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PREFACE TO THE SECOND EDITION
i

QTUDIES in Byzantine music have made remarkable progress 
since the publication of the first edition of this book in 1949. The 

field of research has been widened by the inclusion of melismatic 
chant and other forms of liturgical chant which we had hitherto 
not attempted to decipher. On the other hand, the number of 
scholars working on Byzantine music has increased and there are 
more musicologists interested in Byzantine music as an important 
branch of Christian Chant in general.

For these reasons it was not sufficient to reprint this book; 
considerable enlargement and revision have proved necessary. 
The sections which needed most expansion were those on 'Byzan
tine Liturgy’ (pp. 130-45), on the 'Poetical Forms’ I (pp. 191-7), 
and ‘Byzantine Musical Notation’ (pp. 246-60, 271-84, 305-8). 
A new section on ‘Melismatic Chant and Psalmody’, a new field 
in our studies, had to be added (pp. 329-48, Appendix pp. 401- 
15). It was, furthermore, necessary to bring the ‘Introduction’ 
up to date (pp. 20-28). Minor additions; were put together in an 
appended section under the title ‘Excursuses’, to which reference 
is made in the text by an asterisk *.

As mentioned in the preface of the first edition Byzantine 
musical manuscripts have neither a standardized system of 
accents, nor of punctuation. They have, however, dots, care
fully placed at the end of the lines of the poems. When examples 
are taken from manuscripts, the transcription follows the 
original as closely as possible.

Inconsistencies between Greek and Latin forms of names 
and terms could not be avoided. Some authors, for example, 
whose articles are quoted, prefer the Latin form Hirmologium, 
others the Greek spelling Heirmologion or Hirmologion.

I am deeply grateful to the late Professor A. M. Friend, Jr., of 
Princeton University, who invited me to go in the Summer 
semester 1954 as a Visiting Scholar to the Dumbarton Oaks Re
search Library and Collection (Harvard University), in Washing
ton, and to take part in the ‘Symposium on Byzantine Liturgy and 
Music’. This stay and another one in the Winter semester 1956-7 
enabled me to pursue my work in the Dumbarton Oaks Library, 
which specializes in Byzantine studies. My thanks are due to John 
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vi PREFACE TO SECOND EDITION
Thacher, Director of the Dumbarton Oaks Research Library and 
Collection, to Professor Sirarpie Der Nersessian, and to Professor 
E. Kit zinger, Director of Studies, who supported my work in 
every conceivable way. Miss Patricia Kean, Fellow of Lady 
Margaret Hall, Oxford, has again been very kind in helping me 
to prepare the manuscript for the press.

The last word of gratitude is due to my dear friends and col
leagues, Professor Carsten Hbeg and Professor H. J. W. Tillyard, 
with whom I have had the privilege of co-operating for more than 
a quarter of a century on the Monumenta Musicae Byzantinae,

E. J. W.
Oxford
May 1958

Note on the Frontispiece

The plate given as frontispiece is taken from the Typikon, the Rule for the 
Convent of Our Lady of Good Hope ύπεραγίας Θεοτόκου της Βεβάία,ς Ελπίδας)
at Constantinople. The Typikon was bought by George Wheeler, a Fellow of 
Lincoln College, at Athens during his journey to the East in 1675-6 and given to 
the College together with other manuscripts. The first part of the Typikon1 was 
composed by Theodora, the daughter of the Sebastokrator Constantine Com- 
nenus Palaeologus, and niece of the Emperor Michael VIII Palaeologus (1259- 
82), the first Emperor of the Palaeologian dynasty.

1 The text of the Rule, followed by the history of the foundation of the Convent, is given by 
H. Delehaye in his study ‘Deux Typica byzantins de 1’epoque des Paldologues’, in Memoires, 
Deuxieme Serie, tome xiii, of the Academic Royale de Belgique (1921), pp. 18-105 and 141—72.

Theodora and her husband, the Great Stratopedarches John Comnenus 
Doukas Synadenos, were the founders of the Convent of Our Lady of Good 
Hope, and Theodora, under the name of Theodoule, became the first abbess. 
The second part of the Typikon was written by her youngest daughter, the nun 
Eudokia, who enlarged the monastery. The last pages were added by later 
members of the family in 1397, 1398, and 1402.

On folios one to nine we find a unique series of miniatures, representing the 
family of the founders, on the tenth the Blessed Virgin of Good Hope, on the 
eleventh Theodora-Theodoule as Abbess and on the last the Abbess together 
with the nuns. The plate here reproduced represents the Protosebastos Con
stantine Comnenus Raoul Palaeologus, a son-in-law of the foundress and his 
wife Euphrosyne Doukas Palaeologina, one of the daughters of the foundress. 
The miniature is an extremely fine example of Byzantine craftsmanship of the 
period in which Byzantine music had reached its zenith.



FROM THE
PREFACE TO THE FIRST EDITION

rHE idea· of this book goes back to a course of lectures which 
I delivered thirty years ago in the University of Vienna.

At that time studies in Byzantine music were only beginning 
and very few melodies had been transcribed. The subject, how
ever, seemed to me so absorbing that I decided to continue 
my investigations and to study the whole complex of Eastern 
Christian music in order to get the right approach to its most 
important branch, the music, in ceremonies and liturgy, of the 
Byzantine Empire. In the introductory chapter the reader will 
find a detailed report of these studies and their connexion with 
those of other scholars.

There is a great difference between the scheme of this book as 
it was originally planned and its present form. A great deal of 
what I had to say was worked out in books and articles pub
lished since 1917, to which reference is made in the bibliography. 
The most important decision was to deal with the origins of 
Christian music in a separate work, in which it was shown that 
both Byzantine and Western Chant ultimately derived from a 
common source, the music of the Synagogue, and that , a close 
relationship existed between a number of Western melodies and 
the parallel Eastern versions. This relationship between East 
and West, well known to liturgiologists, had to be made clear to 
students of the history of music by an analysis of the melodies 
of Latin hymns with Greek prototypes. I must therefore refer 
readers interested in these problems to this book, Eastern Ele
ments in Western Chant, published in 1947 as the first volume of 
the American Series of the Monumenta Musicae Byzantinae.

This separate treatment of the origins made it possible to write 
a history of the development of Byzantine music and hymno - 
graphy, and it is hoped that this may be of service not only to 
musicologists but also to students of Eastern theology and Byzan
tine civilization. I also found it necessary to outline the back
ground, Greek and Hebrew, from which Byzantine hymnography 
developed. I came to the conclusion that while both words and 
music were of Oriental origin they were judged by Patristic and 
Byzantine writers in the light of Platonic and Neoplatonic 



viii PREFACE TO FIRST EDITION
thought, and that as hymnography developed the spirit of the 
Greek language transformed the expression of the melodies, so 
that this originally foreign material was naturalized by a con
tinuous process of assimilation.

For a long time the student of hymnography was discouraged 
from an investigation of Byzantine poetry, partly by the bulk 
of the material to be found ;n the service books, partly by the 
quality of much of it, verbose and lacking in inspiration in com
parison with classical Greek poetry. It is true that in the great 
mass of Byzantine liturgical poetry a large proportion is artisti
cally worthless, but it is also true that much inspired poetry can 
be found if the whole material is investigated. It is well known 
that the same is true of Latin hymns, and, further, if a compari
son is made, it will be found that many Byzantine hymns equal, 
when they do not surpass, the best Latin poems in imaginative 
power and technical achievement. It is from these hymns, 
appreciated for what they are without reference to the standards of 
classical poetry, that Byzantine hymnology must be approached.

It is impossible, however, to consider the texts apart from the 
music. The fusion of words and music is complete: the texts 
cannot be judged apart from the melodies nor the melodies apart 
from the words to which they were sung. The Eastern melodies 
show less variety in construction and detail than their Western 
parallels, the Gregorian melodies. But once we are accustomed 
to the fact that they are built up on a certain number of formulas 
which are characteristic of the mode of the hymn we can see 
how ingeniously the musicians shaped and varied the patterns 
transmitted to them from one generation to the next, embellish
ing them slightly, until in the period of the Maistores, or Melurgi, 
the ornamentation became more florid ^and the music of greater 
importance than the words. This new development, which is a 
purely musical one, has been dealt with in a number of detailed 
studies, above ah in J.-B. Rebours’s Traite de pscdlique. I have 
therefore restricted the present history to the period in which 
hymnography was productive from the point of view of both text 
and music. I hope one day to be able to supplement it by a study 
of the Melurgi.

Mr. K. Sisam, Secretary to the Delegates of the University 
Press, first suggested, in 1941, that I should write a book for
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t the Clarendon Press which would sum up the results of my
I studies, and I wish to express my gratitude for the support and
f encouragement that he and the Delegates have given me. I
f started the work as soon as the manuscript of my Eastern
f/ Elements in Western Chant was complete, and finished it in
j August 1946. That it took me so long to write a book on a subject
I with which I had been acquainted since the early days of my
I studies may be explained by the fact that I have not relied in
I" any section on reproducing quotations of sources at second hand,
f. but have always gone back to the original texts. This procedure
I proved exacting but often led to unexpected and valuable results.
I This was particularly the case in the chapters which dealt with
I' Greek musical theory, the pagan background, the alchemical
I treatises, and music in ceremonies.

Since the ground covered by these sections was not part of 
my former studies, I discussed many of them with my friends, 

I and asked them to read parts of the manuscript before I gave
Γ it to the printer. I was fortunate in having the advice of P. Kahle
j on Hebrew and Syriac poetry, of Rudolf Pfeiffer and Mrs. Isobel
I Henderson on Greek musical theory, of P. Maas and G. Zuntz
h on Byzantine poetry. I have also to thank the Rev. A. A. Farrer,
f who revised the translations of the hymns. . . .
I A word must be said about the Greek quotations given in the
k footnotes, and about the text, accentuation, and punctuation of
I Greek hymns. There are few critical editions of Byzantine
I ecclesiastical writers. Most of the quotations therefore had to be
ξ taken from editions which are far from faultless. An attempt to
t trace the texts back to the manuscripts would have made it
I impossible to carry out the main purpose of the book. The text
I of Ps.-Dionysius the Areopagite in Migne’s Patrologia Graeca is, as
[ everybody knows, in a very corrupt state; the text of Nicolas
I Mesarites in Heisenberg's edition has an unusual accentuation,
i But since the present book is not intended for philological pur-
I poses, no attempt has been made to standardize the texts. This
I would, in any case, have been to create an artificial uniformity in
J texts spread over many centuries.
j The texts of hymns in musical manuscripts have no accents,
J; and the division into lines and half-lines is indicated by a dot 
J above the line. The dot means a half-clause, full-clause, or short
I pause in the melody, and does not punctuate the sense. The 
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printed service books of the Greek Church keep the dot, but add. 
a quite arbitrary punctuation by commas and full stops, and 
so do the various modern editions. Here too no attempt at 
standardization has been made. In the manuscripts iota sub
scriptum is used rarely and irregularly. It has usually been sup
plied, in conformity with the modern method of printing classical 
Greek.

Byzantine accentuation was not the same as that of classical 
Greek; the system of pitch had been abandoned, and a stress 
accent substituted. The music proves that, as far as poetry is 
concerned, the line contains only three or four main accents. The 
best method, therefore, of printing it would be to mark only 
these, with acutes, as P. Maas proposed. This question, however, 
is fully discussed in the chapter on words and music.

The present book was not merely written in Oxford. It owes 
its shape and outline to the spirit of Oxford. I have already 
mentioned some of my friends who were always ready to help 
when the subject matter took me beyond the range of my own 
studies. Miss Patricia Kean helped me to prepare the manu
script for the press and read the proofs. She also compiled the 
Index, as she did for my Eastern Elements in Western Chant. 
I wish to express to her my gratitude for her support.

The book could never have been written without the help 
which I received from the University and the haven which 
Lincoln College gave me by electing me a Fellow in 1939. I 
therefore wish to dedicate it to the Rector and Fellows as an 
expression of my gratitude and friendship, and I have chosen as 
frontispiece a miniature from a manuscript in the possession of 
Lincoln College, now deposited in the Bodleian Library. . . .

E. J. W.

Lincoln College
Oxford 1948
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INTRODUCTION

A SURVEY OF STUDIES IN BYZANTINE MUSIC 
AND HYMNOGRAPHY

I. BYZANTINE MUSIC

THE term ‘Byzantine music" has been applied by modem 
scholars to Eastern ecclesiastical chant, sung Tn Greek, and 
to the melodies of a certain group of ceremonial poems in honour 

of the Emperor, the Imperial family, and high dignitaries of the 
Orthodox Church. The restriction of the term to these two 
groups of chants is not quite accurate, for it excludes secular 
music, to which Christian authors and Byzantine historiographers 
frequently refer. No trace, however, of this secular music has 
come down to us, and the only knowledge we have of it is derived 
from the Fathers of the Church and the Byzantine chroniclers 
who contrast the evil influence of theatrical music with the 
purifying spirit of sacred music. Remnants of Byzantine popular 
songs may still live in Greek popular music of the present day, but 
no attempt has yet been made to analyse the melodic structure 
of these songs and to separate the different layers by stylistic 
analysis, a procedure which would enable us to compare the 
corpus of secular melodies with ecclesiastical, and to determine 
whether any relationship can be observed between them. We 
must, therefore, use the term ‘Byzantine music’ here in the same 
restricted sense as our predecessors; but we shall try to add some 
information from literary sources so as to give a more complete 
account of the position which both ecclesiastical and secular 
music occupied in the Eastern Empire.

There are three groups of sources on which our knowledge of 
the subject is based:

(i) Manuscripts, containing (a) collections of ecclesiastical 
hymns, chants from the Ordinary of the Liturgy, and other 
liturgical melodies; (&) acclamations and Polychronia, sung 
by alternating choirs in honour of the Emperor, the Em
press, and high dignitaries of the State and of the Church.

(2) Treatises on musical theory and notation.
(3) Descriptions of secular and ecclesiastical ceremonies and 

feasts accompanied by hymns, chants, and instrumental 
music.

6181 B



2 A SURVEY OF STUDIES IN
As in all other studies connected with the history of medieval j 

music, any progress is dependent on two factors: (i) the existence 1 
of a sufficiently large number of manuscripts containing musical j 
notations from different successive periods to cover most of the 
ground under consideration; (2) the possibility of drawing con
clusions as to the deciphering of the earlier stages of notation by i 
comparison with the final stage, the reading of which offers no 
difficulties.

We shall have to prove explicitly later on that both these con
siderations impose further restrictions on the scope of our in
quiries. Many of the early musical manuscripts have perished, 
probably because they were illuminated and were for that reason j 
destroyed during the Iconoclastic controversy. But many manu
scripts containing hymns with superposed musical signs have 
been preserved from the ‘Second Golden Age1 of Byzantine art, 
from the ninth to the beginning of the thirteenth century, and J 
even more from the third period between the conquest of Con
stantinople by the Crusaders in 1204 and the end of the Empire -1 
in 1453·

From the beginning of Byzantine studies in the West these 
manuscripts aroused the interest of students investigating the 
liturgy of the Eastern Church. The list of scholarly works begins 
as early as the middle of the seventeenth century with two 
publications, from both of which valuable information can even 
now be obtained about the part played by music in the service of j 
the Greek Church: Leo Allatius's De libris ecclesiasticis Graeco- J 
rum dissertationes duae (Paris, 1646), and J. Goar's Εύχολόγιον | 
sive Rituale Graecorum (Paris, 1647), a commentary on the ‘Great j 
Euchologium'. A. Kircher, on the other hand, a very unreliable | 
compiler, dealt only superficially with Byzantine music in his J 
Musurgia universalis sive ars magna consoni et dissoni, vol. i. 7, I 
pp. 72-9 (Rome, 1650). I

II. EARLY WORK ON BYZANTINE MUSIC AND HYMNOGRAPHY | 

The first scholar to draw attention to the musical signs was | 
Montfancon, the originator of Greek palaeography. He gives a I 
list of them in his Palaeographia Graeca (Paris, 1708), pp. 231 I 
sqq., without trying to transcribe them into Western musical I 
notation. An attempt to do this seems to have been made some I 
seventy years later by M. Gerbert, Abbot of St. Blasien, who dealt I 
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extensively with the music of the Eastern Church in the second 
volume of his study De cantu et musica sacra, a prima ecclesiae 
aetate ad praesens tempus (St. Blasien, 1774). Gerbert even claimed 
in this work to have succeeded in transcribing some of the melo
dies ; but as he gave no examples of his accomplishments his asser
tion cannot be proved. Another treatise of this period, based on 
Late Byzantine musical theorists, can be found in the Geschichie 
des transalpinen Daciens (Vienna, 1781-3), vol. ii, pp. 430-547, by 
F. J. Sulzer, an assessor in the Austrian army. One would not 
expect to find a learned dissertation on music in a book of this 
kind, yet Sulzer’s work must be considered a careful attempt to 
solve the problem of the last phase of Byzantine notation.

Whilst Sulzer’s study remained almost unnoticed, another at
tempt, made some years later, met with greater success. This was 
an essay "De 1’etat de 1’art de musique en Egypte’ by G. A. Villo- 
teau, published together with other studies on Oriental music in 
the fourth volume of the Description de I’ligypte-(Paris, 1799). 
Villoteau’s work was the first comprehensive study on Greek 
ecclesiastical music and of its notation and theory. It was written 
by a musician of wide knowledge, and retained a prominent place 
in musical literature up to the middle of the nineteenth century. 
Villoteau's essay is the last of the first group of studies on Byzan
tine music. Further progress, especially in collecting information 
about the earlier phases of Greek ecclesiastical music, could not be 
made at that time, since the difficulty of deciphering the musical 
signs seemed insurmountable. This fact also explains, in part, 
the disinclination of students, writing on the history of music, to 
carry out investigations into a remote subject which, like all 
branches of Byzantine art during the greater part of the nine- 
teenth century, lay outside the general interests of the period, and 
seemed therefore doomed to failure.

