


THE "MESSA CORSA" 
OFRUSIU 

The village of Rusiu (or Rusio) in Casta­
gniccia of the south-western flank of 
Mount San Pietro, can only be reached by 
a cul-de-sac road which not long ago 
replaced the old mule tracks. It is one of 
the few Corsican villages to have preserv­
ed a flourishing tradition of folk poly­
phony of great originality and interest. 
The religious services here recorded are an 
adaptation of melodic patterns often deri­
ved from plainsong to the secular techni­
que of the paghiella, a type of folk poly­
phony in which we find a reflection of the 
oldest forms of medieval counterpoint 
transplanted into the modern world with­
out having lost anything of their freshness . 

I. The Technique 
The three singers who make up a paghiella 
team are friends , or relatives, who have 
known one another for a long time and 
would never sing without their partners. 
They have worked together on the reper­
toire that has come down to them from 
"the ancients" and have memorized it 
without using any musical notation. The 
team may include singers who deputize 
for one another and sometimes assemble 
in larger or smaller numbers, thus creating 

the illusion of a more numerous group, 
there were seven singers in the morning 
for the recording of the first work and five 
in the afternoon for the remainder. When 
this happens, they do not replace one ano­
ther in any determined order. They rarely 
double a part and always adhere to the 
part alloted to the respective singer. 

The voices of the singers are guttural in 
quality. The vocal passages are taken in a 
dragging tempo and are frequently embel­
lished with characteristic ornamental me­
lismata. The pronunciation of the Latin 
text , which is sometimes rather rough, 
jostles the syllables and softens the conso­
nants in the same way as the Corsican 
language often does as compared with Ita­
lian which, like Corsican, is a descendant 
of Latin. Sometimes, especially on a high 
note requiring some vocal effort, one of 
the singers raises a hand to one of his ears 
in order to help him to sing the note by 
enabling him to hear his voice more 
loudly. This practice is universal, and 
occurs in almost all the traditions of 
antiquity. 

In the secular paghiella the three singers 
keep close together, for they like to be able 
to touch one another and even to put their 
arms on one another's shoulders so as to 
hear themselves better. When in church, 
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however, they only stand close together as 
a token of respect. In the centre stands the 
singer who has the principal part, the old 
tenor of the medieval descant, here desig­
nated segundo, because the compass of the 
part is numbered from bottom to top. It is 
this voice which governs the other two, 
called bass or bassu and "third" or terza 
respectively. 

An analysis of this traditional polyphony 
suggest frequent comparisons with an 
analysis of the polyphony of the Middle 
Ages, with which it exhibits some striking 
similarities. These similarities extend even 
to the manner of standing and forming a 
group round the singer in the centre, who 
controls the ensemble by making unobtru­
sive signs when necessary. This practice is 
analogous to that described in the 13th 
century by Elie Salomon of Perigord in his 
Scientia seu doctrina musicae artis with 
reference to the performance of the con­
ductus. 

This music cannot in fact be understood 
unless we apply to it the principle set for~h 
in the 13th century by Francon of Colo­
gne, a principle according to which each 
part has to be composed separately in a 
fixed order of decreasing importance. First 
of all til' ere is a vox principalis, or vox prius 
facta, composed throl)ghout as if it were 
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intended to remain monodic. This is the 
central segundo, corresponding to the old 
teneur or tenor, so named because it 
governs the other parts, which could not 
exist without it. Like the medieval tenor, it 
is often based on traditional melodic pat­
terns, many of which were borrowed from 
the familiar plainsong heard in the chur­
ches. In the second place comes the bass 
(bassu), which corresponds to the contra­
tenor of the 14th and 15th centuries. When 
stripped of its abundant vocal artifices 
and shifts, it maintains, being harmonic in 
character, a constant alternation of paral­
lel thirds and regular academic bass parts. 
But, although medieval in technique, the 
manner in which this part is worked out 
reveals a text-book reminder of the rudi­
ments of classical harmony which pre­
cludes any possibility of dating it to a 
period earlier than about 150 or 200 years 
ago. 

