4
S il o o o
o) I [ = ~
¥ LN I [ [ 5
Z b ! 1 I |
v ¥ |
[
5 6 7 6 7 5 b H
#3 #3

M. 82, bc, beat 4: 9 in H. 264a

"7
6
4
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M. 83, bc, beat 1: the original continuo figure is:"

5
M. 83, bc, beat 3: no figure in H. 264a

M. 84, bc, beat 2: in H. 264a

M. 84, bc, beat 4: editoriaf

Mm. 84-85, T: H. 264a has a variant in rhythm (half note, followgdjuarter note, rather than
half note followed by two eighth notes)

[Taille]
A - | Py
frcie . — . [

?" % F ¥ ' | !
Do - m - no su - - - - 0

Mm. 86-end, all parts: The final section of the motet (H. 264a) is a variant of H. 264 and includes
revisions in all parts (see below).
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[Haute-contre]

Vi

i hYU
[ £ar Wal /1

Marc-Antoine CharpentietZlévation au St Sacrement, ed.C. Jane Gosindovember 2008

| My
no,
no,
ne,

I/
Y bl
I/

a - nimam ti- bi sub-

a - nimam ti- bi sub-
et om - ni-a
et om - ni-a
et om - ni-a,
um, ple

v
® 0 *

X7~
me - a,
tu

um ple-ne re-sig -
um ple-ne re-sig -

#6

kil
#3

et om - ni-a

ab - ne go cor-pus et
7/

ab - ne go cor-pus et

pla - citum tu
pla - citum tu

4
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Vi

a - nimam ti-bi sub - ji - ci-0

a - nimam ti-bi sub - ji - ci-o0,
in be-ne pla - citum, in be-ne pla - ctum

pla - citum, in be - ne
pla - citum, in be - ne

111

a

in be-ne
in be-ne

-

a
a

N

Ec-ce me to-tumdes - pi - ci-o me to-tum

Ec-ce me to-tumdes - pi - ci-o me to-tum
[Continuo]

H.

ji - ci-o0, cor-pus et
ji - ci-o, cor-pus et

om - ni-a me

F A
[Basse]
yo U

Id
VAY /)

VE
[ £ar 1d
o)
)

me

me
)

)

Y

[Taille]

r /)
r /)

\

\

\
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to-tum des-pi - ci-o0

Ec-ce me

no.

ple-ne re - sig

L -, || |||
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=2 el =5 =
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™~ 8
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= el = L]l h |
AL m \\{m L & el
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0] = Q
- O ' | 1 =
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L @ = I = NEE
mi. N ..
Do NBiew N ™
pa

v /)

b3

W

[ £a\ Nl

et om - ni- a

a - nimam ti-bi sub - ji - ci-0

et

ji - ci-o0, cor-pus

Y

[ Hglt
-

¥
r'S

et on- ni-a

ji - ci-o,

me - a,

et om-ni-a

to- b, ti-bi sub-ji - ci-o

ti-bi sub-ji - ci-0

=

o)
 J
Z
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¢ | E sl B of E o
= = =
QL 2 21 28 9 2 oY
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. . . -
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i
I

no.

sig

(5]

ne

no.

L
re - sig

I I
- ne

i
1

y /)

ple

ne,

ple

ple

o
]
ne

i
ple - ne, ple

F 4N
[ Far Wl
E)y

O
©

»
I

11¥

Py
»

‘P-

N

no.

sig

e

ne

ne, ple

ple -

/1]

M. 98, bc, beat 6: editori#

M. 115, bc, last beat: the original figure was:

6
5

7

M. 115, bc, beat 1: the original figure was:

M. 116, bc, beat 6: editorial
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