A new, impulse was needed to revive the study of Byzantine 
Chant. It came from the investigations into Byzantine hymno- 
graphy of Cardinal Pitra, particularly from the publication of his 
Hymno graphic de Veglise grecque (Rome, 1867), in which he ex
pounded his discovery that the hymns of the Greek Church were 
composed in strophes of equal metre. The discovery was made 
by chance. During a stay in St. Petersburg in 1859 Pitra was 
studying a manuscript which contained a hymn to the Blessed 
Virgin. His curiosity was roused by red dots, which not only 
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divided the different sections, but also marked off phrases of 
varying length. These red dots were to be found at the same 
intervals in every strophe, and always followed the same number 
of syllables. After further investigations a second more splendid 
copy of the same hymn was found with golden dots at the exact 
places where the plain copy had red dots. The importance of the 
discovery was obvious. ‘Le pelerin etait en possession du systeme 
syllabique des hymnographes.’1 After examining more than 200 
manuscripts Pitra was able to state that Byzantine hymns were 
composed in metres, no longer based on quantity, as was the case 
in classical poetry, but on the principle of the stress accent.

Pitra’s discovery marked the beginning of systematic research 
into Byzantine hymnography; nearly every study written before 
its publication is to-day only of historic interest.2 This fact 
becomes evident when we consider that only four years before 
the publication of Pitra’s Hymnographie a great authority on the 
Eastern liturgy, J. M. Neale, wrote in the preface to his transla
tions of Byzantine hymns: ‘But in attempting a Greek Kanon, 
from the fact of its being in prose—(metrical Hymns, as the 
reader will learn, are unknown)—, one is all at sea. What 
measure shall we employ ? Why this more than that ? Might we 
attempt the rhythmical prose of the original, and design it to be 
chanted?’3

Once Pitra’s discovery became known, it seemed strange that 
the metrical structure of the hymns could have remained so long 
obscure. Goar, at least, had a clear idea of the structure of the 
hymns when he wrote in the Commentary of his Euchologium 
(1647). P-434:

Libros notis musicis exaratos inter cantandum rarissime conspiciunt vel 
etiam habent Graeci: communesque ideo et verbis et cantu memoriae 
tenaciter infigunt hymnos, ad quorum normam alios pari syllabarum

1 Hymnographie^ p. n.
2 Pitra’s claim to have been the first to discover the metrical structure t»f Byzantine hymns has 

been challenged by W. Meyer (Speyer) in a paper ‘Pitra, Mone und die byzantinische Strophik* 
in Sb. B.A, (1896), pp. 49-66, in which he proved that F. J. Mone had come to the same conclusions 
as Pitra, fourteen years earlier. W. Meyer quotes a passage from the first volume of Mone’s Latei- 
nische Hymnen des Mittelalters (1853), p. xi, from which it appears that Mone, in fact, discovered 
the rhythmical structure both of Eastern and Western hymns independently and some years 
before Pitra. But we do not agree with Meyer’s assumption that Pitra knew Mone’s book and was 
unconsciously influenced by it when he macle his discovery.

3 J. M. Neale, Hymns of the Eastern Church (London, 1863), p. xiii. Hatherley made no change 
in the sumptuously printed fourth edition of 1882, by which time the rhythmical theory was 
already a well-established fact.
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■■ numero constantes cantando inflectunt, quorum ideo primordia canticis 
ί aliis inscribunt, ut ad eorum regulam sequentes'indicent esse decantandos,
f Hi vocantur Ειρμοί sive tractus, ut qui sequentes modulos ad suam 

musicam inflexionem trahant.
( qqds account covers the whole ground of Pitra’s discovery; and 
I on some points it goes even farther. In a review of Pitra’s book,

which assumed the size of an independent work,1 Η. M. Stevenson 
tried to answer the question. As he explains, it is obvious from 
passages in both Eastern and Western commentaries that the 

1 hymns were thought to be written in a kind of ‘cadenced prose’.
Such a rhythmical scheme was not considered as a sufficient basis 
for a poetical form, since no traces could be found either of classi
cal metres or of the popular Byzantine Stichos politikos, with the 

I exception of three Kanons of St. John Damascene for Epiphany,
I Easter, and Pentecost, composed in iambic verses. It was the
I general view of ecclesiastical writers that these chants were
I called hymns only because they were sung to melodies, the repeti-
I tion of which made it necessary to divide the whole hymn into
J sections, i.e. strophes. Apart from this arrangement, made neces-
I sary by the repetition of the melody, they were regarded as
Ji prose compositions. This is made clear by a passage in a com-
I mentary by Theodorus Prodromos, dating from the twelfth cen-
I tury, on hymns of Kosmas of Jerusalem and John Damascene.
[ He speaks of the Kanons of Kosmas as written in prose (δίχα
I μέτρου). The same view is put forward five centuries later· by a
[ Western scholar, S. Wangnereck, commenting on the Odes of
[ the Menaia.2

! in. J.-B. PITRA AND W. CHRIST
J Before Byzantinists had time to realize the implications of 
j Pitra’s discovery, another work on the same subject was pub- 
I lished. This was the Anthologia Graeca carminum Christianorum, 
I edited by W. Christ and M. Paranikas (Leipzig, 1871), up to the 
I present the most comprehensive collection of Greek ecclesiastical 
Ist poetry from Early Christian times to the great period of Byzantine

1 Η. M. Stevenson, ‘ L’Hymnographie de I’dglise grecque’, Revue des questions historiques (Paris, 
1876), pp. 482-543. S ee also Η. M. Stevenson—J.-B. Pitra, Theodori Prodromi commentarios in 
carmsna sacra melodorum Cosmae Hieros. et loannis Damasc,, etc. (Rome, 1888).

2 (Non proinde ambigam Menaeorum innumeras odas ... in suis omnibus strophis ex mera 
omnino prosa constare: Pietas Mariana, praef. 2. This view is repeated in H, Maracci’s Mariale 
S. Josephi bymnographi (Rome, 1661), p. 401. Gretser, De Cruce, H, p. 283 (1600^5), goes even 

| farther, by assuming ‘lex potissimum videtur hymnographi voluntas?

I
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hymnography. The collaboration of a student brought up in the 
tradition of the Orthodox Church with a Western scholar who 
had specialized in classical prosody proved fortunate. From 
Paranikas, W. Christ learned the melodies of the Greek Church. 
When he tried to sing them himself, he became aware of the 
coincidence of the musical and verbal phrases.1 Thus he made 
the same discovery as Pitra, that of the isosyllabic structure of 
the phrases of each strophe of the Odes. But he went a step 
farther and attributed to the verbal accent in the line of a Byzan
tine hymn the function of the metrical accent in classical poetry. 
The basic principle of the hypothesis is correct, and here Christ 
ought to have stopped, but, influenced by his studies in classical 
prosody, he attempted to explain the rhythm of Byzantine 
hymns by an elaborate system of metrical feet, as though-he were 
dealing with classical poetry.2 This view was erroneous on the 
score of both text and music, because the poetry was no longer 
based on quantity, and, before it came under the influence of 
the Turks, the measured rhythm of Neo-Greek melodies was 
unknown to Byzantine music. It is difficult to reconcile this 
theory with his other conjecture that the abandonment of quanti
tative accentuation might be due to the influence of Hebrew 
poetry, particularly the Psalms.3 Indeed, it seems that Christ, 
influenced by Pitra, was approaching a solution of the metrical 
rules of Byzantine hymns, but was led astray by the modem 
rhythmical version of the melodies. We are confirmed in this 
opinion when we read the chapters on the music and the musical 
notation. The music that Christ and Paranikas describe there is 
Neo-Greek music after the reform of Chrysanthus in 1821.4

While Christ’s anthology succeeded in raising the interest of 
classical scholars in the art of hymn-writing, another collection of 
hymns published only a few years later by J.-B. Pitra brought 
liturgiologists into this new field of research. Pitra's anthology, 
published as the first volume of his Analecta Sacra spicilegio 
Solesmensi parata (Paris, 1876), contains works of only twenty- 
five hymn-writers besides a number of anonymous poems, but 
the most famous of them, particularly Romanus, are represented 
by a great number of their poems. It is, in fact, one of Pitra’s great

1 Anthol. Gr., praef., p. v. 2 Ibid., pp. Ixxiii sqq.
3 Ibid., p. Ixxix.
4 Chrysanthus of Madytos, Εισαγωγή «5 τΐ> θίωρητικον και πρακτικόν της εκκλησιαστικής μουσικής 

(Constantinople, ι8ζι).
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achievements that he assigned to Romanns the most prominent 
■place in the collection, and drew the attention of Western scholars 
to the poet, whom on the day of his feast (1 October) the Eastern 
Church praises as 'the first origin of the beautiful chants’, 'the 

l ‘ father’ of hymnographers, the composer of ‘angelic* hymnody’.1 
I After the example of Pitra research into Greek hymnography had
t as its main object for some considerable time the reconstruction
I of the texts and metre of the Kontakia of Romanus.

I IV. LATER STUDIES IN BYZANTINE HYMNOGRAPHY

I The discovery of the poetical structure was only one, though 
f- perhaps the most important, of Pitra’s contributions to the study

of Byzantine hymnography. Having succeeded in reconstructing 
the metrical scheme, indicated in the manuscripts by the dots at 
the end of cola and periods, he turned his attention to the origin 

j of the genre, approaching the problem as a liturgiologist, who 
saw the hymns as part of the service and as subordinated to its 
requirements. Though he came to no definite conclusions, his 

! various remarks in the Hymnographie and the Analecta gave
ί valuable hints to his successors, above all, his suggestion that it
j: was in the hymnography of the Syrian and the other Eastern
j Churches, and even in the Jewish hymns, canticles, and psalms 

that the origins of Byzantine hymn-writing might be found.2
Pitra’s hypothesis was confirmed by J. W. BickeH in his 

Regulae metrices Biblicae (Innsbruck, 1879), p. 3: ‘rectam viam 
j odas Graecorum ecclesiasticas metris constare et a madraschis 
j Syrorum derivatas esse probabat, has ipsas e sacra Hebraeorum 
1 poesi ortum habere coniectavit’; but it was W. Meyer (Speyer) 
[■ who first carried out detailed research into Syriac hymnography.
I He showed that the hymns of Ephraem must be regarded as
I models for Greek Kontakia, the early form of Byzantine poetry. 
1 ‘It was from Semitic Christians’—this is the main point of his 
i essay—‘who were nearer to the source of Christianity than the
j Greeks and Romans, that rhythmical poetry came to Greek and 
I Latin Christians.’3 Meyer’s views at first met with some opposi-
I tion. G. M. Breves, the learned editor of the Analecta Hymnica,
ΐ attacked them particularly strongly in a review in the Gottingische
? 1 Cf. Anal. Sacra, i, p. xxvi. z Cf. Hymnographie, pp. 33-4.
? 3 ‘Anfang und Ursprung der lateinischen u. griechischen rhythmischen Dichtung’, Abb. B.A.

xvii. 2 (Munich, 1884), p. iq8.
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gelehrte Anzeigen (1886). But soon opinion changed. H. Grimme 
in his Der Strophenbau in den Gedichten Ephraems des Syrers 
(Freiburg i. B, 1893) supported W. Meyer’s theory by comparative 
studies in Syriac and Byzantine metrics. After this the con- j 
nexion between Syriac and Byzantine ecclesiastical poetry was 
no longer disputed. Studies in Byzantine hymnography were 
rescued from their isolated position and linked up with work on 
Semitic poetry. . ,

Pitra’s other suggestion, that Jewish hymnography should be 
investigated, was followed up by D. H. Muller in his stimulating 
book Die Propheten in ihrer ursprunglichen Form (Vienna, 1896). 
Though some parts of the book are now out of date, its leading i 
ideas have proved to be right. D. H. Muller showed that the 
speeches of the Prophets were composed in a definite poetical 
form, consisting of strophes and antistrophes which could be of ΐ 
either equal or unequal length.1 The unit of the strophe is the 
sentence, covering one or two lines. The combination of two or 
more sentences of similar but not identical character is effected i 
by the poetical means of parallelismus membrorum., e.g. Amos 
ix. 3:° 3

Though they dig into hell, thence shall mine hand take them ;
though they climb up to heaven, thence will I bring them down. J

Strophe and antistrophe are related by the responsio, a similar 'I 
poetical device which connects a group of sentences of either | 
similar or contrasting character, e.g. Amos i: |
3. Thus saith the Lord;

for three transgressions of
Damascus,

and for four, I will not turn 
away the punishment thereof;

because they have threshed 
Gilead

with threshing instruments of 
iron.

It was shown by Muller that the poetical structure of the speeches 
of the Prophets, fundamentally strophic in form and using the 
responsio, could be traced back to Babylonian texts, thus con
firming another hypothesis of Pitra.2

1 Cf. D. H. Muller, Die Propheten, pp. 190-1.
3 ‘II importerait enfin de se rendre compte de I’hymnographie biblique, des chants de I’antique

6. Thus saith the Lord;
for three transgressions of 

Gaza,
and for four, I will not turn 

away the punishment thereof;
because they carried away 

captive the whole captivity 
to deliver them up to Edom.
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S-- Muller’s theory is the basis of two essays by Th. Wehofer: 
f: ‘tJntersuchungen zur altchristlichen Epistolographie’1 and TJnter-
t suchungen zum Lied des Romanos auf die Wiederkunft des 

jjerrn’.2 Though little known, Wehofer’s studies in Early Chris- 
r and Byzantine literature are among the best on the subject,
i and we shall have to refer to them when dealing with the origin

I' of Byzantine hymnography. He succeeded in demonstrating the
dependence of Romanus on Ephraem, not only in style and 
literary form, but also in doctrine.3 These detailed inquiries, 
however, were made possible by previous research into the texts 
of some of the Kontakia of Romanus by K. Krumbacher.

In his ‘History of Byzantine Literature’, first published in 
1890, K. Krumbacher gave an excellent survey of ecclesiastical 

I poetry, which was enlarged in the second edition of the work in 
I 1897.4 Though less extensive than E. Bouvy’s5 treatment of the
I subject, it can still be regarded as the best introduction to the
j works of the leading hymn-writers. This historical outline was 
I followed by a series of studies on Early Byzantine poetry, most 
I of them dealing with the reconstruction of the texts and the
f metrical, structure of the Kontakia of Romanus.6 Here, for the
I first time, the principles of textual criticism applied to the editing 

of Greek and Latin classical texts were applied to the works of 
Byzantine hymnographers. In the preface toStadtew zu Romanos1 
Krumbacher points out the difficulties he encountered in pre
paring texts which could be considered philologically correct.

1 Arbitrary omissions and alterations by scribes make a satisfactory
• edition of these hymns a much more difficult task than the editing

Israel, auquel nos premiers [== Early Christian] mdlodes auront fait plus d’un emprunt. N’est-ce 
point de la que viennent, non settlement les acrostiches, les stances alphabitiques, les refrains, les 
alternances, les parallelismes, mais tons les secrets de cette prosodie syllabique, dont nous avons 
parl£ i... Et avant les cantiques du Pentateuque, n’y avait-ίΐ pas deji des psaumes et des hymnes ? ’ 
J.-B. Pitra, Hymnagraphie, p. 34.

1 Sitzungsber. d. kais. Akad, d. Wiss. in Wien., pbil.-bist. KI., cxliii (Vienna, 1901), 23 o.
2 Ibid, cliv, part 5 (Vienna, 1907), edited after W.’s death by A. Ehrhard and P. Maas, p. 195.
3 Cf. Enters. %. Lied. d. Romanos, ch. 3, pp. 20 sqq.: ‘Die geistige Abhangigkeit des Romanos 

von Aphrem dem Syrer’.
* Karl Krumbacher, ‘Geschichte d. byz. Litteratur von Justinian bis zum Ende des ostrorn. 

Reiches (527-1453) Munich, 1897, published in the Handbucb d; klass. Altertumswiss. ix. 1.
•: · 5 E. Bouvy, Poetes et Melodes. Etudes sur les origines du ry thine tonique dans I’hymnographie de 
I’egltse grecque (Nimes, 1886). A biographical list of Byzantine hymn-writers is given in G. I. 
Papadopoulos, Συμβολαί els την Ιστορίαν της ιταρ’ ημΐν ϊκκλ. μουσικής (Athens, 1890).

: 6 The main essays of Krumbacher are: ‘ Kasia’, Sb. B.A. (Munich, 1897); * Studien zu Romanos’ 
(ibid. 1898); ‘ Umarbeitungen bei Romanos’ (ibid. 1899); ‘Romanos und Kyriakos’ (ibid. 1901); 
■Die Akrostichis in der griechischen Kirchenpoesie’ (ibid. 1904); ‘Miszellen zu Romanos’, 

Abb. B.A, (Munich, 1907)· 7 pp. 69-72.
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of a classical text. This wearisome preparatory work was so great 
that it was impossible for Krumbacher to finish the complete 
edition of the Kontakia of Romanns, on which he was working at 
the end of his life. The task has been completed by P. Maas.1 In 
the meantime selections from the Kontakia of Romanns were 
published by Italian scholars in two critical editions: eight hymns 
by G. Cammelli2 in 1928, and ten hymns by E. Mioni3 in 1937.

1 P. Maas’3 MS. of the Kontakia of Romanns is at Athens and was to be published by the Greek 
Academy.

2 Romano il Melode. Inni, a cura di G. Cammelli, Testi Cristiani, vol. ii (Florence, 1928).
3 E. Μΐοηΐ, Romano il Melode. Saggio critico e dieci Inni inediti (Turin, 1937). From the biblio

graphy at the end of Mioni’s book the number of recent studies on Romanus can be seen.
4 B.Z. xix (1910), 285-306.
5 Studies and Documents, edited by Kirsopp Lake and Silva Lake, vol. xii (N.Y. and Lond., 1940).
6 Ibid., p, 23.
7 Ibid., p. 25.

While these studies were proceeding, progress was also made in 
the investigation of the Semitic origin of Early Byzantine poetry. 
In an essay, Das Kontakion, P. Maas4 put forward fresh evidence 
for the relationship of the Kontakion with the main forms of 
Syriac poetry, viz. Memra, Madrasha, and Sogitha. The question 
was further investigated by C. Emereau in his thesis Saint Eph- 
rem le Syrien (Paris, 1919), and in numerous articles by A. Baum- 
stark, a summary of which is given in his Liturgie compares 
(Amay, 1939). Through these investigations the relationship of 
the hymns of Ephraem and Romanns, for a long time the subject 
of controversy, has been finally established.