Very different is the third ( terza ), the 
medieval triplum, which enters, often after 
some delay, after the other two voices. 
Sometimes it is omitted altogether, leaving 
an ensemble of only two parts. It uncons­
ciously follows the medieval principle of 
"consonance two by two", applying this 
to the consonance of the post-medieval 
triplum, and in most cases it is based on a 

sequence of parallel thirds above the tenor, 
being embellished with ornaments like the 
tenor itself. The strict non-concordance of 
the two ornamentations leads to many 
pseudo-variants which are merely appar­
ent. The relative independence in regard 
to the bass exhibited by this part prevents 
it from reacting in any way to the false 
relations or the sequences of parallel fifths 
which would have been prohibited by the 
formalism governing the bass. At the ins­
tigation of the bass, however, it does hap­
pen that the interval of the third gives way 
to the interval of a fourth , particularly if 
by so doing it comes to form an octave 
with the bass ; in this way it momentarily 
exhibits a very close similarity to the early 
organum. It may also settle on an upper 
pedal-note and thus contribute to the 
harmonic character of some cadential 
formulae. The part of the "third" is 
regarded by the singers as being at least as 
important as that of the bass, if not more 
so. Groups of singers have been known to 
tolerate the absence of a bass but to refuse 
to sing without a "third". 

II. The Recorded Items 
Mass for Sundays and Feria! Days 
The devotion paid by the Corsicans to the 
Virgin Mary is expressed in the choice of 
the Ordinary of one of the five Masses 

dedicated to her (Mass N° 5, from Pente­
cost to Advent). This choice is further 
justified by the importance of the feast of 
the 15th of August (Assumption), on 
which occasion this Mass fulfils its normal 
liturgical function. 

The Mass opens with an introit, SALVE 
SANCTA PARENS, with its three regular 
parts : a processional antiphon in which 
the three parts enter one after the other, 
then a verse from the psalm Eructavit cor 
meum, which moves from minor to major 
as in the plainsong model but does so by 
branching off via the tonic, whereas the 
model branches off via the dominant. 
Unlike the model , however, the repetition 
of the antiphon takes the form not of a 
musical reprise but of a simple psalmody. 

The KYRIE employs an alternation of 
polyphony with a monophonic verse which 
is not Gregorian but is set to a very simple 
melody of a popular character which the 

. choristers sometimes perform by taking it 
in turns. 

The GLORIA starts with the intonation of 
the Messe Royale by Dumont, after which 
a polyphonic passage alternates with the 
psalmody. 

Like the Gloria, the CREDO starts with the 
intonation of the work by Dumont. After 
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an original Patrem, an alternation occurs 
which is similar to that in the Gloria. 
Note-worthy is the attraction which raises 
the B flat to the pitch of a neutral third, 
sometimes making it almost a B natural. 

In the offertory BEATA ES the "third" 
voice does not enter until the end. 

In the SANCTUS, after commencing with 
the third F-A flat, the pitch gradually rises 
until it lies a minor third higher at the end 
than at the start. It would therefore be 
impossible to notate this item in absolute 
pitch using the version heard on the pre­
sent recording; however, in terms of rela­
tive pitch (more useful for analysis) this 
inconvenience disappears. 

The PATER NOSTER is not part of the 
repertoire of the paghiella. It is a liturgical 
psalmody accompanied by the bassu in the 
"hunting horn" style (but with a cadence 
on the fifth) and, towards the end, marked 
by a sequence of parallel fifths which 
introduces a change of style. The three 
parts come together again for the Sed 
Iibera nos, which ends on the penultimate 
note of the formula. 

The rendering of the A GNUS DEI includes 
a number of unusual features in regard to 
the lit~rgy. After a Pax Domini placed 
before the A gnus Dei and not after the Per 
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omnia, which is omitted here, the cantor 
announces the Miserere. The paghiellisti 
sing the two Agnus Dei and the Miserere 
nobis. The cantor announces the Dona 
nobis pacem, and then the paghiellisti take 
up the Agnus Dei and the Dona nobis using 
the same melodic pattern but with some 
variants. 

Finally there comes the Communion, BEA­
TA VISCERA, which consists of a three­
part psalmody. 

Requiem Mass 
The introit REQUIEM AETERNAM un­
folds according to a plan similar to that of 
the preceding introit but with a different 
distribution of the melodic patterns used 
for the antiphon, the psalm, and the re­
prise, which is simply chanted in unison. 