The dependence of Romanns on Syriac poetry, however, is only 
a detail, though an important one, in the problem of the develop
ment of Byzantine homiletic poetry from Syrian sources. New 
light has recently been thrown on the problem by the discovery, 
by C. Bonner, of the Homily on the Passion of Melito, Bishop of 
Sardis.5 The publication of this document, which dates from the 
second half of the second century, made it clear that the origins 
of the poetical homily, Greek and Syrian, can be traced back to 
the early days of Christian literature. Its use of hymnodic pas
sages derived from the Psalms and the Wisdom books of the 
Septuagint,6 and of other passages which seem to belong to a 
Christian redaction of a Jewish hymn,7 suggests that Melito’s 
homily must be considered as a link in a chain of poetical homilies 
leading back to Jewish homiletics. This fact completely changes 
our attitude to the question of the Syrian origin of the Kontakion.
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I It is easy to understand that at an early stage in investigations
I into the problem scholars were only attracted by the hymns of
I Ephraem and Romanus because they were the most conspicuous
I products of both Syriac and Greek ecclesiastical poetry. For us,
I however, now that the immediate problem of their relationship
I has been solved, it is more important to prove that an uninter-
| rupted liturgical tradition existed from the days of the Synagogue 
| to the Byzantine melodies of the mid-seventh century, according 
I to which the reading of the Scriptures was followed by the recita- 
I tion or chanting of a poetical homily.1
ί We shall also have to explain the reason for the abandonment 
I of this usage, leading virtually to the end of the Kontakion, and
[ to the rise of a new genre, the Kanon, differing from the Kon-
? takion both musically and poetically.

f V. LATER STUDIES IN BYZANTINE MUSIC

[ We have now to return to the study of Byzantine music, and 
ί to give a survey of its development after the publication of 

Villoteau’s book of which we spoke earlier in this chapter. In
vestigations into the music did not seem to have any prospect of 
success at the beginning of the nineteenth century, as it was 
recognized that the problem of Byzantine notation had first to 
be solved before any attempt could be made to approach the 
music itself. At that time the study of music palaeography, one 
of the most important branches of studies in the history of 
music, was only in its beginning. The problem of the Plainchant 
notations, more important for Western scholars, had not yet been 
tackled, as the signification of the musical signs, the neumes, 
could not be defined. However, a certain similarity in all the 
notations in liturgical manuscripts, both Eastern and Western, 
was soon observed. In his Resume philosophique de Γhi st oire de 
la musique (Paris, 1835) F. J. Fetis2 pointed out the similarity 
between Byzantine, Armenian, and Ethiopian notations, and 
deduced from it the Oriental origin of the neumes, which he 
thought had come to Rome in a roundabout way through the 
northern regions of Europe. The Oriental hypothesis was

1 Cf. my article: ‘Melito’s Homily on the Passion. An Investigation into the Sources of Byzan
tine, Hymnography’, J.T.S. xliv (1943), 41-52, and P. Kahle: ‘Was Melito’s Homily on the 
Passion originally written in Syriac?’, ibid., pp. 52-6.

2 Life in Biographic universelle des musiciensi i. 505 sgcj.
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opposed by R. Kiesewetter,1 who maintained that the neumes 
originated in Rome. Kiesewetter’s arguments made Fetis retract 
his former views. In the fourth volume of his Histoife generale de 
la musique (Paris, 1877) we find a new theory developed, viz. that 
the neumes were of Germanic origin, as the oldest documents 
gave neumes of 'Lombardic’ character.2 A third theory, increas
ing still more the already existing confusion, was put forward by 
Th. Nisard,3 who considered the neumes to be a kind of tachy- 
graphy already used by the Romans. While these hypotheses 
were being discussed, E. de Coussemaker, a famous scholar in the 
field of medieval music, had already shown the way which finally 
led to the deciphering of Western neumes. He found out that 
the main types of neumes derived from the accents: acute, grave, 
and circumflex.4 Thus the often complicated forms of the later 
stages of notation could be traced back to their simple, primitive 
forms.

Coussemaker’s hypothesis on the origin of the neumes was 
generally accepted5 as the solution of the problem, and gave rise 
to detailed investigations into the musical notation of Western 
ecclesiastical manuscripts. In this particular field of studies 
Benedictine monks of the abbey of Solesmes in France played an 
important part from the middle of the nineteenth century. The 
aim of the School of Solesmes was the restoration of the Grego
rian melodies to their original form, as the study of the old anti- 
phonaries and graduals had shown that the versions in the official 
liturgical books, based on the Editio Medicaea, did not conform 
to those preserved in medieval manuscripts. Dom Andre Moc- 
quereau (1849-1930), founder and editor of the Paleographic

1 R. Kiesewetter, Ober die Musik d. neueren Griecben^ nebst etner Abhandlung uber die Ent- 
deckung des Herrn Felis an der Fonschrift d. heutigen Griechen (Leipzig, 1838), p. 17.

2 The same fantastic hypothesis occurs again in 0. Fleischer, Die germanischen Neumen als 
Schlussel %um altcbristlichen und gregorianischen Gesang (Frankfort, 1923). Cf. P. Wagner’s review 
of Fleischer’s book in Z.M.W. v (1922-3), 560-8.

3 Th. Nisard, ‘Etudes sur les anciennes notations musicales de I’Europe*, Revue Archeolog. 
1849-50. The ‘ stenographic ’ theory reappeared recently in K. A. Psachos’s Ή Παρασημαντικη 
την Βυζαντινήν μουσικήν (Athens, igi7Χ to which we will have to refer later on. For a short time 
the theory caused some confusion, for it found adherents among people who believed that the 
present state of Neo-Greek melodies was identical with that of the melodies preserved in medieval 
MSS.

4 Histoire de I’Harmonic au moyen age, 1852, p. 154.
3 ‘C’est la une νέπϋέ, croyons-nous, defini tivement acquise a la science, bien que ceux qui ont 

le plus victorieusement soutenu cette these, comme Coussemaker par exemple, n’en aient pas 
toujours tiri toutes les consequences, et qu’ils aient meme, par la maniere dont ils ont ensuite 
interpret^ les neumes, paru en avoir oubli£ la veritable origine.’ Dom Pothier, Melodies gregoriennes^ 
1880, p. 31.



p:K BYZANTINE MUSIC AND HYMNOGRAPHY 13

J ^sicale? demonstrated this in numerous articles on the develop- 
ί ment of neumatic notation and on the rhythm of Plainchant.

It is well known that the main goal of the School of Solesmes 
was achieved in 1903 when Pius X in his Motu proprio Inter 
pastoralis officii ordered the restoration of the Gregorian melodies 
according to the principles expounded by Dom Mocquereau and 
his collaborators. The effect of this important decision was an in
creased effort to support the new Editio Vaticana of Plainchant 
by investigations into the development of Western neumes, and 
these studies gave a new impulse to investigations into the Eastern 
ecclesiastical notations, particularly into the notations of Byzan
tine liturgical manuscripts.

J.-B. Thibaut, a French student of Early Christian liturgy, had 
already published two studies on Byzantine notation in the 
Review of the Russian Archaeological Institute? Both he and J.-B. 
Rebours had edited several treatises on Byzantine musical theory,1 * 3 
but were unable to decipher the notation. 0. Fleischer was able 
to achieve an almost complete reconstruction of the melodic line 
of melodies transmitted in Late Byzantine notation. In his book, 
Die spatgriechische Tonschrift (Berlin, 1904), Fleischer published 
in facsimile an elementary treatise, a kind of grammar of music, 
together with a critical edition of the Greek text, a translation, 
and a commentary. He was apparently unaware that V. Gardt- 
hausen had already investigated a Papadike in his essay "Zur 
Notenschrift der griechischen Kirche’ in his Beitrage zur grie- 
chischen Palaeographie, vi (1880),4 where a list of seventy-seven 
musical signs is given. Gardthausen, however, did not attempt 
to explain the musical significance of the signs, as in his view 
there was no satisfactory solution to the problem.

1 Paleographic Musicale: Les principaux Mss. de chant gregorien, ambrosien, mozarabey gallican^ 
pubites en facsimiles phototypiques^ sous la direction de Dom Andre Mocquereau (Tournai, 1889-). 
In addition to this monumental series, the School of Solesmes has published, since 1910, a series 
of Monographies Gfgoriennes. Cf. also Revue Gregorienne, Etudes de chant sacre et de liturgie, 
published since 1911.

z ‘La Notation de Saint Jean Damascene ou Hagiopoiite’, Izvestija russk. arcbeol. Inst. iii. 
(Constantinople, 1898), 138 sqq.; ‘La Notation de Koukouzelesibid, vi (1900), 360-90.

3 J.-B. Thibaut, ‘Traites de musique byzantine’, R.O.C. (1901), vi. 596 sqq.; J.-B. Rebours, 
‘Quelques Mss. de musique byzantine’, ibid. 1904.-5.

4 Sitzber. d. sacks. Ak, d. Wise. 1880.

The manuscript Fleischer chose for his study originally be
longed to the Basilian monastery of San Salvatore near Mes
sina, from which it was brought to the University Library of
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Messina together with other musical manuscripts written in By- j 
zantine musical notation. The treatise which Fleischer edited ; 
was intended for the use of the priests; hence the name Papadike, ί 
by which it is known among Byzantine and Greek ecclesiastical j 
scholars. The Papadike has been transmitted in numerous copies, j 
some of them more comprehensive than others. Fleischer believed i 
that the Papadike of Messina contained the oldest and best ver- |
sion; but now that other texts of the treatise have been examined j
this view can no longer be maintained.1 The importance of the j 
Papadike, however, as the best source of information about the 
Late Byzantine, or Kukuzelean, notation is unquestionable, since 'i 
no other treatise contains so many tables clearly showing the 
interval-value of the various musical signs. But the Papadike j 
must be used in conjunction with the other treatises which deal -j 
more extensively with the rhythmical significance of Byzantine 
musical signs. j

Fleischer’s efforts to develop the method by which the melodic J 
framework of the Byzantine melodies could be transcribed into { 
our modem staff notation, mark the first step towards a solution 1
of the problem of Byzantine musical notation. It was soon recog- I
nized that the principles, which proved to be valid for deciphering 
the last phase of Byzantine neumes, from the fifteenth to the ί 
eighteenth century, could also be applied to that of the middle 
period of notation, from the twelfth to the fifteenth century. 
Only a year after the publication of Fleischer’s book, Dom H. { 
Gaisser of the Collegium Graecum in Rome published his essay 
‘Les Heirmoi de Paques’ in Oriens Christianus in 1905, without 
knowing Fleischer’s work. Dom Gaisser’s article on the Heirmoi, j 
the model-strophes of the Easter Hymn, is the first detailed study j 
of Byzantine hymnography by a scholar equally capable of ap- j 
proaching the problems of the music and of the poetry. He also 
made a skilful transcription of the melodic structure of the chants, ξ
but did not succeed in finding a solution to the modal and |
rhythmical problems. 1

A contribution to Byzantine musical palaeography was made j
1 Cf. my study ‘Die Rhythmik der byzantinischen Neumen’, Z.M.W. π (1919-20), 629sqq. |

Here the Papadike of Cod. graec. Petropolit. 711, reproduced by J.-B. Thibaut in the appendix 1
to his Monuments de la notation ekpbonetique et hagiopolite de I’eglise grecque (1913), was chosen 3
as the basis for my investigations. Since then I have examined more MS S. containing the Papadike, 3 i
without having been- obliged to change my view. It will, however, be necessary to collate all ί
versions of the Papadike, as is planned by the editors of the Monumenta Musicae Byzantinae, ίη -1
order to establish which MS. contains the most reliable and complete text of the treatise.
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r ky y. Gastoue in the introduction to his Catalogue des manuscrits 
: de musique byzantine, published by the Societe Internationale de

niusique (Paris, 1907). He pointed out, as Dom Gaisser had done, 
the close relationship of the different stages of Byzantine neumes, 
from the eleventh century to the modem Chrysantine notation.

I A table containing the musical notation of the Troparion Βηθλεέμ,
&οψάζου, from seven manuscripts demonstrates the correctness

I of his theory?
I Hugo Riemann’s Die byzantinische Notenschrift im 10. bis 15. 
J Jahrhundert (Leipzig, 1909) marked a definite step backwards in 
t the progress hitherto achieved. Riemann lacked an adequate 
| training in Byzantine palaeography,2 and was hampered by his
I preconceived ideas on rhythm, which made him adapt all melo-
I dies to a four-bar system. With the discussion caused by Rie- 
f mann’s book the decisive phase of investigations into Byzantine 
j musical notation began. It was opened by an article on the
1 hymns of the nun Kasia, in which H. J. W. Tillyard3 refuted
ί Riemann’s theories of the interpretation of both the intervals and 
l· keys. But the problem of rhythm, indeed the crucial problem, 
i still remained unsolved.

j VI. THE DECIPHERING OF THE MUSIC

j; It was at this point that my own investigations started, the 
first results of which had taken shape in two essays, published in 
Oriens Christianus, ‘Die Kirchenmusik im byzantinischen Reich’

I (1916), and ‘Die Entzifferung der byzantinischen Notation’ (1918). 
[ In studying the treatises on Byzantine musical theory I succeeded
ί in finding the clue to the deciphering of Byzantine musical

notation.
: From the theoretical treatises, particularly from the Papadike,

we learn that the interval-signs of the middle period of Byzantine 
notation are divided into two groups, viz. Somata (σώματα) and

1 pp. 43-5; Gastoue’s transcription into modern staff notation on pp. 46-7 is not satisfactory.
2 It is sufficient to give one example of Riemann’s incompetence as a palaeographer. The 

Byzantine modes 1-4 are indicated in the MSS. by the Greek letters a, β', γ', S', since the Greek 
and, following them, the Byzantine mathematicians used letters, and not ciphers. Riemann, being 
ignorant of this fact, tried to find out what the letters meant. As they did not have the usual 
shape, and the third letter, y, was written either r, or simply rendered by the two apostrophes ”, 
he interpreted a as standing for φρυγίας, β' for AuStor, y' for μιξολύδιος, and δ' for δωριος. Conse
quently melodies of the first mode (a') are transcribed by Riemann in the second, those of the 
second (β') in the third, those of the third (y') in the fourth, and those of the fourth (S') in the first

3 H, J. W. Tillyard, ‘A Musical Study of the Hymns of Casia1, B.Z. xx (rgr i), 420-85.
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Pneumata (πνενμ&τα). The Somata (bodies) can only move by 
steps upwards and downwards. The Pneumata (spirits) can leap 
over two, three, and four intervals. In addition there are some 
signs which are neither Somata nor Pneumata, such as the 
Aporrhoe (απορροή), a sign standing for a gliding movement of 
two consecutive descending seconds, and the Ison (ίσον), indicat
ing the repetition of a tone at the same pitch. The latter sign is 
neither Soma nor Pneuma, for it stands neither for a movement 
by steps nor by leaps.

The system of Byzantine notation shows a certain economy in 
the use of interval-signs. The composer had only three signs at 
his disposal for indicating the melodic movement of a second, a 
third, or a fifth upwards, and three others for the same movement 
downwards. He had to use a combination of two or three signs 
when he wanted to indicate a fourth, a sixth, or an octave. This 
was done by superimposing a Pneuma or—where the interval of 
an octave was wanted—two Pneumata on a Soma. There is, 
however, another combination of Somata and Pneumata to be 
found in manuscripts of Byzantine music which the singer had to 
interpret in a different way. We learn from the Papadike that if 
a Pneuma is preceded by a Soma, the intervals should not be 
added as is the case when the signs are written one above the 
other. The significance of a Soma followed by a Pneuma is that 
it is only the interval represented by the Pneuma that is taken 
into account, while, according to the theorists, the Soma is made 
‘voiceless’ (άφωνον). The Papadike is not very clear about the 
significance of the transformation of the Soma from its original 
use as a Second into an additional sign. None of the scholars who 
tried to decipher Byzantine musical manuscripts was able to give 
a satisfactory explanation of what the term ‘voiceless’ meant. 
Gaisser, Gastoue, and Fleischer did not pay any attention to the 
remarkable fact that the Byzantine system of musical notation 
contained no less than six signs for the ascending second, while 
only one can be found for the Ison, and for the third and fifth 
upwards and downwards. Riemann did not overlook the fact, 
but, influenced by his rhythmical theories, he failed to see the 
essential point. But it seemed to me that the clue to the problem 
of Byzantine musical notation was to be found in just these two 
facts: that there were six different signs for the ascending second, 
and that these Somata lost their interval-value in a certain com
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bination with Pneumata. I shall try to give a short account of the 
pisin points of my discovery.1

1 Cf. E. Weliesz, ‘Zur Entzifferung der byz. NotenschriftO.C., N.S. vii (1918), 98-118, 
‘Die Rhythmik der byz. Neumen’, Z.M.W. ii (1919-20), 617-38, and iii (1920-1), 321-36, and 
‘ fiber Rhythmus u. Vortrag der byz. Melodien B. Z. xxxiii. 33-66.

6181 C

A collection of treatises on Byzantine musical theory published 
by J .-B. Thibaut and J.-B. Rebours provides detailed information 
about the six signs which are used to indicate the interval of an 
ascending second. These signs do not only indicate the melodic 
direction, but also the manner in which it should be executed. 
Five of these signs combine with the interval-value a particular 
dynamic or rhythmical nuance; one sign, the Oligon, stands for 
the movement of the melody a second upwards without any 
particular nuance. For writing down other intervals, e.g. a third 
or fifth, the Byzantine composer had at his disposal, in each case, 
a single neutral sign, i.e. a sign without any dynamic or rhyth
mical nuance. If he wanted to give this melodic step a particular 
nuance, as implied by οηό of the five signs for the second, he set 
this sign before the Pneuma indicating a third or fifth. In this 
combination of the, two signs the Soma lost its interval-value, 
it became ‘voiceless’, but it retained its dynamic or rhythmical 
significance, which it lent to the neutral sign. If the composer 
wanted a fourth or sixth to be sung, he set one of the Pneumata 
indicating a third or a fifth above a Soma. In this grouping the 
Soma maintained its interval-value (thirdFsecond = fourth; 
fifth+second = sixth), and the combination was executed ac
cording to the nuance contained in the Soma. Thus the Middle 
Byzantine notation provided a most ingenious system which 
endeavoured to transmit a great variety of rhythmical and dy
namic nuances, using only a very limited number of signs. Instead 
of using six different neumes for each interval to indicate the 
most frequently occurring nuances, the Byzantine musician 
needed only, six signs for the ascending second. By combining 
these signs with those for other intervals he was able to indicate 
precisely, both rhythmically and dynamically, how each step of 
a melody was to be performed. Only a few more dynamic signs 
were required to complete the number of nuances, and, at a later 
stage of notation, a large number of red auxiliary signs were 
superposed to regulate the execution of the florid style of the 
so-called Koukouzelian period. These complementary red signs, 
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the 'Great Signs’ (μεγάλα σημαία), were obviously introduced to 
facilitate the phrasing of the now very extended cantilenas.

I came to the conclusion that other scholars who had ap
proached the problem of Byzantine notation had seen in these 
complementary signs the essential rhythmical indications, and 
were too ready to assume that the neumes indicated the steps of 
the cantilenas. It was clear, however, from the study of manu
scripts of the*earliest phase of Byzantine notation that even as 
early as the tenth century the neumes were used to direct the 
singers how to execute the nuances of the melody. Bearing this 
in mind it is possible to reach a better understanding of Byzantine 
musical notation and of its ingenious development from scanty 
indications for the singer, in its first phase, to an elaborate system 
at its acme.

The views developed here were confirmed by H. J. W. Till
yard’s studies on the same subject, which came into my hands in 
1922. A Greek scholar, Tillyard had started his investigations 
under the guidance of Dom H. Gaisser. Very soon, however, his 
careful palaeographical studies made him oppose the views held 
by Gaisser and Riemann, and he came to virtually the conclu
sions outlined above.1 A difficult problem, to which Riemann2 
had first drawn attention, still remained to be solved: the signifi
cance of the signatures (μαρτυρίαν), indicating the starting-note of 
the melody, and the mode (ήχος) in which it had to be sung. This 
problem, particularly perplexing in the case of the second mode, 
was solved through the minute investigations of Tillyard, pub
lished in his study, 'Signatures and Cadences of the Byzantine 
Modes’.3

Once the problem of Byzantine neumes had been solved, the 
transcription of Byzantine hymns from manuscripts of the twelfth 
and thirteenth centuries could be carried out more extensively. 
The close collaboration between Tillyard and myself, beginning 
in 1927, led to the foundation in 1931 of the Monumenta Musicae 
Byzantinae after a conference at Copenhagen, to which C. Hoeg had 
invited us in the name of the Rask-Oersted Foundation. It was 
decided at the conference to use a uniform method for the tran
scriptions of Byzantine melodies and to introduce, with slight

1 Cf. H. J. W. Tillyard, ‘Rhythm in Byzantine Music’, A.B.S.^ no, xxi (1916), 125-47, and 
‘The Problem of Byzantine NeumesJ.H.S. xli (1921), 29-49.

2 'Die Μαρτυρίαι 3. byz. liturg. Notation’, Sb. B.A. 1882.
3 A.B.S‘i no. xxvl (1925), 78-87.



BYZANTINE MUSIC AND HYMNOGRAPHY 19
f. modifications, the rhythmical signs already used in my transcrip- 
l tions-1 The Royal Danish Academy agreed to the plans for the

1 See my report of the conference in Z.M.U'. xiv (1931—2), 61, and Tillyard's ‘Conference 
on Byzantine Music’ at the beginning of his study ‘The Morning Hymns of the Emperor Leo’, 
Part 2, A.JS.S., no. xxxi, pp. 115-16.,

I study and publication of Byzantine music put forward at the
I conference, and decided to publish the Monumenta Musicae By- 
I zantinae under the patronage of the Union Academique Inter-
I nationale. In order to gather the material for our studies and
( publications, C. Hoeg was sent to Greece and the Near East to
i take photographs of the most important manuscripts. After a

few years of preparatory work a facsimile-edition of the Stiche- 
rarion, Codex theol. gr. 181 Vindob., was published jointly by the 
editors as the first volume of the main series of the Monumenta 
Musicae Byzantinae (M.M.B.) in 1935· In th® same year the first 
and second volumes of the Subsidia, Tillyard's Handbook of the 
Middle Byzantine Musical Notation, and Hoeg’s La Notation 
Ekphonetique, were published. The series of the Transcripta was 
begun with Die Hymnen des Sticher arium fur September (Wellesz) 
in 1936, and The Hymns of the Sticherarium for November (Till
yard) in 1938. A second volume of the Facsimilia, the Hirmologium 
Athoum, Codex 470 of the Iberon Monastery of Mount Athos, was 
also published in 1938. Plans for further publications were dis
cussed at a conference of the Union Academique Internationale 
in London in May of that year, and at a meeting of the editors in 
Oxford in May 1939. The outbreak of the war interrupted the 
contact of Tillyard and myself with Hoeg, who has nevertheless 
published in 1941, Part I of Tillyard's The Hymns of the Octoechus.

Thanks to the initiative of Mr. Th. Whittemore, Director of the 
Byzantine Institute, Boston, and the support given by the Ameri
can Council of Learned Societies and the British Academy, an 
American Series of the Monumenta Musicae Byzantinae was 
started in 1941 which undertook to publish my Eastern Elements 
in Western Chant and H. J. W. Tillyard’s transcription of Twenty 
Canons from the Trinity MS., Cambridge. In October 1945, after 
the end of the war, C. Hoeg came to England again, and at a 
meeting of the editors in Oxford, plans for the future were dis
cussed, especially the edition of the transcriptions from the 
Hirmologium Athoum which had been transcribed by my former 
pupils and collaborators Dr. Aglaia Ayoutanti, Dr. Maria Stohr,
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and myself. The publication of the 1,724 hymns in this manu- J 
script is now in progress; it began with the edition of the Hirmi 1 
in the first Mode by C. Hoeg, who gave a detailed introduction to ] 
the study of the Hirmologion and comparative notational tables j 
from various manuscripts to the transcriptions of the first Canons I 
of the first authentic and first plagal modes. I

Our method of transcription has been adopted by other stu- | 
dents who are working on Byzantine music, e.g. by O. Tiby in his | 
book La musica bizantina (1938) and 0. Strunk in his article on I 
‘The Tonal System of Byzantine Music’ in The Musical Quarterly, | 
1942, pp. 190 sqq. Dom Lorenzo Tardo’s transcriptions in his | 
U Antica melurgia bizantina (1938) vary rhythmically from those | 
of the Monumenta Musicae Byzantinae, but the sub-title of | 
Tardo’s book—nelV interpretazione della Scuola Monastica di i 
Grottaferrata—justifies his method of transcription, as he is I 
reproducing the local tradition of singing in the Basilian mon- | 
astery. . , |

In practice, however, hardly any difference in the execution of | 
the melodies can be noticed, as one can find out for oneself by | 
listening to records made at Grottaferrata under the supervision g 
of Dom Tardo and those made under my own supervision for the I 
History of Music in Sound, vol. ii (H.M.V.). |

This similarity in outlook, as far as the most important prob- I 
lems are concerned, led finally to a close co-operation between j 
the editors of the Monumenta and the scholars at the Badia I 
Greca of Grottaferrata. It was officially confirmed in 1950 by the ] 
co-optation of the Very Rev. Archimandrite Isidoro Croce to | 
the Editorial Board. At that time already, Dom Bartolomeo di | 
Salvo had joined Dom Tardo in working on the early phases of I 
the musical notation and has since produced a number of valu- | 
able studies.1 |

1 B. di Salvo, ‘La notazione paleobizantina e la sua trascrizione*; ‘La tradizione orale dei canti |
liturgici delle colonie Italo-Albanesi di Sicilia comparata con quella dei codici antichi bizantini’, 1
Atti del Congresso Internaxionale di Musica sacra, Rome, 1950; ‘La notazione paleobizantina e la ®
sua trascrizione’, Bollettino della Badia di Grottaferrata, N.S, iv (1950), 114—30 and v (1951), ®
92-110, 220-35; ‘Qualche appunto sulla chironomia nella musica bizantina’, Orientalia Christiana 
Periodica, vol. xxiii (1957). 1

The general acceptance of our method of transcribing facili- |
tated the spread of studies in Byzantine music. The growing i
interest in Byzantine Chant became evident at the Bicentennial I 

I
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f of Princeton University in 1946, and at the first Congress of Sacred 
ijdusic in Rome in 1950, where the present writer was in charge of

a section on Eastern Chant. The same interest was noticeable at 
the second Congress in Vienna in 1954 and the third in Paris in 

ί 1957- We may ascr^De the changed attitude towards our studies
i partly to the growing appreciation of Byzantine Chant with which
ί wide circles became acquainted through records and radio, partly
| to the recognition of the importance of the knowledge of Eastern
| Chant for the development of Western Chant, particularly of
! those bilingual melodies in Western Graduals and Antiphonaries
[ of the Beneventan and Ravennatic rites, which are remnants,
I one could say ‘incrust at ions’, of the early layer of chants in the
I repertory of melodies which are now considered to be the chant
I ‘vieux remain , the Roman Chant before the reshaping of the

melodies in the Carolingian era.1
: Thus the investigation into the bilingual melody Ote to Stavro—
ί 0 quando in cruce of the Beneventan rite, which I had analysed 

in my Eastern Elements in Western Chant (1947) and compared 
with the version of the Greek Troparion as it was sung in Con
stantinople, on Mount Athos and in Grottaferrata, was of far 
greater importance to studies in early Western Chant than I 
would have dared to expect.

In his two studies on ‘Les Chants en langue grecque dans les 
liturgies latines’ in Sacris Erudiri, vols. i (1948) and iv (1952), 
Dom Louis Brou gives a list of forty-five bilingual chants; but 
these are only the melodies of which the texts have come down to 
us in both Latin and Greek; they do not include those melodies 
which are obviously of Greek origin but have come down to us 
only in the Latin version.

On p. 168 of the Eastern Elements Charlemagne’s active in
terest in the Chant of the Eastern Church is mentioned and the 
passage from De gestis Beati Caroli Magni2· quoted, in which it is 

1 Cf. B. Stablein, ‘Zur Fruhgeschichte d. romischen Chorals’, Atti del Congresso Intern, di 
Musica Sacra, Rome, 1950, pp, 271-6; Dorn J. Hourlier et Dom M. Huglo, ‘Un important temoin 
du chant vieux-romain; le Graduel de Sainte C6cile du Transtdvere’, Revue Gregorienne, xxxi 

■(1952), 2^~37ί Dom M. Huglo, ‘Le Chant “vieux-romain”. Liste des manuscrits et tdmoins 
ί indirects’, Sacris Erudiri, vi (1954), 96-124; H. Hucke, ‘Die Einfuhrung des gregorianischen 

Gesangesim Frankenreich’, Romtsche Quartalschrift, xlix (1954), l72~®7i ‘Gregorianischer Gesang 
in altromischer und frankischer Vberlieferung’, Archtv fur Musiktoissenschaft, xii (1955)1 74_&7ί 
E. Wellesz, ‘Recent Studies in Western Chant’, The Musical Quarterly, xli (1955), 17779°

2 In Monumenta Germaniae Historica, Scriptores, ίύ 751, 757, reprinted in Migne’s P.L. 
P. Wagner, in his Einfuhrung in die gregorianischen Melodten', vol. i (Leipzig, 1911), dismisses 
the report as a ‘fairy-tale’.
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reported that Charlemagne ordered the translation into Latin of 
some Greek hymns to which he had listened in concealment, 
when members of a Byzantine legation sang chants of their 
Church during their stay at the Franconian court. In an article 
cSur quelques tropaires grecs traduits en latin/ in Annales Musico- 
logiques, vol. ii (1954) the late J. Handschin went further into the 
matter.

In another edition of the Gesta he found a more detailed descrip
tion of the chants the Byzantines sang; these were the Antiphons 
of the Morning Offices on the Octave of Epiphany Veterem 
homines cum sequentibus.1 With the help of Dom B. di Salvo and 
O. Strunk he was now able to show that the Greek chants which 
were sung were closely related to the group of Latin chants which 
have survived in several Antiphonals, e.g. that of Worcester, 
Paleographic Musicale, vol. xii, pl. 58 sq.

The essential fact for us lies not so much in the investigation 
as to which of the Western manuscripts contain the best version 
for comparison, but in the confirmation of the correctness of the 
assumption which I held from the beginning, i.e. that Byzantine 
music was diatonic before the Empire came under the over
whelming influence of Arabic, and, even more, of Turkish music. 
Byzantine music cannot have sounded strange to Western ears. 
Would Charlemagne have told his clergy to translate the Greek 
texts into Latin, would he have ordered them to include a set of 
Greek antiphons in the Latin Service if the melodies had, on 
account of their intervals, sounded different from the liturgical 
Chant he was used to? Certainly not. Byzantine Chant must 
have been as diatonic as that of the Latin Church.

The few details mentioned above are sufficient to show the 
important role which chant in Greek played in the creation and 
development of Latin Chant, i.e. both, in the early days of 
Christianity, when it was introduced from the Syro-Palestinean 
Church and, at a later date, when some chants were taken over 
from the Eastern Church.2 Musicologists like A. Gastoue, W. 
Frere, and, above all, P. Wagner, who were liturgiologists as well,

1 G. Meyer von Knonau, ‘Monachus Sangallensis (Notkerus Balbulus) De Carolo Magno’, 
Mitteilungen zur vaterldndischen Gescbichte. Herausgeg. vom Histor. Verein des Kantons St. Gallen, 
xxxvi (1920), 38. This text is a reprint from Jaffe’s edition in Bibliotheca rerum Germanicarum, 
tom. iv, pp. 631—700. The full text has been used by Dom Pothier in his study on the same subject 
in Revue du chant gregorien, x. 81-3.

2 Cf. E. Wellesz, ‘Gregory the Great’s Letter on the Alleluia', Annales Musicologiques, tome n 
(Paris, 1954), pp. 7-26.
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were convinced of the existence of this influence but were not in 
possession of the material which would have proved their theory, 
ft was only after a great number of Byzantine melodies had been 
transcribed that it was possible to confirm what until then had 
to be regarded as a hypothesis, though a very suggestive one.

VII. THE PRESENT STATE OF STUDIES’IN BYZANTINE CHANT

I
Doavii to about 1950 the transcriptions of the editors of the 
Μ.Μ·Β· were taken from the Hirmologion and Sticherarion, the 
first containing melodies in a more or less syllabic style, the second 
one melodies partly in a slightly ornamented style. The decipher
ing of the musical notation of the thirteenth and fourteenth 
f centuries did not offer any difficulties in principle as long as one

I had a clear, carefully written manuscript to transcribe, since the
| riddle of the notation had been solved thirty years ago. The
f difficulties consisted in mistakes of the scribes, illegible musical
Ϊ signs, and other faults which could be eliminated by comparison
i with other manuscripts of the same monastic tradition. The
J task of transcribing the melodies from the two collections and
1__ the work on the earlier phases of the notation was so substantial
I that the editors had not been able to direct their attention to the
{ chants in the melismatic style.
j At the Congress in Rome P. A. Laily presented us with his 

Doctorate thesis on a manuscript in the Vatican library, Cod. 
Borgia gr. 19? Here some of the richly ornamented melodies are 

; transcribed and commented upon by Laily. Looking back we 
may say that he came very near to a satisfactory solution.

i- At the same time C. Hoeg and I visited the Badia di Grotta- 
ferrata near Rome where the famous Codex Ashburnham. 64 
from the Laurenziana in Florence was on loan, and was shown to 
us by the kindness of the Very Rev. Archimandrite and Dom 

t Bartolomeo di Salvo. Codex Ashburnham. 64 is a Psaltikon, a
\ book for the soloist. It contains in the main a collection of Kon-
j . , takia, but also liturgical chants proper, all in the melismatic 
1 style of the thirteenth century, that means in a very florid style,
j though not yet in the rather superficial coloratura style of the

fourteenth and fifteenth centuries.

1 P. A. Laily, Analyse du Codex de musique grecque No. zp, Bibliotheque Vaticane (Fonds Borgia\ 
Jerusalem, 1949.
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Codex Ashbumham. 64 is of particular value to the student of 

Byzantine Chant because it contains in a very legible notation 
and script all the twenty-four stanzas of the ‘Akathistos' hymn, 
the most famous Kontakion of the Greek Orthodox Church. It 
was arranged that Hoeg should prepare a facsimile edition of 
Codex Ashbumham. 64 and the present writer a transcription of 
the ‘Akathistos’.

We shall have to deal with the ambiguities of the notation in 
a chapter on the melismatic chant which is added to this edition. 
Here, however, it may be said that I worked for three years on 
the deciphering of the notation, because the scribe had obviously 
copied it from a manuscript in which die intervals were not fixed 
and the sign of a descending third could mean either third or a 
fourth, and so on. The work on the transcription of the ‘Akathis
tos ’ confirmed the view which I expressed repeatedly, that Byzan
tine musical notation was merely an aide-memoire to the singer, 
not only in the earlier stages of musical notation when the range 
of intervals was not fixed, but also in the notation of the thir
teenth century, the so-called ‘Middle Byzantine’ notation, with 
theoretically fixed intervals. The singer who used the hymn- 
book knew the melodies by heart. He therefore rarely corrected 
mistakes of the scribe, resulting from carelessly copying an old 
manuscript and leaving some ambiguous intervals written in the 
old way. The notation, indicating the approximate interval, was 
enough help to sing the right notes. It would be wrong to decide 
on notational grounds alone what to do in a case where no clear 
decision can immediately be taken, we must find out what inter
val the old scribe wanted to write down. That procedure made it 
necessary to compare the melodic lines of all the twenty-four 
stanzas to see what the scribe wrote in the corresponding stanzas, 
all of which varied at least slightly from the model stanza, and 
to find out that solution which fitted best the palaeographical 
evidence and the run of the melody in the other stanzas. Now 
that this work is done,1 the transcription of other Kontakia from 
thirteenth-century manuscripts offers no difficulties provided 
that the intonation-signs are correct; glancing over the pages of 
the facsimile edition we find certain traditional clauses and formu
lae, the recurrence of a certain number of ornaments which ap-

1 E. Wellesz, The Akaibtstos Hymn, M.M.B. Transcripia, vol. ΐχ (1957); C. Hoeg, Contacarium 
Asbbwnbamense, M.M.B. Facsimilia, vol. iv (1956).