The sequence DIES !RAE is, owing to its 
length, not sung in its entirety but in two 
parts, one of which (stanzas 1 to 7, up to 
the Sit securus) uses two melodic patterns 
in alternation, while the other (stanzas 17 
to 19, from the Lacrimosa to the end) pre­
sents a structure of its own. 

A single part, supported by some elements 
of the bassu, first announces the Lacri­
mosa dies irae (for "dies ill a") in a minor 
melody undoubtedly inspired by the final 
verse of Dio vi sa/vi (here we find the same 

peculiarity as in the Agnus Dei). The 
paghiella repeats the Lacrimosa and fol­
lows it with the Pie Jesu, introducing repe­
titions of unusual words on a composite 
melodic pattern with several uncertainties 
of intonation. It may be that this second 
part is a later addition. 

The Offertory DOMINE JESU CHRISTE 
also has an unusual structure. It does not 
employ the normal melodic patterns but 
presents a new one, the measured charac­
ter of which points to its origin as a popu­
lar canticle. The opening phrase recalls 
the ecclesiastical Ave maris stella, but the 
similarity cannot be pursued any further. 
The Offertory freely combines its three 
elements and terminates on the major 
third. The listener will notice the uncer­
tain intonation of the third, which is often 
sharpened to a neutral th,ird in anticipa­
tion of the major final. The third voice 
only comes in sporadically at the caden­
ces. 

There is no Sanctus. Each of the three 
A GNUS DE/uses the same melodic pattern, 
but not without some hesitation as to plac­
ing of the third, whether major or minor. 
However, the concluding Requiem sempi­
ternam clearly established the minor third 
to provide a contrast with the third of the 
cadence, which is a major third. 

The requiem Mass proper ends with the 
Communion LUX AETERNA followed by a 
dialogue Requiem - Et lux and a minor 
Cum sa net is tuis, with a concluding major 
cadence. 

The items which follow do not belong to 
the liturgy for the deceased and deviate 
more markedly from the preceding melo­
dic patterns. The 0 SALUTARIS is sung to 
the tune of a popular canticle with a har­
monization derived from the preceding 
examples; it also exhibits many parallel 
sequences of the organum type. Then 
comes the psalm LAUDATE DOMINE OM­
NES GENTES and the recording ends, like 
every traditional Corsican ceremony, with 
the song D/0 VI SALVI REGINA, here 
recorded in a polyphonic version in paghiel­
la style in which several of the preceding 
formulae recur. This beautiful canticle to 
the Virgin Mary is one of the most popular 
songs in Corsica. According to the evi­
dence brought to light by Felix Quilici, it 
was probably composed in the 18th cen­
tury by a patriotic shepherd of Corscia, 
Sauveur Costa, and sung for the first time 
on the 25th of April, 1730, in the Chapel 
of St. Mark in this village of Niolo. Its 
fame, however, dates back to the consulta 
held in January 1735, at the Convent of 
Orezza, during which Corsica was dedicat-
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ed to the Virgin Mary. Since then this song 
has been regarded by the Corsicans as a 
truly national song, although the words 
are in Italian and not in Corsican (at that 
time Italian was used as the language of 
poetry and of officialdom). The text is 
given below. 

I. Dio vi sa/vi, Regina 
E madre universale, 
Per cui favor si sale 
AI paradiso. 

2. Voi siete gioia, e riso 
Di tutti i sconsolati, 
Di tutti i tribulati, 
Unica speme. 

3. A voi sospira e geme 
II nostro afjlitto core, 
In un mare di do/ore, 
E d' amarezza. 

Mission: 

4. Maria, mar di dolcezza, 
I vostri occhi pietosi, 
Materni ed amorosi 
A noi volgete. 

5. Noi miseri accogliate 
Nel vostro santo veto, 
E' I vostro figlio in ceilo 
A noi mostrate. 

6. Gradite, ed ascoltate, 
0 Vergine Maria, 
Dolce, clemente, e pia, 
Gli affetti nostri. 

7. Voi dei nemici nostri 
- ' A noi datte vittoria ; 

E poi I' eterna gloria 
In paradiso. 

JACQUES CHAILLEY 

Alain Danielou with the collaboration of the !'Abbe Suzzoni, Cure de Zilia and of Henry-Louis de 
La Grange. 

I 

Cantarini di Rusiu: Jean Toussaint Rocchi - Jean Benoit Moretti - Jean Sylvestre Moretti -
Antoine Moretti - Etienne Moretti - Bastien Moretti - Eusebe Moretti . 

Performers: l 
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LA "MESSA CORSA" 
DERUSIU 

Le village de Rusiu ( ou Rusio ), dans Ia 
Castagniccia, au sud-ouest du Mont San 
Pietro, doit sans doute a sa position excen­
trique - on y accede par une route en 
cul-de-sac qui ne succede que depuis peu 
aux sen tiers muletiers de jadis - d'avoir 
conserve vivace, comme plusieurs de ses 
congeneres, une tradition polyphonique 
populaire dont le caractere composite ne 
saurait masquer le puissant interet. Les 
offices religieux ici enregistres sont en fait 
!'adaptation de timbres souvent issus du 
plain-chant a Ia technique profane de Ia 
paghiella, type de polyphonie populaire 
ou se retrouve le reflet des plus anciens 
reflexes du contrepoint medieval, trans­
plantes dans notre monde actuel sans 
avoir rien perdu de leur fraicheur. 

I. La technique 
Les trois chanteurs d'une equipe de Paghiel­
la sont des amis, sou vent des parents, qui 
se connaissent de longue date et ne chan­
teraient pas l'un sans !'autre. lis ont tra­
vaille ensemble le repertoire qu'ils ont 
re<;:u des "anciens" et l'ont memorise sans 
notation musicale. L'equipe peut com por­
ter des chanteurs de rechange , qui parfois 
se reunissent en nombre variable donnant 
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!'illusion d'un groupe plus nombreux, les 
chanteurs etaient sept le matin pour !'en­
registrement de Ia premiere ceuvre, cinq 
l'apres-midi pour les suivantes. En ce cas, 
ils se relaient sans ordre defini, mais se 
doublent rarement, et de toute maniere 
res tent toujours fideles a Ia voix qui est Ia 
leur. 

L'emission est gutturale, les passages vo­
caux trainants et souvent ornes de melis­
mes ornementaux caracteristiques ; Ia pro­
nonciation du latin, parfois quelque peu 
ecorche, bouscule les syllabes et adoucit 
les consonnes comme le fait souvent Ia 
langue corse par rapport a l'italien dont 
elle est une variante, (ex. segula pour 
secula). Parfois, surtout au moment d'un 
effort vocal sur une note aigue, l'un des 
chanteurs met Ia main a son oreille pour 
aider son emission en entendant sa propre 
voix renforcee: Le geste est universe! et se 
retrouve dans presque toutes les traditions 
antiques. II est tellement memorise qu'on 
voit parfois un chanteur porter Ia main 
non a l'oreille, mais a lajoue, ce qui en! eve 
au geste toute consequence pratique et 
temoigne seulement de Ia force de Ia 
tradition. 

Les trois chanteurs, dans Ia paghiella pro­
fane , se tiennent l'un pres de !'autre se 
touchant volontiers ou meme s'embras-

sant par les epaules pour bien s'entendre 
reciproquement. A l'eglise, toutefois , en 
signe de respect, ils se bornent a se tenir 
l'un pres de !'autre. Au milieu, Ia voix 
principale, l'ancienne teneur du dechant 
medieval, denommee ici segunda en raison 
de sa tessiture numerotee de bas en haut. 
C'est sur elle que se reglent les deux autres, 
appelees respectivement basse ou bassu et 
" tierce" ou terza. Ce dernier terme doit 
evidemment etre compris, a Ia suite de Ia 
segunda, comme terme de numerotation et 
non d'intervalle com me le laisserait croire 
sa traduction fran<;:aise ; l'intervalle de 
tierce y est certes frequent avec Ia segunda, 
mais nullement constant au point de servir 
de definition . La terza devient ainsi 
synonyme de "voix aigue" par un proces­
sus analogue a celui qu'ont connu le triple 
medieval ou son derive le treble anglais. 