I
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only of a single Kontakion,

The transcription of the melodies and the investigation into 
the early stages of Byzantine musical notation has prepared the 
ground for the work which must now be done: the study of the 
technique of Byzantine musical composition, its characteristic 
features, and its place in the entirety of Christian Chant. This 
is a task to which everyone who has worked in this held has paid 
attention, but which must be even further developed. It becomes 
increasingly important as we see more and more that the study 
of Byzantine Chant cannot be restricted to the treasury of melodies 
sung in the churches of the Empire, but that our studies must 
include its ramifications towards the Latin West, and also to-
wards the Slavonic North and East.

A beginning has been made in both directions. We have already 
mentioned the Eastern elements in the West and their influence 
upon a re-appraisal of-plain chant. Investigation into the Old 
Slavonic notation has confirmed what Russian musicologists1 
stated at the beginning of our century, i.e.-that Byzantine Kanons, 
Kontakia, and Stichera were taken over by the Slavonic neigh
bours in the North, most probably the Bulgars, and transmitted 
to the Russians in Old Slavonic, a translation in which the stresses

1 The literature is given in O. Riesemann, ‘Die Notationen des Alt-russischen Kirchengesanges’ 
Publtkationen d. Int. Hits. Ges., Beihefte z. Folge (1909).

z Prof. Roman Jakobson, Harvard University, spent several days in Jan. 1957 at the Dumbarton 
Oaks library in Washington and compared with me the setting of the words to the music; R. 
Jakobson from the point of view of Old Slavonic metrics, I from that of Greek accentuation. 
We both worked on the transcriptions made from the Chilandar fragments as a Harvard doctorate 
thesis, The Byzanttne Elements in Early Slavonic Chant (1956), by M. Velimirovic. The close 
relationship between Old Slavonic and Byzantine Chant can be studied from E. Kosclimieder's 
‘Die altesten Novgoroder Hirmologien-Fragmente’, Abhandl. d, Bayr. Akad. d. Wiss., Philosoph.- 
htst.Kl.fN.F. xxxv (1952), xxxvii (1955), who prints on the left the Old Slavonic Hirmo logia and the 
Byzantine Cod. Coislin 220, and on the right parallels from a Russian seventeenth-century MS, in 
Krjuki notation.

of the text correspond admirably to the high points of the melodic 
line.2

It would surpass the scope of the present book to discuss the 
problems of Old Slavonic notation and melody construction in 
relation to those of Byzantine music. We must leave such a 
discussion to scholars who have specialized in these subjects. 
The question of notation has recently been dealt with by Madame 
Palikarova Verdeil in her Doctorate thesis, La Musique byzantine
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chez les Bulgar es et les Russesg and the problems of melody con
struction have been expounded in a very comprehensive study by 
M. Velimirovic.2 There is, however, one point to be mentioned 
which seems to me of paramount importance, i.e. the imperative 
need of connecting our studies with those of Comparative Litur- 
giology.

On various occasions I pointed out that it was indispensable 
to place Byzantine hymnography in its liturgical environment. 
This became even more urgent when our studies were extended 
to the various forms of melismatic chant. The first opportunity 
of demonstrating the importance of bringing the chant into close 
relation with its liturgical function offered itself at the ‘Sym
posium on Byzantine Liturgy and Music" at the Dumbarton 
Oaks Research Library and Collection in Washington in 1954, at 
which I read two papers on the subject: a general survey of 
‘Byzantine Music and its place in the Liturgy’ and a special one 
on ‘The Akathistos Hymn’ ;3 Oliver Strunk read a paper on ‘The 
Byzantine Office in Hagia Sophia’ in which he examined the 
‘Chanted Office of the Great Church’ and the differences between 
monastic and non-monastic practice.4 In the same way C. Hoeg’s 
Tableau analytique in the preface to the facsimile edition of the 
Contacarium Ashburnhamense3gives a clear and succinct guide to 
the liturgical function of the hymn, its connexion with the feast 
of a Saint or an Apostle.

The days have gone by when the text of a hymn was considered 
without bearing in mind that it was sung, not read; and when, 
on the other hand, artificial rhythmical schemes were introduced, 
without taking notice of the rhythmical signs with which Byzan
tine musical notation abounds. There is general agreement, at 
least among musicologists, that words and music are inseparably 
linked together and that the text should not be altered to bring 
it into conformity with that of other manuscripts on purely 
philological grounds. In my study of the text of the Akathistos^ 
I ventured to say that the so-called south Italian manuscript 
tradition did not originate in the Basilean monasteries of Sicily and

ί Μ.M.B. Subsidia, vol. Hi (1953)· 1 Cf. note 2 above.
3 Cf. E. Wellesz, ‘The Akathistos, A Study in Byzantine Hymnography’, Dumbarton Oaks 

Papers, ix and x (1955/6), 141-74.
4 Cf. O. Strunk, ‘The Byzantine Office at Hagia Sophia’, ibid., pp. 175-202.
5 M.M.B. Facsimilia, vol. iv.
6 Cf. M.M.B. Transcripta, vol, ix, p. xxxv.
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Calabria, but can be traced back to the St. Catherine’s monastery 
on Mount Sinai and originated on Syro-Palestinean soil.1

1 I am glad to say that Professor E. A. Lowe, to whom I told my line of thought in 1956, fully 
approved of my theory and presented me with his recently published study on ‘An unknown 
Latin Psalter on Mount Sinai’, Scriptorium^ ix (1955), 177-99, which he comes to the same con
clusions. From a number of Kontakaria which were written on Mount Sinai it becomes evident 
that features of decoration and colour which were always regarded as typical of south Italian MSS. 
are actually characteristic of Sinaitic MSS. The same can be said about textual variants, with 
which we shall have to deal more extensively at the proper place.

2 ‘Das Typikon der Patmos-Handschnft 266 und die Altkonstantinopolitanische Gottesdienst- 
ordnung’, Jahrbuch jur Liturgiewissenscbaft^ vi (1923), 98-111; ‘Denkmaler der Entstehungs- 
geschichte des byzantinischen Ritus’, O.C., Ser. Ill, vol, ii (1927), pp. 1-32.

As far as we can see at present the differences in text and 
melody can be reduced to two main groups of manuscripts: to 
those deriving from the monastic centre of Jerusalem and to those 
in use in the northern sphere of the Empire, representing the 
rite of the episcopal churches, above-all that of Hagia Sophia, 
the Imperial Church of Constantinople; but as in Western liturgy 
the data which we gather from the manuscripts do not show a 
clear division. The struggle between the monasteries and the 
episcopal churches went on for many centuries, in the course of 
which both rites acquired elements from the opposite camp. It 
will be a most rewarding task to follow up the trend of thought 
developed by A. Baumstark in his two outstanding essays,2 when 
the bulk of Byzantine Chant is available in print and to compare 
the result with that gained from parallel studies in Western Chant.

This brings us to the end of our survey. It can be seen from it 
that the hard work of generations of scholars was finally crowned 
with success. The main hindrances to a precise and reliable 
interpretation of the signs of the Byzantine musical notation 
from the end of the twelfth century have definitely been removed. 
At the same time great progress has been achieved in clarifying 
the character of the early phases of Byzantine musical notation. 
Work recently done in the field of our studies rests on a secure 
basis and need no longer be set out in this survey; it will be re
ferred to at the appropriate place in this book and registered in 
the Bibliography.

Here I should like to emphasize once more that the study of the 
music of the Eastern Church is of far-reaching importance for 
the history of music in general. A great wealth of hitherto 
unknown music is being made accessible since the work of trans
cription of Byzantine neumes into modern staff notation has 
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begun. But the solution of the problem of Byzantine notation 
has had an even more important result: now that Byzantine 
music can be examined together with the Chant of the Latin 
Church it will be possible not only to investigate the common 
kernel which goes back to the days of Early Christianity, but 
also to investigate in both Eastern and Western Chant the origins 
of European ecclesiastical music.



CHAPTER I

THE ORIGINS OF BYZANTINE MUSIC

I. THE ORIENTAL HYPOTHESIS

IN a.d. 324 Constantine the Greaty.as part of his plan for the 
transformation of the pagan Roman Empire/ began to rebuild 
and fortify the small Greek town of Byzantium; with the inten

tion of making it the capital of the Empire in the East. On 
11 May 330 he attended its solemn inauguration and endowed it 
with the rights and privileges of Rome. From that time forward 
‘Byzantium’ disappeared and the town took the name of New 
Rome (Νέα 'Ρώμη) or Constantinople. In the few cases where the 
old word Byzantium or Byzantis does occur, the use is deliberately 
archaic.

The inhabitants of the Empire were called Romans ('Ρωμαίοι,), 
for, with Julian the Apostate’s championship of Hellenism, the 
name 'Hellenes’ (Έλληνες) and the conception of Hellenism fell 
into disrepute. It was not until the fourteenth century that a new 
classical movement began and we find 'Byzantium’ used once 
again for Constantinople and ‘Hellenes’ for Romans, and then 
chiefly by Western writers who saw in Byzantine literature a con
tinuation of Greek classical tradition. These pioneers of Byzan
tine scholarship, basing their argument principally on the fact 
that, although it had lost its old vigour, the language remained 
the same, succeeded in convincing the rest of the learned world 
that Byzantine civilization was nothing more nor less than the 
continuation of that of ancient Greece. Thus, from a linguistic 
point of view, Byzantine civilization came to be regarded as a 
coda to the ancient and the Hellenistic world.

In opposition to this theory the Oriental hypothesis has recently 
been put forward, emphasizing the influence of Semitic and even 
Iranian civilization on the Hellenized countries of the Near East 
which formed the most important part of the Byzantine Empire.2

After the penetration of the East by Alexander the Great, a 

1 Cf. S. Runciman, Byzantine Civilization1 2 (London, 1936), p. 14.
2 Cf. J. Strzygowski, Orient oder Rom (1901), Kleinasien (1903), Altai-Iran und Eolkerwanderung 

Origins of Christian Church Art (1923); Ch. Diehl, Manuel de I Art byzaniin1 (1925-6); 
Ο. M. Dalton, East Christian Art (1925), Byzantine Art; A. Baumstark, Liturgie compares (1939).
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penetration which reached beyond Gandhara as far as India, 
central Asia, and the Far East, military stations were established 
in all the conquered areas and the more important positions in 
the government entrusted to Greek officials. An attempt was 
made to Hellenize the whole of the Near East, but the policy was 
only rigorously and successfully pursued along the Mediterra
nean coast and where roads or rivers led inland. Away from the 
main roads and in the interior the native Eastern civilization was 
able to hold its own against that imposed by the ruling classes, 
and shortly after Alexander’s death a reaction set in, culminating 
in an anti-Seleucid union between the newly formed Parthian 
Empire and Bactria, the farthest outpost of Hellenism in the 
East. The influence of this union extended over an area beyond 
the Hindu-Kush and the Pamir plateau, right into the steppes of 
Mongolia, and put an end to Greek ascendancy in the Near East. 
Thus Bactria was isolated, and obliged to face the attack of 
Mongolian nomad tribes which poured through the country into 
the Parthian Empire.

In the struggles which developed between Parthia and Rome, 
as heir of the Seleucids the position of Iran became increasingly 
important, her influence reaching its height when the Arsacid 
dynasty was replaced by the Sassanids, who consciously model
led their policy on the old Persian tradition of the times of the 
Achaemenids. The religious ideas of Iran spread westwards over 
the whole Mediterranean basin. The result was the inter-reaction 
of various cults which preceded the rise of Christianity and pre
pared the ground for its development.

While the supporters of the Oriental hypothesis rightly stressed 
the important role of Eastern and particularly Syro-Hellenistic 
elements in the formation of Byzantine civilization, they tended 
to underestimate the penetration of ideas from the West. In 
fact, the influences from both East and West were considered 
too much in isolation, without allowing for the assimilation and 
transformation of the.heterogeneous foreign elements in the new 
ideas and conditions which were arising in the Empire itself.

It is now the generally accepted view that Byzantine civiliza
tion was essentially a fusion of Western and Eastern elements.1 
The legal and administrative machinery was Roman; Latin was 
the official language in Constantinople from its foundation up to

1 Cf. D.Talbot Rice, Byzantine Art (1935), and Steven Runciman, Byzantine
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the sixth century, when it was replaced by Greek. The city was 
built after the Roman pattern, with its temples and the Imperial 
court and its circus, theatres, baths, and other public buildings. 
Rven its palaces are supposed to have been replicas of the Roman 
homes of the wealthy families which Constantine had induced to 
settle in the new capital.

Greek tradition, however, was preserved in all forms of cul
tural life. Greek classical literature was the basis of education 
and the Attic idiom had to be acquired with the aid of lexicon 
and grammar.1 The libraries of Constantinople were filled with 
Greek manuscripts, the museums with art treasures drawn from 
all over the. Greek Orient. Thus the citizen of the Eastern Em
pire ,was continually reminded of his Hellenic inheritance. But 
Greek classical civilization had lost its generative power. The 
heritage could be preserved; it could no longer be preserved alive. 
With the growth of Christianity and its establishment as the 
State religion under the Emperor as head of the Church, High- 
Priest of the Empire, the Greek way of life came definitely to an 
end. This new civilization, which had developed from the fusion 
of Graeco-Roman tradition with ideas infiltrating from the East, 
had a character of its own. The citizen of the Empire no longer 
considered himself a Hellene, but a Christian and a Byzantine.2

II. THE COMPOSITE CHARACTER OF BYZANTINE CIVILIZATION

Christianity began in Syria, one of the provinces on the out
skirts of the Roman Empire, whose sphere of influence came to 
an end immediately behind the Lebanon. The province was 
administered by a Graeco-Roman governing class, the population 
including Aramaeans, Cappadocians, and Armenians, as well as 
the Jews. Differences in dogma and practice were to be found 
not only among the various Jewish sects but also in Orthodox 
Judaism itself, and in addition, the whole Jewish population was 
influenced by Hellenistic and Persian ideas. Hence, when the 
Jews and Gentiles of Palestine and Syria adopted the new teach
ing, which related religious ideas to the conduct of daily life, the 
civilization which arose was composed of many heterogeneous 
elements. This new Christian civilization spread to the east 
across Syria into Armenia and Mesopotamia, to the south intq

1 N.· Baynes, The Byzantine Empire, The Home Univ. Libr. (1939), p. 165.
z Cf, S. Runciman, Byzantine Civilization, pp. 28-9.
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Egypt, to the north into Asia Minor, attracting elements of the g 
orientalized Hellenism of these countries, as well as others, I 
purely Semitic and Iranian. Since the Eastern Empire was based | 
on Christian principles, the blend of Hellenistic with Semitic and j 
Iranian conceptions became more powerful as the Western in- j 
fluence declined after the collapse of the Empire in the West in | 
the fifth century. |

We shall have to bear in mind the composite character of | 
Byzantine civilization in attempting to give a survey of the his- | 
tory of its music. We may say now that this will have to be prin- | 
cipally an outline of Byzantine hymnography, since only in this I 
most important branch of ecclesiastical music is there abundant | 
documentary evidence at our disposal.

-ϊ-ί
III. THE VOCAL CHARACTER OF BYZANTINE MUSIC

Byzantine ecclesiastical music was entirely vocal1 and, whether . | 
chanted by one or more singers or by a choir, was always homo- 
phonic? The liturgical books with musical signs can be divided 
into two groups: (i) those intended for the chanting of the ?!
Lessons, and (2) those containing chants to be sung during the ?
Mass and Office. The pieces of the first group, the Lessons, had g
normally to be performed in a kind of chanting called ekphonesis, j
midway between recitation and singing. On very solemn feasts 1
actual singing could replace this cantillation. g

The second group comprises the entire corpus cantilenarum y 
which, from Early Christian times to the apogee and right on to g
the decline of the Empire, played an ever-increasing role in y
Byzantine liturgy. The most important parts of the Mass and g 
Office to be sung were (1) the psalms and canticles; (2) verses g 
from psalms, or short poems composed on the same pattern; (3) ■ g
the hymns, poems of various length, comparable in form and. g 
content to the Sequences and Tropes of the Western rites; and 
(4) the Alleluias. In addition to these main types of liturgical I
chants there were (5) the litanies and processional songs. J

We shall have to study the different forms of Ecclesiastical J
1 The use of organs and other instruments was forbidden inside the churches. Portable organs 

were carried in processions, but had to be left outside the doors when the procession went into the ri
church. On certain solemn occasions, however, the appearance of the Emperor in the church £
was celebrated by a brass band, which accompanied the Polychroma, i.e. the Acclamations of the 
singers wishing him a long life. Cf. Codinus C uropalates, de Officiis, ch. 6, p. 149. 3

2 Homophony is the technical term for music composed and performed in one single melodic line -y 
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Chant in later chapters. Here we shall try to see how the various 
types may be classified into groups whose development is depen
dent on the development of Eastern liturgy. The investigation 
takes us back to the beginnings of Christianity.

In a passage of the Epistle to the Ephesians (v. 19) St. Paul 
tells the followers of Christ to speak to themselves 'in psalms and 
hymns and spiritual songs’ (ψαλμοΐς και ΰμ,νοις και ω3αΐς πνευ- 
μαηκαΐς); similar advice is given in Col. iii. 16. It is clear from 
these passages that St. Paul considered music a proper means of 
worship. His authority was a strong argument against the hos
tile attitude adopted by Athanasius, and a certain ascetic ten
dencyin Oriental monasticism which was the result of Monophysite 
ideas derived from the Persian Christians. It should be observed, 
however, that in both passages the Apostle speaks of 'singing in 
your hearts to the Lord’, or, according to St. Chrysostom, 'from 
the heart’ (αδοντες ev Trj καρδια υμών τω κυρίω Col. iii. 16, αδοντε? 
καί ψάλλοντας 'rij καρδια υμών τ. κ. Eph. v. 19)·1 He makes it clear 
that he does not mean singing for pleasure, but as the expression 
of a virtuous state of mind.

The meaning of the three terms ι/ταλ/Αοi, ύμνοι, Άτιάωδαι πνευματικοί 
has been widely discussed ever since Origen, Basil, and Augustin'e 
first tried to explain them. It has been suggested by modern 
scholars that the three terms were used almost synonymously, 
and that Paul ‘had no clear distinction in mind when he wrote’, 
though they have to admit that since St. Jerome’s day persistent 
efforts have been made to differentiate them.2 However, from 
the context of the passage in the Epistle to the Colossians it is 
evident that St. Paul refers to a liturgical usage with which the 
readers of the epistle were well acquainted. The suggestion that 
psalm, hymn, and spiritual song were used synonymously for the 
same form of chant originated in patristic writings which date 
from a time when Christians no longer took part in the Jewish 
service, and had begun to compose hymns and odes on the pattern 
of the psalms and canticles. It should, however, be observed that 

< these writers differentiate between ode and ode pneumatike. The 
term ode was eventually used for psalm or hymn, but ode pneu
matike, the special kind of jubilant song to which St. Paul refers, 
has always its distinct meaning.

1 Cf. L. B. Radford, Tie Epistle to the Colossians, Westminster Comment. (1931), pp· 285 sqq.
s Cf. A. B. Macdonald, Christian Worship in the Primitive Church (1934), pp. 113—14.
6181 D
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The individuality of psalm, hymn, and spiritual song is ob

vious to the student of comparative liturgiology. The three 
groups of chants of which the Apostle speaks correspond to the 
three different kinds of singing customary in the Byzantine 
ritual, as throughout the Eastern and Western Churches. It 
derived from the Jewish liturgy of the Synagogue which the fol
lowers of Christ used to attend daily, thotigh, of course, the 
Christian community of Jerusalem went also to the Temple. 
From the Acts of the Apostles we know that after the descent of 
the Holy Spirit the newly baptized continued 'daily with one 
accord in the Temple, and breaking bread from house to house 
did eat their meat with gladness and singleness of heart, praising 
God, and having favour with all the people’ (ii. 46, 47).

That the Christians continued to pray with the other members 
of the J ewish community is confirmed by another passage of the 
Acts: 'Peter and John went up together into the Temple at 
the hour of prayer, being the ninth hour’ (iii. i). This shows that 
the Apostles attended the evening prayer,1 the second of the two 
daily services of prayer and sacrifice, as described in Exod. xxix. 
39, 40 and Lev. vi. 20. But it was from the Synagogue2 that the 
Christian communities took over the tradition of reciting, chant
ing, and singing, as more fitting for their simple service than the 
elaborate rite of the Temple, with its great choirs and instru
mental music.3

1 Cf. The Beginnings of Christianity, ed. by F. J. Foakes Jackson and Kirsopp Lake, iii. 24—5. 
The reading of Cod. Bezae ανέβαιναν els το ιερόν το SetAcpop e-jri την ώραν ενάτη(ν) contains the 
addition τό δαλινον, which is lacking in Cod. Vatic.

2 Cf. L. Duchesne, Origines du Culte chretien* (1925), pp. 48-9
3 Cf. F. Leitner, Der gottesdienstliche Volksgesang (1906), p. 71.
+ F. Leitner, op. cit., p. 195.

For training Christian congregations in singing, converted 
readers (αναγνωσται) and precentors from the synagogues were 
chosen.4 The schola cantorum sang from the Psalter which Esdras 
is said to have compiled for the Levites. The people answered 
with responses taken from a collection of short verses and litur
gical formulae made for the use of the Jewish congregation. The 
acceptance of the Jewish institution of readers and precentors, 
specially trained for their office, made it possible to introduce into 
Christian worship antiphonal singing (as described in Exod. xv. 
i and 21 and Judges v. 1-31), and psalms sung by a soloist with 
responses from the congregation (as described in the second book 

ίΐ®
ι!
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of the Apostolic Constitutions: "after the reading of the two lec
tions some one else must chant the hymns of David and the 
people must answer with the responses’).1

Another kind of singing was taught in the schools of the pro
phets, referred to in i Sam. x. 5 : ecstatic songs to the accompani
ment of instruments, inspired chanting which filled with the 
Spirit of God the singers and those who listened, so that they 
received the gift of prophecy.

IV. THE LEGACY OF THE SYNAGOGUE

(a) Psalmody
In the early days of Christianity psalms were sung in the'way 

customary in the Jewish Synagogue. The precentor sang the 
whole psalm, and the congregation responded after each verse 
with an interpolated phrase.2 The performance varied from 
simple recitation to elaborate cantillation with the character of 
the feast and in accordance with the liturgical prescription for 
the particular part of the service. The service of the Temple, 
with its big choirs of singers, required a different and more 
splendid performance; there the psalms were sung by alternat
ing choirs, accompanied by instruments, as we learn from various 
passages in the Old Testament.

The earliest evidence that the Psalter was sung by alternating 
choirs in Christian churches is to be found in the patristic writings 
of the fourth century, but we may assume that this was so from 
the beginning, since we know from Philo (b. c. 30 b.c.) that the

1 άνά δυο δέ γενομενων αναγνωσμάτων, ετερός ns tovs τον Ζίαυϊδ βάλλεται νμνονς και ο λαό? τά 
άκρόστιχα νποφαλλέτω. Const, apo st. ii. 57. The term ΰπο^άλλαν is used by patristic writers for 
singing responses; other terms are ύηηχεό» and νπακούειν. The terms for the substantive Response 
are: ακροτελεύτιων, άκρόστιχαν, ύττακοή, έφνμνιον. The phrase ό λαόν άκρόστιχα ύττοφαλλετω seems 
to indicate that the congregation answered with the first verse of the psalms, in which, in some 
cases, each verse began with a letter of the alphabet in order. From the Lectionaria we know that 
this kind of response with the repetition of the first verse of the first strophe was prescribed for 
the singing of certain hymns,

2 The Byzantine Church took over the practice of inserting between the psalm verses short 
phrases which were called νπόφαλμα. The Antiphon (αντίφωναν) consists of verses, taken from a 
psalm, each of them answered by a recurring phrase. This can be shown from the Antiphon from 
the first psalm, sung by the lectors, the άναγνώσται, during the Vigil of the Nativity. Cf. Propheto- 
logiunt, i, p. 49.

στιχ. a' Μακάριοί άνηρ, os ούκ επορενθη εν βονλ-fj ασεβών: (ν. ί)
άντιλαβον μου, Κύριε :

στιχ. β' οτι γινώσκει Κύριος ο'δδν δικαίων: (ν. 6)
αντίλαλου μου, Κνριε:

σηχ. γ' και οδόν ασεβών άπολεΐται: (ν. 6)
άντιλαβον μου, Κνριε, κ.τ.λ.
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practice was not confined to the service in the Temple. In a 
famous passage in the De Vita Contemplativa he speaks of the 
religious customs of the sect of the Therapeutae, who used to 
celebrate the vigil of the 'great festival· by singing first in two 
choirs of men and women, and finally uniting their voices, 'the 
high tones of the women blending with the deep ones of the men 
in antiphonal and alternating singing’.1 Whether the Thera
peutae were really Christians is irrelevant in this context; but it 
is important to learn that Eusebius, referring in his Ecclesiastical 
History to Philo’s treatise, considers the description of the cere
mony an obvious allusion to Christian worship, to 'the first 
heralds of teaching according to the Gospel and the customs 
handed down from the beginning by the Apostles’.2

la-me-nas-se - ah ‘al hag-git - tit mi-ze-mor le - a - saf.

1 Cf. my East. Elem. i, ch. 4. 2 Eusebius, Eccles. Hist, ii, 17, 24.
3 The cpnn exion between Jewish and Western liturgical melodies was discussed for the first 

time by A. Z. Idelsohn in an essay ‘ Parallelen zwischen gregorianischen und hebraisch-orientalrschen 
GesangsweisenZ.M.W. iv (1921-2). It should be noted that the Plainchant versions do not 
Correspond to the melodies of the new Editio Vaticana, and are not always rendered correctly. 
In the present case, for example, Idelsohn has not noticed that P. Wagner, from whose Gregor.

The musical structure of the psalms consists of four elements: 
(i) an initial clausula leading to the note on which the verse is 
chanted; (2) the tenor, the repeated, or slightly changed note of 
recitation; (3) an occasional mediant, or half-cadence; (4) the 
finalis, a cadence, marking the end of the verse. The Church, 
trying to preserve as much as possible of the traditional way of 
singing, was particularly conservative in preserving the formulae 
of the psalm-tunes. The same applies to the Jewish, liturgy as 
far as psalm-singing is concerned. The initial formulae and ca
dences of the psalm-tunes have changed so little that some of the 
toni psalmorum, sung to-day by Jews from Arabia, Persia, or 
Morocco are practically identical with those of the Roman 
Church in the tenth century, and only slightly different from the 
version now used. This can be seen from the following examples. 
The first is taken from the cant illation of Ps. Ixxxi by Arabian 
Jews, the second gives the psalmody of two verses (1 and 2, first 
phrase) of Ps. xliv, according to the anonymous Commemoratio 
brevis, formerly ascribed to Hucbald (tenth century) :3
(l) a β a β γ a β δ

I--- 1 I--------------- 1 J----- 1 !----1 1------- 1 I----- 1 I---- [ I----------- 1
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(2) a β γ

I------- 1 i----------------------- f i----------------- i

Ξ^~*Ξ^Ξς^Ξ^Ξ^Ξ?Ξ^^Ξ?Ξ*ΞΞτ

E - ru - eta-vit cor me - um ver-bum bo-num: dico &c.

a β δ(
I------- , j------------ । j-----------------------j

3® Jritzccfat^g
Lin-gu - a me-a ca - la-mus scri-bae: velociter &c.

In both melodies we find the same initium (a), the tenor on 
a (β), and the same mediant (y); the final cadence of the Jewish 
psalm (δ) corresponds to the mediant of the second verse of the 
Latin psalm (δ]). The fact that the final cadence of the Jewish 
chant occurs as a half-close in the Latin version needs a word of 
explanation. In Eastern melodies the formulae are not treated 
as rigidly as in Gregorian Chant, particularly in Gregorian psal
mody. We shall see in the course of our investigations that in 
Byzantine melodies the same formulae can be used at the begin
ning, in the middle, and at the end of a chant. The relationship 
between the two melodies is the result of the same formulae being 
used in both psalms.

In the Byzantine Psalter a set of nine canticles was appended 
to the Psalms under the title 'The Nine Odes’ (4t 'Εννέα *Ώδαι). 
In the Early Christian liturgy a larger number of canticles was 
available for the Divine Service than when the Byzantine liturgy 
was fully developed. The Codex Alexandrinus of the early fifth 
century contains the following canticles :*

(i) The song of Moses after the passage through the Red Sea (Exod. 
XV. I—19) - "Ασωμεν τω Κνρίω, ενδόζως yap δεδό^ασται . . .'

(2) The song of Moses before his death (Deut. xxxii. 1-43): Πρόσεχε, 
ουρανέ, και λαλησω . . .

(3) The prayer of Hannah (1 Sam. ii. 1-10): ΈστερεώΦη ή καρ3ία μου 
έν Κυρίω . . .

(4) The prayer of Isaiah (Isa. xxvi. 9-19): Έκ νυκτός όρΟρίζει τό πνεΰμά 
μου προς σέ, ό Θεός ...

Formenlebre, ρ. gz, he takes the psalm-tune of Eructavit, does not print the full verse, but only 
the first semi-cola of each verse and the beginning of the second colon. Nevertheless, Idelsohxi’s, 
article, illustrated by many examples, is a very important contribution to studies connected with 
the origin of Early Christian music. More examples are given in E. Werner’s ‘Preliminary notes 
for a comparative study of Catholic and Jewish musical punctuation’, Hebrew Union College 
Annual, vol. xv (1940), pp. 335-66.
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(5) The prayer of Jonah (Jonah ii. 3-10): Εβόησα έν θλίψει μου πρός 

Κύριον τον Θεόν μου . . .
(6) The prayer of Habakkuk (Hab. iii. 2 -19): Κύριε, εισακήκοα την 

ακοήν σου και εφοβηθην ...
(γ) The prayer of Hezekiah (Isa. xxxviii. 10-20): Έγώ είπα eV τφ ύψει 

τών ήμερων μου . . .
(8) The prayer of Manasses (Apocrypha): Κύριε παντοκράτορ . . .
(9) The prayer of Azariah (Dan. iii. 26-45): Ευλογητός εΐ, Κύριε 6 ©eos 

των πάτερων ημών , . . ότι δίκαιος εΐ έπι πασιν . . .
(ίο) The song of the Three Children (Dan. iii. 52-88): Ευλογητός εϊ, 

Κύριε ο Θεός των πάτερων ημών . . . και ευλογημένου τό ονομα . . .
(ιι) The prayer of Mary, the Theotokos (Luke i. 46-55): Μεγαλύνει ή 

ψυχή 11ου τθί/ Κύριον . . .
(ΐ2) The prayer of Simeon (Luke ii. 29-32): Νυν απολύεις τον δούλάν σου, 

Δέσποτα . . .
(13) The prayer of Zacharias (Luke i. 68-79): Ευλογητός Κύριος 6 Θεός 

τού ’Ισραήλ . . .
(ΐ4) The Morning Hymn: Δόξα έν ΰψίστοις Θεώ . . .

From these canticles1 a few were selected for the daily service. 
The first to be used was the Song of Moses from Exodus and the 
Song of the Three Children. In the Church of Jerusalem in the 
fifth century they were introduced after the sixth and twelfth 
Lessons which were read during the Vigil of Easter Day.2

1 Cf. H. Schneider, ‘Die biblischen Oden im christl. AI tertum', Biblica, xxx (1949), 52-7.
2 A. Baumstark, Littirgie comparee. pp. 37—8. 3 J. Mearns, The Canticles, p. 2.

We do not know when the 'Nine Odes' were introduced as a 
set into the Office of Lauds, the “Ορθρος; there are liturgical 
reasons for believing that they were adopted in the Byzantine 
Church before the year 550.3

The 'Nine Odes' are:
(l) "Ασωμεν (Exod. XV. I-19).
(2) Πρόσεχε (Deut. xxxii. 1-43).
(3) Εστερεωθη (i Sam. ii. i-io).
(4) Κύριε, εισακήκοα (Hab. iii. 2—19)
(5) Εκ νυκτός (Isa. xxvi. 9719).
(6) Εβόησα (Jonah ii. 3-10).
(7«) Ευλογητός εϊ. . . οτι (Dan. iii. 26—45).
(7#) Ευλογητός εϊ . . . καί (Dan. iii. 52-6).
(8) Ευλογείτε πάντα (Dan. iii. 57—88).
(9α) Μεγαλύνει (Luke i. 46-55).
(9Z?) Ευλογητός Κύριος (Luke i. 68—79).
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The canticles were sung by a soloist, the people responding 

after each verse, or group of two verses, with a refrain taken from 
the first line of the canticle. It can be seen from the rubrics in the 
prophetologium1 how the Song of Moses from Exodus was sung 
on Good Friday. One of the chanters (ψάλτη?) goes up to the 
pulpit (άμ/?ων) and announces: ‘The Song from Exodus’. And 
then the deacon: ‘Attention’. And the .Psaltes immediately says:

’βδη τη? Εξόδου.
ο ψάλτη?: ’’Λσωμεν τω Κνρίω, ενοόζωζ γάρ δεδό^ασται:

ο λαό?τω Κνρίω, ενδόξως γάρ δεδόξασται:
ο ψάλτη? I "Ιππον καί αναβάτην ερριψεν et? θάλασσαν

Ένδόξως γάρ δεδό^ασται:
Βοηθος και, σκεπαστής εγενετό μοι et? σωτηρίαν: 

Ένδόξως γάρ δεδό^ασται:
ό λαό?: "Ασωμεν τώ Κνρίω, ενδόξως γάρ δεδόξασται.

(the precentor: Let us sing unto the Lord, for he hath triumphed gloriously: 
the people: Let us sing unto the Lord, for he hath triumphed gloriously:
the precentor: The horse and the rider hath he thrown into the sea: 
the people: For he hath triumphed gloriously:
the precentor: The Lord is my strength and my protector, and he is 

become my salvation:
For he hath triumphed gloriously:

the people: Let us sing unto the Lord, for he hath triumphed gloriously.)

All eighteen verses of the canticle are sung in this way. To the 
last verse is appended the ‘Little Doxology’, followed by thf 
refrain of the chanter, and the response of the congregation:

ό ψάλτη?: dofa ΠατρΙ και Υιώ καί άγίω Πνενματι: 
'Ενδόζως γάρ δεδόζασται:

ό λαό? : "Ασωμεν τώ Κνρίω, ενδοζως γάρ δ εδ of ασται :
ό ψάλτη?: Και ννν και αεί και εις αιώνας τών αιώνων, αμήν: 

Ένδόξως γάρ δεδόξασται:
ό λαό?: Ασωμεν τώ Κνρίω, ενδόζως γάρ δεόόςασται'

ό ψάλτη?: Ασωμεν τώ Κνρίω, ενδοζως γάρ δεδάζασται."
ό λαό?: Ένδόξως γάρ δεδό^ασται.

(the precentor: Glory be to the Father and the Son and the Holy Spirit: 
For he hath triumphed gloriously: ,

1 Cf. MSS. Laud. gr. 36 fol. and Barocc. 99 fol. of the Bodl. Oxford. A critical edition of the 
Pro-pbetologiuw. has been started by C. Hoeg and G. Zuntz in Monumenta Musicae Byzantinae: 
Lectionaria, edited by C. Hoeg and Silva Lake: vols. i (1939), ii (19+°), iii (1952).
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the people: Let us sing unto the Lord, for he hath triumphed gloriously:
the precentor: Now and ever, and to ages of ages, amen:

For he hath triumphed gloriously:
the people: Let us sing unto the Lord, for he hath triumphed gloriously: 
the precentor: Let us sing unto the Lord, for he hath triumphed gloriously: 
the people: For he hath triumphed gloriously.)