L'analyse de cette polyphonie tradition­
nelle ne cesse du reste d'appeler Ia confron­
tation avec celle de Ia polyphonie du 
Moyen-Age, avec laquelle elle offre des 
analogies frappantes . Celles-ci se retrou­
vent jusque dans Ia fa<;:on de se tenir et de 
se grouper autour du chanteur central qui 
regie !'ensemble en faisant au besoin des 
signes discrets. Elle est analogue a celle 
que decrit , au XIII' siecle, Ia Scientia 
seu doctrina musicae artis du perigourdin 

Elie Salomon pour !'execution des con­
duits . 

L'analogie se poursuit et se renforce si !'on 
entreprend !'analyse musicale de Ia poly­
phonie. Celle-ci aboutit a Ia conclusion 
que !'on se trouve devant une derivation 
populaire d'une harmonie de caractere 
classique, traitee selon une technique me­
dievale anterieure a elle de quatre ou cinq 
siecles environ. 

On ne peut en effet comprendre cette 
musique qu'en lui appliquant le principe 
enonce au XIII' siecle par Francon de 
Cologne selon lequel chaque voix doit etre 
composee separement dans un ordre defini 
de decroissance hierarchique. Au depart, 
une vox principalis ou vox prius facta, 
composee entierement comme si elle devait 
rester monodique . C'est Ia segunda cen­
trale, correspondant a l'ancienne teneur 
ou tenor, ainsi nommee parce qu'elle 
"tient" les autres voix qui n'existeraient 
pas sans elle. Com me Ia teneur medievale, 
elle derive souvent de timbres tradition­
nels , volontiers empruntes au plain-chant 
familier des paroisses. Au second rang 
d'importance vient Ia basse (le bassu) cor­
respondant a Ia contre-teneur des XIV ou 
XV' siecle. De caractere harmonique, elle 
revele, si on elague les artifices vocaux et 
les decalages tres frequents, une alter-
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nance constante de parallelismes a Ia 
tierce et de basses scolastiques regulieres. 
Mais, medievale dans sa technique, elle 
trahit dans sa realisation un souvenir sco­
laire des rudiments du traite d'harmonie 
classique qui exclut une datation mate­
rielle anterieure a !50 ou 200 ans. 

Tres differente est Ia "tierce" (terza), Je 
"triple" medieval, qui vient apres coup, 
souvent en cours de route, se surajouter 
aux deux autres voix. II lui arrive meme 
d'etre omise pour Jaisser !'ensemble a 
deux voix. Reprenant sans Je savoir Je 
principe medieval de "consonance deux a 
deux", tout en l'appliquant a Ia conso­
nance de tierce post-medievale, elle est le 
plus sou vent basee sur Je parallelisme a Ia 
tierce superieure a partir de Ia teneur, 
agremente d'ornements comme Ia teneur 
elle-meme. La non-concordance rigoureu­
se de ces deux ornementations introduit 
de nombreuses pseudo-variantes qui ne 
sont qu'apparentes. Sa relative indiffe­
rence envers Ia basse lui en! eve toute reac­
tion devant des fausses relations ou des 
suites de quintes paralleles qu'eut pros­
crites Je formalisme regissant Ia basse. II 
arrive pourtant qu'a J'appel de Ia basse 
l'intervalle de tierce cede Je pas a Ia quarte, 
surtout si elle forme ainsi octave avec Ia 
basse : elle se rapproche ainsi au plus pres, 
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pour un instant, de !'organum primitif. II 
lui arrive aussi de s'installer sur une pedale 
superieure et de contribuer ainsi au carac­
tere harmonique de certaines formules 
cadencielles. La partie de "tierce" est 
consideree par Jes chanteurs comme au 
moins aussi importante, sinon plus, que Ia 
partie de basse: on a vu des equipes accep­
ter !'absence de basse, mais refuser de 
chanter sans tierce lorsque celle-ci est 
prevue. 

L'ensemble a une saveur particuliere et 
constitue un document emouvant sur Ia 
rude ferveur de !'arne corse, qu'il traduit 
avec intensite. 

II. Les pieces enregistn!es 
Messe des dimanches etfetes 
La devotion corse a Ia Vierge se marque 
par le choix, pour Je Propre, de l'une des 
cinq messes qui lui sont consacrees (messe 
no 5, de Ia Pentecote a !'Avent). Ce choix 
se justifie en outre par !'importance de Ia 
fete du 15 aout (Assomption), ou cette 
messe trouve son emploi liturgique nor­
mal. 

La messe s'ouvre par !'introit, SAL­
VE, SANCTA PARENS, avec ses 3 parties 
regulieres: antienne d'entree, ou les 3 voix 
entrent successivement, puis verset de 
psaume Eructavit cor neum, passant du 
mineur au majeur comme dans Je modele 

du plain-chant. Contrairement a celui-ci, 
Ia repetition de l'antienne ne se fait pas par 
reprise musicale, mais par simple psalm o­
die. 

Le KYRIEfait alterner Ia polyphonie avec 
un couplet monodique qui n'est pas gre­
gorien; melodie tres simple de caractere 
populaire, parfois alternee d'un chantre a 
!'autre. 

Le GLORIA s'ouvre par !'intonation de Ia 
Messe Royale de Dumont, apres quoi 
alternent une polyphonie et Ia psalmodie. 

Comme Je Gloria, Je CREDO s'ouvre par 
!'intonation de Dumont. A pres un Pat rem 
original, s'etablit une alternance analogue 
a celle du Gloria . Noter !'attraction qui 
hausse Je si bemol au rang de tierce neutre, 
parfois presque si becarre. 

Dans l'offertoire BEATA ES, Ia voix de 
tierce n'intervient qu'a Ia fin. 

Dans Je SANCTUS, commencee sur une 
tierce fa-/a bemol, Ia hauteur de voix se 
trouve entrainee de plus en plus haut jus­
qu'a manter d'une tierce mineure entre le 
debut et Ia fin. 

Le PATER NOSTER est etranger au reper­
toire de Ia paghiella. C'est Ia psalmodie 
liturgique accompagnee par Je bassu en 
style " cor de chasse" (mais avec cadence 
de quinte) et , vers Ia fin, !'intrusion de 

quintes paralleles qui viennent inflechir ce 
style. Les 3 voix se reunissent pour Je sed 
Iibera nos, et concluent sur Ia penultienne 
de Ia formule. 

La presentation de I' A GNUS DEI com porte 
des singularites sur Je plan liturgique. 
Apres un Pax Domini place en preface de 
J'Agnus et non en conclusion duPer omnia 
absent, Je chantre annonce Miserere. Les 
paghiellistes chan tent les deux Agnus avec 
Miserere nobis. Le chantre annonce Dona 
nobis pacem puis les paghiellistes repren­
nent J'Agnus avec Dona nobis (meme tim­
bre avec quelques variantes ). 

Enfin Ia communion, BEATA VISCERA, 
consiste en une psalmodie a 3 voix. 

Messe des Morts 
L'introit REQUIEM AETERNAM se derou­
le selon un plan analogue a celui du prece­
dent introit, mais avec une repartition dif­
ferente des timbres: pour l'antienne, pour 
Je psaume, pour Ia reprise simplement 
psalmodiee a une voix. 

La sequence DIES !RAE, compte tenu de sa 
longueur, n'est pas chantee integralement 
rna is en deux parties dont l'une (strophes 
I a 7, jusqu'a sit securus) em­
prunte alternativement deux timbres; !'au­
tre (strophes 17 a 19, de Lacrymosa a Ia 
fin) presente une structure particuliere. 
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Une voix seule rejointe par des elements 
de "bassu" annonce d'abord Lacrymosa 
dies irae (pour" dies ilia") sur une melodie 
mineure, sans doute inspiree du vers final 
de Dio vi sa/vi (on retrouve ici Ia meme 
singularite que dans I'Agnus Dei). La 
paghie/la reprend Lacrymosa et enchaine 
Pie Jesu, avec des reprises de mots inac­
coutumees, sur un timbre composite a 
travers diverses incertitudes d'intonation. 
II se pourrait que cette 2' partie ait ete 
ajoutee apres coup. 