The combination of each half-verse of the Doxology with 
’jEvSofw? γάρ δβδο^ασταί, the refrain of the Ode, created a new 
poetical form, in which text and music were of equal importance. 
The performance of the Ode by a precentor with responses from 
the congregation seems to have been the liturgical usage for smaller 
churches; the rubrics of other Lectionaria show that the canticles 
were also performed by a group of chanters. *

(δ) Hymns
The hymns were sung to melodies ranging from a simple 

syllabic type to chants in which two or three groups of notes 
could be sung to one syllable of the text. In the Byzantine, as in 
the other branches of the Eastern Church, ecclesiastical poetry 
gave the melodos or poet-composer the opportunity to exercise 
his talents in the writing of hymns. He could either write new 
words to already existing chants, adapting them melodically and 
rhythmically to the new poem, or he could compose a new melody. 
It is only in this group, the hymns, that the names of the composers 
are preserved.

We shall have to go into the rather involved question of the 
origin of the genre in the chapter on the texts of Byzantine 
ecclesiastical poetry. It does not present such a simple problem 
as in the case of the psalms, since the texts of the greater part of 
the group were subject to changes, and new poems, written on 
the pattern of the old, were constantly replacing them. It is 
obvious from the hymns, or fragments of hymns, preserved in 
the New Testament that their original purpose was the praise of 
God. Like the chanting of psalms, the singing of hymns was a 
religious custom deeply rooted in the practice of Temple and 
Synagogue and consequently familiar to the first generation of 
Christians. But because these hymns were free paraphrases of 
the text, and were not based exclusively on the words of the 
Scriptures, there was an orthodox reaction against them in the 
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middle of the third century. All new hymns were condemned, 
and only those to be found in the Scriptures were tolerated. This 
measure explains why so few hymns survive from the beginnings 
of Christianity. But they played too large and important a part 
in religious life to be completely suppressed. They had embel
lished the liturgy; their loss was felt to decrease its splendour. 
The Church, particularly the Church in the East, had to change 
its attitude. By altering passages containing heretical doctrines, 
and by putting new words to melodies of pagan or gnostic poetry, 
the old practice was restored, and hymnography developed more 
richly than before.

(c) Spiritual Songs
The third group comprises chants of the melismatic type, the 

most important part of which are the Alleluias. In his exposition 
of the ninety-ninth Psalm St. Augustine describes the character 
of the songs of exultation: "He who jubilates, speaks no words; it 
is a song of joy without words/1 The ωδαί ην^υμαηκαί, the 
‘spiritual songs’ of which St. Paul speaks, were obviously the 
melismatic melodies of the Alleluias and other exultant songs of 
praise, which, again, the Jewish Christians brought with them 
from the Temple and the Synagogue into the Christian Church. 
The Hebrew word itself has not been translated by either the 
Greek or the Latin Church, and it has always been assumed that 
the chants derived from the Jewish liturgy. Isidore of Seville, as 
early as 636, suggested a Hebrew origin for the singing of the 
Alleluia-iubili: ‘Laudes, hoc est alleluia, canere, canticum est 
Hebraeorum.’2 This view is supported by the musical structure 
of the Alleluias of the Ambrosian rite, the oldest specimens of the 
type which survive in manuscripts.

V. CONCLUSION

From all these considerations it is evident that the groups of 
chants of which St. Paul speaks correspond to actual liturgical 
usages, and that the Christians to whom the Epistles were ad
dressed would have understood the meaning of each term and

1 1 Qui iubilat, non verba dicit, sed sonus quidam est laetitiae sine verbis: vox est enim animi 
diffusi laetitia, quantum potest exprimentis affectum, non sensum comprehendentis. Gaudens 
homo in exsultatione sua ex verbis quibusdam, quae non possunt dici et intellegi, erumpit in 
vocem quandam exultationis sine verbis; ita ut appareat, eum ipsa voce gaudere quidem, sed 
quasi repletum nimio gaudio, non posse verbis explicare quod gaudet.’ Enarr. in Pj, xcix. 4, P.L. 
xxxvii, c, 1272. 2 De off. eccl. i. 13; P.L. xxxiii, c. 750.
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have been able to differentiate between them. The continuity in 
the development of Eastern Chant from Early Christian times to 
the apogee of hymnography allows us to adopt the same classifica
tion, and to divide Byzantine liturgical chant into the following 
three groups:

(i) Psalmody (Psalms and Canticles).
(2) Hymns (Verses, Stanzas and Hymns, Litanies and Pro

cessional songs).
(3) Spiritual Songs (Alleluias, Songs of Praise).
It should be understood that, musically, no absolute differen

tiation between the three groups is possible. Psalmody in
cludes recitation by alternating choirs and the singing of simple 
psalm-tunes; even, on special occasions, melodies of a more 
ornamented type sung by a soloist. Hymns range from simple 
syllabic songs to richly embellished chants. Finally, there are 
some Spiritual Songs which are similar to the more elaborate 
hymns, sung at solemn feasts, while others are so richly orna
mented that the words, drawn out over long groups of melismata, 
are no longer intelligible.

This kind of melismatic ornamentation, which is found in the 
earliest group of Spiritual Songs, should not be confused with the 
lavish coloraturas Of late Byzantine and Neo-Greek melodies. 
The process of melodic development which ultimately changed 
the character of Byzantine Chant by indulging a tendency to
wards ever-increasing embellishment until the structure of the 
original melody is made unrecognizable by the exuberance of the 
ornamentation, will have to be discussed in a later chapter. From 
the point of view of musical composition, the difference between 
melismatic style and coloratura can be defined as follows: the 
melismata are organic elements of a melody, they form part of 
the structure. The coloraturas are embellishments, deriving from 
an originally simpler melodic structure; they can be reduced or 
extended, without affecting the main structure of the chant.

When we consider these three main forms of ecclesiastical 
music it is obvious that, from the very beginning of Christian 
worship, liturgical chant was an integral part of the service. Its 
development is inseparably bound up with that of the liturgy, 
and, although only a few fragments of music are preserved in 
documents of Early Christian times, we may assume that a core 
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of Byzantine chant, as of Plainsong, goes back to the early days 
of the Church and therefore to the practice of the Christian com
munities in Palestine and Syria. This has been only recently 
accepted by students working on the development of Christian 
music. For a long time the view was held that Byzantine chant 
derived from Greek classical music and that Plainsong originated 
in Rome or, according to a modified theory, in the Eastern 
Empire.

As we noticed in the Introduction, most of the work on this 
subject has been done by scholars who approached the problem 
from the point of view of Western chant. No theory of the origin 
of Plainsong can be conclusive which does not take into account 
its relationship to Byzantine music, but we must bear in mind 
that even such a preliminary investigation as the comparison of 
manuscripts of Byzantine melodies with specimens of Western 
chant1 was impossible until the problem of Byzantine notation 
was solved. Once these Byzantine melodies were considered in 
relation to the oldest stratum of Western chant, the so-called 
Ambrosian melodies, previous theories became untenable. It is 
obvious that the oldest versions of both Byzantine and Gregorian 
melodies go back to a common source, the music of the Churches 
of Antioch and Jerusalem, which in their turn derived from the 
music of the Jews. On the pattern of these melodies both the 
Eastern and Western Churches developed their own ecclesiastical 
music, adding to and transforming their originals as the necessi
ties of their different rites demanded.

In view of these facts we shall have to consider, in the course 
of this book, how far this oldest layer was preserved in Byzantine 
hymnography, and what kind of alterations occurred when the 
melodies sung to Syriac texts were adapted to Greek. We shall 
expect to find that new Byzantine hymns were not, in fact, new 
compositions, but were made on the pattern of older melodies, 
though hymns were added to the Byzantine treasury from pagan, 
heretical, and, later, European sources. Originally, like Plain
song in the West, Byzantine music was a foreign element in the 
Greek-speaking parts of the Eastern Empire. It was the remark
able achievement of Byzantine Christianity that the chants of the 
Early Church became an intrinsic part of Byzantine civilization;

1 The first attempt to tackle a problem which needs more extensive investigation can be seen 
in the present writer’s Eastern Elements in Western Chant.
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We may conveniently consider here what foundation there is 

for the view, which still finds advocates, that Byzantine Chant 
was an offspring of Greek classical music. There are three main 
reasons for the misconception: (i) the fact that the melodies were 
sung to Greek words; (2) the existence of the Byzantine musical 
modes, the eight echoi, which were thought to be derived from 
the Greek modes; (3) the aesthetic conceptions of Early Christian 
and Byzantine theorists, who based their views on Greek philo
sophers, particularly Plato and his school.

We have already dealt briefly with the first argument and we 
shall have to return to it when we are discussing the origins of 
Byzantine ecclesiastical poetry. A. Baumstark’s studies on the 
translations of Syriac liturgical poetry into Greek and P. Maas’s 
investigations into Early Byzantine poetry finally disposed of it.1

The second argument is equally ill founded. The Byzantine 
system of eight modes, the Oktoechos, ascribed to John Dama
scene (born towards the end of the seventh century), actually goes 
back to the Oktoechos of Severus, the Monophysite Patriarch of 
Antioch (512-19).2 The choice of eight for the number of modes 
may have been due to Hellenistic influences in Antioch. In all 
rites of the Eastern Church the character of a chant is determined 
by the occurrence of certain melodic formulae, rather than, as in 
Greek music, because it is based on a particular mode.3

The third argument is only valid if we ignore those Greek 
theorists who were no longer familiar to the monks composing 
for and singing in the Byzantine Church, and limit our compari
son to those writers on music who discussed its essence and its 
effect on the listener. We shall consider, in later chapters, the 
survival of ancient Greek musical theory in Early Christian times, 
and the attitude towards music in the pagan world, in the midst 
of which Byzantine Christian civilization developed. We shall 
see that Christian music, deriving from a Syriac-speaking pro
vince, was quickly assimilated into Byzantine civilization. It was

1 P. Maas, ‘Das Kontakion’, B.Z. 1910; A. Baumstark, ‘Vom geschichtlichen Werden der 
Liturgie’, Ecclesia Orans, x (1923), 103-9.

2 Dom J. Jeannin and Dom J. Puyade, ‘L’Octoechos syrien’, O.C., N.S. ΐίί (1913), Sy.
3 The occurrence of certain formulae as typical elements of the modal system was first pointed 

out by Jeannin and Puyade in their study on the Syrian Oktoechos, op. cit., p. 278, by A. Idelsohn 
in his article ‘Die Maqamen der arabischen Musik’, S.I.M. xv (1914), 1 sqq., and by the present 
writer in ‘Die Struktur d. serbischen Oktoechos’, Z.M.W. ii (1919), 140sqq. The combination 
of formulae as the leading principle of Byzantine musical composition is widely discussed in the 
present writer’s Eastern Elements in Western Chant, Part II a, ch. 2, ‘The Technique of Musical 
Composition’.
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judged by patristic writers by the same standards which Platonic 
and Neoplatonic philosophers applied to manifestations of divine 
Beauty. The rigid attitude of the ascetic monastic communi
ties, which condemned the use of music, was overcome by the 
efforts of the Emperor and the high ranks of the clergy, who 
wanted to adorn the Divine Office with all the splendour which 
architecture, the arts, music, and poetry could provide. The 
ascendancy of this point of view can be' seen from Paul the 
Silentiary’s poetical description of St. Sophia. The poet describes 
in ornate language every part of the interior and finally the 
Narthex, where the singers chant the psalms:

ci-θα τις κατά νύκτα διαμπερές ήχος άνέρπων 
ενκέλαδος Χρίστο ιο βιαρκεος ονατα θίλγει, 
όττττόθι τίμ,ήεντα θεουδεος οργιά Ζίαυιδ 
άντιπόροις Ιαχτμσιν aetSerac άνδράσι μ,υστηι$ 
Ζίαυΐδ ττρηννόοιο. . . ,

(Here, through the night, without a break, springs up a melodious 
chant, pleasing to the ears of the life-giving Christ, where the precious rites 
of David the God-fearing are sung in alternating strains by the initiates 
of David the gentle minded.)

The passage shows clearly—and, indeed, typically—the ap
proach of an author in Early Byzantine times to that part of 
Christian liturgy which was regarded as a legacy from the Jewish 
religion. Here the nocturnal singing of the Davidic Psalter is 
described in words which would be equally appropriate to a 
Greek song in the days of Homer. The subject is Christian, but 
the cultural background of the poet is still that of the Greek 
classical tradition. On the other hand, we shall find that the 
spirit of the poetry no longer produces in the listener the im
mediate effect of Greek classical verse. The style is elaborate and 
involved. The author makes use of that kind of Graeco-Oriental 
versification which originated and was developed in the rhetorical 
schools of the Hellenistic cities of Syria. Similar stylistic features 
can be found in all Byzantine art, demonstrating the complex 
character of the new civilization which, far from being sterile, 
combined elements from the past and the present in a new syn
thesis, perfected through the link of a common tongue, the Greek 
language.



CHAPTER II

THE SURVIVAL OF GREEK MUSICAL THEORY
I. THE PRINCIPLES OF GREEK MUSICAL THEORY

THE starting-point of Greek musical theory is the Pytha
gorean assertion that the soul is a kind of harmony (αρμονίαν 
γάρ Ttva αύτήρ λεγουσι), since harmony is ‘a blending and com

bining of opposites’ (κράσις καί σύνθζσι,ς εναντίων).1 This blending 
is identical with harmonia, the fundamental principle in Greek 
musical theory. Here the term stands for the proper building up 
and arranging of the intervals constituting one of the musical 
modes. Since all the intervals of a mode had to be put together 
in an appropriate order, the term harmonia is also used for the 
mode itself. It is by the properly organized succession of inter
vals that the ethos (ήθος) or character pf a mode is defined. Ac
cording to the Pseudo-Aristotelian Problems, an important source 
of our knowledge of Greek musical theory, ethos can be found 
only in an organized progression of intervals, not in the sounding 
together of two tones of different pitch, since the simultaneous 
sound of tones does not produce ethos (η. συμφωνία ονκ ζχει, ήθος) 2 
Each mode has its own character and moral significance.3 This 
ethical conception of music is already to be found in Pythagorean 
philosophy, where the faculty of improving character (επανόρ- 
θωσί,ς τών ηθών) is associated with this art.4

The ethical conception of the modes is not confined to Ancient 
Greek music. It can also be found in Chinese, Indian, and Arabic 
musical treatises. Each Indian mode (ragd), for example, is con-

1 Aristotle, de Anima 407b—qoS3. J. Burnet, referring to this view in Early Greek Philosophy*, 
pp; 295-6, writes that it cannot have belonged to the earliest form of Pythagoreanism; for, ‘ as 
shown in Plato’s Phaedo (860-923), it is quite inconsistent with the idea that the soul can exist 
independently of the body’. The earliest reference to the use of αρμονία and ήθος (see n. 4, p. 38) 
as musical terms is to be found in a fragment of Damon quoted by Aristides Quintilianus in de 
Musica, ii. 14 (Meib., p. 95), ed. A. Jahn, p. 58 : εν γοΰν ταΐς ΰπ αύτοΰ [i.e. Damon] παραδεδομέναις 
άρμονίαις τών φερομενων φθόγγων ότέ μέν τούς θήλεις, οτέ δε τους άρρενας έστιν εΰρεΐν ήτοι πλεονά
ζοντας, ή επ' ελαττον ή ovS’ ολως παρειλημμένους, δήλον ώς κατά τό ήθος ψυχής έκαστης και αρμονίας 
χρησιμευούσης. Cf, Η. Diels, Die Fragmen te der Vorsokratikerb, 1, 384.

2 Probi. 27, ed. Jan, p. 93.
3 Cf. Piato, Rep. iii. 398 c-9 d and Aristotle, Pol. viii. 7. 1342 a, b,
+ καί Sta τοΰτο μουσικήν εκάλεσε Πλάτων και en πρότερον οί Πυθαγόρειοι την φιλοσοφίαν, και καθ' 

αρμονίαν τον κόσμον συνεστάναι φασί, παν τό μουσικόν είδος θεών έργον ΰπολαμβάνοντες' . . . ώσαύτων 
δε και την τών ηθών κατασκευήν τη μουσική προσνεμουσιν, ώς παν τό επανορθωτικόν του νοΰ τοις θεοΐς 
εγγύς 5v. Strabo Geographus, χ. 3. ιο, ed. A. Meineke, Bibl. Teubn., vol. ii, p. 658, 11, 8 sqq.
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nected with a god or goddess, and images of deities, representing 
the different ragas, are a favourite subject of Indian miniature
painting.1 The rules given in the Chinese Book of Ceremonies are 
even more rigid than those of Plato in his Republic’ certain 
melodies must be played in the morning, others only in the 
evening, otherwise they cause disorder. Certain instruments can 
be used only by a restricted number of persons of high rank.2 
prom comparative studies in Eastern musical theory we may 
conclude that the scales which have been accepted as basic for
mulae of the modes must have been abstracted from songs or 
melodies of a certain type, all of them built up on the same 
sequence of intervals. Taking the scale of a mode for the mode 
itself we may speak of it ‘as the epitome of stylized song’.3 We 
may also accept the definition of the Lydian harmonia as ‘the 
anatomy of the Lydian melodia’^ Investigations in other fields 
of the history of music have shown that the theory which re
garded ‘scale’ or mode as the basis of musical composition can no 
longer be maintained. The original meaning of harmonia in 
musical practice, therefore, must have been connected with the 
correct relationship of musical formulae in a group of melodies 
built up on the same modal scheme. The use of harmonia for the 
mode itself in Platonic philosophy and musical theory should not 
obscure the fact that musical theory always tries to reduce 
musical practice to a scheme, as the practice becomes compli
cated and it is found necessary to draw up rules in order to 
prevent confusion. We shall have to come back to this question 
when we deal with the modes in Byzantine music.