L' offertoire DOMINE JESU CHRIST£ est lui 
aussi de structure particuliere. II n'utilise 
pas en effet les timbres habituels, mais un 
nouveau timbre dont le caractere mesure 
accuse l'origine de cantique populaire. La 
premiere phrase rappelle !'Ave maris stella 
des paroisses, mais Ia similitude ne se 
poursuit pas. L'Offertoire en combine 
librement les trois elements et conclut par 
Ia tierce majorisee. Noter !' incertitude de 
!'intonation de Ia tierce, souvent haussee 
en tierce neutre dans l'attente du majeur 
final. La 3' voix n' intervient qu'episodi­
quement au moment des caden­
ces. II n'y a pas de Sanctus. Chacun des 
trois AGNUSreprend le meme timbre, non 
sans hesiter sur Ia place de Ia tierce , 
majeure ou mineure, mais le requiem sem­
piternam terminal remet nettement Ia tier-
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ce mineure ~n place pour !'opposer a Ia 
tierce de Ia cadence qui est majeure. 

La Me sse des Morts proprement dite s'ache­
ve avec Ia communion LUX AETERNA, sui­
vie du dialogue Requiem-Et Lux et du Cum 
sanctis tuis minorise, avec une caden­
ce finale majorisee. 

Les pieces qui suivent n'appartiennent 
plus a Ia liturgie des defunts, et s'ecartent 
plus nettement des timbres ci-dessus. L'O 
SALUTARIS est chante sur un air de canti­
que populaire dont !'harmonisation s'ins­
pire des exemples precedents, avec nom­
breux parallelismes d'organum. Vient en­
suite.le psaume LAUDATE DOMINUM OM­
NES GENTES, et !'enregistrement s'acheve, 
comme toute ceremonie corse tradition­
nelle, par le chant du DIO VI SALVI, 
REGINA, ici enregistre avec une polypho­
nie enpaghie/la oil !'on retrouve plusieurs 
des formules precedentes. 

Ce beau cantique a Ia Vierge est l'un des 
chants les plus familiers aux Corses. Selon 
des temoignages qu'a releves M. Felix 
Quilici, il aurait ete compose au XVIII' 
siecle par un berger patriote de Corscia, 
Sauveur Costa, et chante pour Ia premiere 
fois le 25 avril1730 dans Ia chapelle Saint­
Marc de ce village du Niolo ; mais sa cele­
brite remonte surtout a Ia "consulta" de 
janvier 1735 au couvent d'Orezza, au 

cours duquel Ia Corse fut consacree a Ia 
Vierge. De puis lors, ce cantique est consi­
dere en Corse comme un veritable chant 
national, bien qu 'il so it compose en italien 
et non en corse (l'italient etait alors consi­
dere com me langue poetique et officielle ). 
Nous en donnons ci-apres le texte . Cer­
taines versions recentes passent, dans le 
premier vers, du vouvoiement au tutoie­
ment (Dio ti sa/vi), sans doute sous influen­
ce post-conciliaire ; mais cette retouche ne 
se developpe jamais dans les strophes sui­
vantes, qui gardent un vouvoiement impos­
sible a modifier sans remettre en cause 
toute Ia structure poetique . 

I. Dio vi salvi, Regina 
E madre universale, 
Per cui favor si sale 
AI paradiso. 

2. Voi siete gioia, e riso 
Di tutti i sconsolati, 
Di tutti i tribulati, 
Unica s/kme. 

Mission: 

3. A voi sospira e geme 
II nostro afflitto core, 
In un mare di do/ore, 
E d' amarezza. 

4. Maria, mardi dolcezza, 
I vostri occhi pietosi, 
Materni ed amorosi 
A noi volgete. 

5. Noi miseri accogliate 
Nel vostro santo veto, 
E' I vostro figlio in ceilo 
A noi mostrate. 

6. Gradite, ed ascoltate, 
0 Vergine Maria, 
Dolce, clemente, e pia, 
Gli affetti nostri. 

7. Voi dei nemici nostri 
A noi datte vittoria ; 
E poi l'eterna gloria 
In paradiso. 

JACQUES CHAILLEY 

Alain Danielou avec Ia collaboration de !'Abbe Suzzoni , Cure de Zilia et de Henry-Louis de La 
Gra nge. 

lnterpretes: 
Cantarini di Rusiu : J ean Toussaint Rocchi - Jean Benoit Moretti - Jean Sylvestre Moretti -
Antoine Moretti -Etienne Moretti- Bastien Moretti- Eusebe Moretti. 
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