Nicomachus of Gerasa5 ascribes to Pythagoras the discovery 
that the perfect consonances, which are the basic intervals in a 
mode, are expressible in terms of the ratios of the numbers i, 2, 
3,4. If the string is divided in the ratio of 2 : 1 it gives the octave, 
of 3 : 2 the fifth, of 4 :3 the fourth.6 By adding up the four 
numbers 1 + 2+3+4 = 10 the tetractys of the decade was reached, 
that by which the Pythagoreans swore.7

The doctrine of the Pythagoreans having originated from
1 Cf. R. Lachmann, Musik d. Orients (1929), pp. 54-64.
2 Cf. L. Laloy, La Musique chinoise, pp. 11 sqq.
3 R. P. Winnington-Ingram, Mode in Ancient Greek Music, p. 3.
4 Μ. I. Henderson, ‘The Growth of the Greek APMONIAV, C.Q. xxxvi. 97.
5 Harmonikon Encheiridion, ed. Jan in Mus. Script. Gr., p. 244. 14.
6 Cf. T. Heath, A History of Greek Mathematics, i. 69.
7 Cf. J. Burnet, Early Greek Philosophy^, p. 102, and Aristotle’s Metaphysics, i. 145-6, ed. Ross.
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speculations in the field of music, we may well understand the 
conclusion to which they came, referred to by Aristotle in his 
Metaphysics that "numbers are the substance of things in the whole 
of nature’ and the whole heaven is "a harmonia and a number’.1 
This theory was developed in the Timaeus of Plato by combining 
the Empedoclean theory of the "four roots of all things’, the 
elementary bodies—fire, air, earth, and water—with the Pytha
gorean system of geometrical figures.2 The school of medicine, 
which regarded Empedocles as its founder, and which was still 
flourishing in the days of Plato, identified the four elements with 
the "opposites’, the hot and the cold,'the moist and the dry. By 
mingling the four elements in different proportions the organic 
world was created. But while the innumerable forms of being 
are always passing away, these ultimate forms of reality are 
immortal.3

According to the Timaeus the World-Soul was blended by the 
Demiurge from three ingredients: (i) an intermediate form of 
Existence (ούσ/α? etSos), compounded out of indivisible Existence 
"that is ever in the same state’, and the divisible Existence "that 
becomes in bodies’; (2) an intermediate Sameness, and (3) an 
intermediate Difference, both compounded on the same prin
ciple. Having compounded these constituents, the Demiurge 
divided the mixture in the proportions of a musical harmonia. 
Out of the material so compounded and divided he then con
structed a system of circles representing the principal motions of 
the stars and planets.4

Human souls are made in the same mixing-bowl^ from what 
remained of the material. They are blended from the same in
gredients, but it is a fresh brew, "no longer so pure as before, but 
second or third in degree of purity. And when he had mixed the 
whole, he divided it into souls equal in number with the stars, 
and distributed them, each soul to each several star.’5 The human 
soul, therefore, is divided in the ratios of the same harmonia as 
the World-Soul; it is in a constant motion, regulated according 
to the same ratios as the stars.6

1 Aristotle, Meta. i. 5. g86a.
z Cf. J. Burnet, Early Greek Philosophy^, 1930, pp. 228-30. A. E. Taylor points out ‘that the 

formula for the physics and physiology of the dialogue is that it is an attempt to graft Empedoclean 
biology on the stock of Pythagorean mathematics ’ {A Commentary on Plato’s Timaeus, p. 18).

3 Cf. Burnet, Early Greek Philosophy^ pp. 205—6, 239 sqq.
* Cf. F. M. Cornford, Plato’s Cosmology, The Timaeus of Plato, pp. 59-67.
3 Timaeus, 41 d. 6 Cf. Aristotle, De Anima, 407s.
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The compounding of the ingredients, both of the World-Soul 

and of the human soul in conformity with definite mathematical 
ratios, produces an attunement of the parts and, as 'like is known 
by like’, a harmony between the World-Soul and the human soul 
which is in perfect order. As the ratios of the circles in our souls 
correspond to the melodic intervals, music, as far as it uses 
audible sound, was bestowed upon mankind as a gift from heaven 
for the sake of harmony. 'And harmony, whose motions are akin 
to the revolutions of the soul within us, has been given by the 
Muses to him whose commerce with them is guided by intelli
gence, not for the sake of irrational pleasure (which is now thought 
to be its utility) but as an ally against the inward discord that has 
come into the revolution of the soul, to bring it into order and 
consonance with itself. Rhythm also was a. succour bestowed 
upon us by the same hands to the same intent, because in the 
most part of us our condition is lacking in measure and poor in 
grace.’1

Music, therefore, is a most excellent training, because rhythm 
and harmony find their way into the inner parts of the soul 'im
parting grace, and making the soul of him who is rightly educated 
graceful’.2 Our souls resound with the same harmonies as the 
cosmos, because the circles in our souls can execute revolutions 
answering those of the cosmos. But it is only through philosophy 
that we are able to attain to this highest music, as our circles are 
thrown out of gear by birth.3 Consequently music has the power 
to lead back the soul from the state of unrest to that of harmony,4 
to correct the character,5 to heal mental diseases.6 On this power 
Greek philosophers from Plato onwards laid particular stress; for 
the same reason they considered music to be a perfect instrument 
of education. Plato grants music an important role in the educa
tion of the young in the ideal State.7 Training in music is a

1 Timaeus 47 d-e, trans. Cornford. Plato contrasts the ideal task of music with the debased 
iise which is made of it in his times (οΰκ e^’ ηδονήν άλογον καθάπερ vvv εΐναε δοκεΐ χρήσιμος).

2 Rep. iii. 401 d, trans. Jowett.
3 Cf. A. E. Taylor, Commentary on Plato’s Timaeus, p. 296.
4 Aristotle, Pol. I34za. Cf. Ptolemy, Harm. iii. 7,
s Strabo i, 2. 3 and x. 3. 10. Cf. Philodem. de Mas, 100. 30; Arist. Quintii, de Mus., p. 64 (ed. 

Jahn, p. 41): τί δή θαυμάζομεν εϊ συνέβη τούς -παλαιούς κλειστήν επανόρθωσήν κεκοιήαθαι διά μουσικής;
6 Iamblichus, V.Pyth. ι ίο, calls this kind of treatment of mental diseases κάθαρσις. Cf. H. Abert, 

Dte Lehre vom Ethos in der griecbiscben Musik (Leipzig, 1899). Abert’s book is still the best source 
for the study of the ethical side of Greek musical theory.

7 Rep. iii. 398 c-401 a; Laws, ii. 653 a sqq., 656 c, 660 e sqq., 668 a, c sqq., 671 D, vii. 800 A sqq., 
813 a.

6181 v
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preparation for the study of philosophy.1 The State, therefore, 
cannot tolerate arbitrary innovations,2 for any musical innova
tion may prove to be dangerous for the whole State.3

The conception of a correspondence between Cosmic and musical 
harmony, as expounded in the Timaeus, makes a purely aesthetic 
appreciation of music, as an art, impossible. This attitude is of 
importance for the understanding of Platonic and Neoplatonic 
musical theory. Music of the highest quality must of necessity 
be beautiful, because the creative artist imitates the harmoniai 
according to which the circles of the soul revolve. But his work 
could never transmit the perfection of the cosmic harmoniai, 
because the human soul is blended of a mixture inferior in quality 
to that from which the World-Soul was compounded. In other 
dialogues Plato has expounded more fully his view of the artist 
as an imitator/ but these various discourses on imitation (μίμησής} 
do not make the question less obscure, as he uses the term 
μίμησή and its cognates in two senses, a good and a bad. The 
artist imitates in the good sense if he imitates the ideal model; in 
the bad, if he copies external characteristics.5 Plato stresses the 
dangerous influence of art, especially music, if it aims at giving 
pleasure by imitating the world of appearances. It is not this 
type of music to which we should aspire ‘but that other which 
retains its likeness to the model of the noble (τφ τοΰ καλόν μψ.ή- 
ματί)'. The citizens of Plato’s State ‘will also have to aim not at 
a music which is pleasing, but at one which is right’.6 They are 
helped in this noble aspiration by the mysterious connexion 
which Plato and the Pythagoreans believed to exist between the 
ratios on which the musical harmoniai are based and those regu
lating the motions of the circles of the human soul. This fact 
explains the prominence given in Greek philosophy and musical 
theory to minute discussions of numbers and proportions.

1 Rep. iii. 398 'c sqq., iv. 424 c; Laws., ii. 664 B sqq., 667 b sqq., 669 c sqq,, vii. 812 b.
z Rep. iv. 423 E; Laws, ii. 656 D sqq., vii. 797 a sqq.
3 Plato refers (Rep. iv. 424 c) to a saying of Damon that when the style of music (μούσι.κης 

τρόποι) is disturbed, the fundamental laws of the State are always disturbed, also. Damon’s saying 
corresponds to many similar utterances, which can be found in the classical books of Chinese 
philosophy, above all in the Ll Κϊ, the Memorial of the Rites (compiled in the first century B.c.). 
Legends showing the pernicious effect on the State of changes in musical style are given in the 
Memoirs of Seu-ma Ts’ien, ch. 28 (French translation by M. Chavannes).

* Cf. J. Tate, ‘“Imitation” in Plato’s Republic’, C.Q. xxii (1918), 16 sqq., and ‘Plato, and 
Imitation’, C.Q. xxvi. 161 sqq,

5 Id,, C.Q, xxvi. 162.
6 Laws, ii. 668 a sqq. (trans. A. E. Taylor).
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Plato is the strongest advocate of the ethical function of music 

as an art. His restricted view had already been opposed by 
Aristotle in the famous passages in the eighth book of the Politics 
(i339b sclcl·)’ where he speaks of the fourfold function of music 
as (1) an amusement (παιδιά), (2) an education (παιδβία), (3) an 
intellectual enjoyment (διαγωγή),1 and (4) a purification (κάθαρ- 
oxs). The most important part of Aristotle’s theory is the doc
trine of the healing effect of music on persons in a state of frenzy, 
and its influence, in general, on the emotions? The priesthood 
had made use of certain melodies of a ritual character to raise the 
state of ecstasy to a crisis, at which a violent paroxysm was 
inevitable, followed by the re-establishment of a normal state of 
mind.3 Aristotle, deviating from Plato, transferred the doctrine 
of Katharsis from the limited domain of religious frenzy to that 
of the emotions in general. He believed that art, and above all 
Tragedy, had the power to bring about the proper purification of 
these emotions. The language of Tragedy being embellished 
(ηδυσ/ίβνον) by rhythm, harmony, and song (jueAos),4 it is obvious 
that music had a prominent part to play in purifying Those who 
are influenced by pity and fear and every emotional nature’.5

The Platonic conception of harmony as regulating the move
ments of the universe and of the human soul, together with 
Aristotle’s view of music as a valuable means of forming the 
character of the individual through intellectual enjoyment (δια
γωγή) and purification (κά0αρσι?), influenced Greek and Early 
Christian musical theory both in the East and in the West. It 
also became the basis of medieval speculations on the three 
genera into which Boetius, writing at the beginning of the sixth 
century a.d., divided the scienti a musicae, viz. (1) musica mundana 
dealing with the harmony in the universe; (2) musica humana 
with the harmony between soul and body; (3) musica, quae in 
quibusdam constituta est instrumentis, music as an art.6 A survival 
of the Platonic conception of music as a preparation for philo
sophy can be seen in Boetius’s definition of the musician as a man

1 Music as an intellectual enjoyment comes nearest to the modern view of the function of art 
it belongs to those activities 'which are desirable in themselves’. Cf. Arist. Ethica Nicom. x. 6 
1176a sqq., trans. W. D. Ross,

2 Arist. Pol, viii, 7. 1342a.
3 Cf. H. Abert, Die Lebre vom Ethos, p. 16.
4 Arist. Poetics, ch, 6. 1449b.
5 Arist. Pol, viii. 7. 1342s.
6 Boetius, de institutione musica, p. 187, ed. G. Friedlein.
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‘qui ratione perpensa canendi scientiam non servitio operis sed 
imperio speculationis adsumpsit’.1

1 Boetius, ds institutione musica, p. 224, ed. G. Friedlein.
2 A clear and precise survey of the present state of knowledge in this held is given in the second 

chapter of G, Reese’s book, Music in the Middle Ages.
3 Cf. R. Westphal, Πλουτάρχου vcpl μουσικήν (i860), p. 20.
4 Plato, Rep. iv. 424 c. The passage from Aristoxenus ’ Symmikta Sympotika is quoted by Athenaeus 

14. 632 a. The Harmonics of Aristoxenos, the most important source for our knowledge of Ancient 
Greek musical theory, refers to the aesthetical doctrine in only a few passages.

s Cleonides, Eisag., Mus. Script. Gr., ed. Jan, p. 206,

II. THE DOCTRINE OF ‘ETHOS’ IN GREEK MUSICAL THEORY

The greater part of the extant treatises on Greek music2 deal 
with the theory of acoustics, the modes, scales, rhythm, and 
musical notation, some with the history and the development of 
ancient Greek music, as, for example, the treatise, A bout Music, 
ascribed to Plutarch. Occasional reference to the ethos theory is 
made in many of them, but nothing new is added to the views 
expounded by Plato and Aristotle. A general feature of all the 
treatises is the praise of the simple style of the music of the past, 
as opposed to the fashionable innovations of modem composers. 
Complaints of this kind can already be found in the collection of 
convivial discussions, Symmikta Sympotika, by Aristoxenus of 
Tarentum, fragments of which are preserved in Plutarch’s About 
Music.3 Aristoxenus’ attitude, favouring the restitution of the 
solemn and simple music of earlier days, can be explained by the 
fact that he was a pupil of Aristotle and believed, like his 
teacher, in the ethical and purifying power of music; a view which 
made it impossible for him to approve of innovations, and led 
him to repeat Plato’s demand that music should be preserved in 
its original form.4

Platonic and Aristotelian influence may also be found in the 
treatise Eisagoge harmonike ascribed to Cleonides (c. second cen
tury a.d.), a follower of Aristoxenus. Cleonides speaks of three 
kinds of character (^o?) in music: (i) exciting (διασταλτικόν), 
(2) depressing (συσταλτικόν), and (3) soothing (Ησυχαστικόν).5 
Music of the exciting character is used in Tragedy and other 
similar poetry; music of the depressing character in lamentations, 
or to express the passions of love. Music of the soothing charac
ter is used to express tranquillity of the soul or a carefree and 
peaceful state of the mind, and is to be found in hymns, paeans,.
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songs of praise (Εγκώμια), and other similar songs.1 The same 
division can be found* in the treatise A bout Music by Aristides 
Quintilianus (c. first or beginning of the second century a.d.), 
except that here music of a soothing character [ήθος ησυχαστικόν) 
is called moderate, as it leads the soul to tranquillity (μόσην, 8? 

Ας ηρεμίαν την ψυχήν πζριάγομεν) (Meib., p. 30, A. Jahn, p. 2θ). 
The treatise Περί μουσικής by Aristides Quintilianus is the most 

lucid and comprehensive dissertation on Greek music we possess, 
yet his name is not mentioned by any other late-classical author 
writing on the subject. This does not mean that the treatise 
remained unnoticed. M. Meibom, who published About Music in 
the second volume of the Antiquae musicae auctores septem in 
1652, discovered large sections of it in De Nuptiis Philologiae et 
Mercurii by Martianus Capella, an author of the late fourth to 
early fifth century. Through him the musical theories of Aris
tides became known to the West. In the same way the content of 
About Music was copied by Greek writers on music, particularly 
Bacchius, Cleonides, - and Gaudentius and through them made 
known to the leading Byzantine theoreticians, Pachymeres* and 
Bryennius, both of whom drew extensively on his Harmonics.2

The adherents of the Neo-Pythagorean philosophy worked out 
a system of musical theory in which speculations on the mystical 
character of numbers played a predominant part. The outstand
ing figure among these philosophers is Nicomachus of Gerasa, 
who lived in the second century a.d. It was he who, in his 
philosophical system, associated music with mathematics, and

Λ H. Abert, Die Lehre, p. 20, referring to the three genera of Cleonides, misquotes the author 
ί in speaking of τρόποι = Stilarten and making him differentiate between τρόπο? διασταλτικό?, 

r. συσταλτικό?, and r. ησυχαστικό?. Cleonides speaks of ijffo? διασταλτικού, συσταλτικόν, and ησυχα
στικόν. Ethos means the effect of music of a certain character on the listener. Greek theorists make 
a clear distinction between ήθος and τρόπος. Tropos has an ambiguous significance. Relating to the 
(formal) features of a melody it means ‘ mode Thus Bacchius the Elder, an Aristoxenian theorist, 

discussing the various successions of intervals in the tetrachords, speaks of the Lydian, Phrygian, 
and Dorian mode, approaching them from the technical and formal side of the question (οί ουν 
τού? rpeis τρόπου? pSovre? τίνα? ^δουσι;—ζίυδιον, Φρόγιον, Δώριον: Bacch. Introductio, p. 12 Μ,). 
Aristides Quintilianus, on the other hand, speaks of three tropoi in Greek music: (1) the style of 

: : . the. Nomos (τρόπο? νομικό?), (2) a dithyrambic (διθυραμβικό?), and (3) a tragic (τραγικό?). Here 
the term refers to the different emotional qualities of certain melodies, which make each group 

■ applicable to a different genre of poetry. In this case ‘style’ is the best translation of τρόπο?, as 
we speak of a tragic style, dithyrambic style.

2 When, at the beginning of the nineteenth century, studies in Greek music were systematically 
resumed, the recognition of Aristides Quintilianus as an original author by Boeckh, G. Hermann, 
and T. Gaisford was in the end forced to give way to the adverse criticism of R. Westphal, then 
the great authority on metrics. It is only lately that the position of A.Q. has been re-established 
by H. Weil, C. E. Ruelle, H. Abert, and R. Schafke.
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astronomy with geometry, the former two dealing with multi- j
tudes (πλήθη), the latter with magnitudes (μεγέθη). The origin j
of the quadrivium seems to go back to Pythagorean doctrine, as j
Porphyry refers to a passage in the A bout Mathematics of Archytas, j
containing the classification of astronomy, music, geometry, and J
arithmetic.1 But it was through Nicomachus that this classifica- s
tion became generally known and accepted as the basis of j
medieval musical aesthetics. ?

Naturally, as a Neo-Pythagorean, Nicomachus was concerned :
more with the metaphysical than the mathematical significance j
of numbers. He discussed the divine nature of the numbers one j
to ten, seeing in them the symbols of gods and goddesses. The g
classes of the quadrivium are four, because in the doctrines of 1
arithmetical theology great significance is attached to this J
number. Nicomachus tells us that no one can penetrate into this i
arithmetical theology who is not exercised in musical theory and |
in the playing of instruments (. . . καί μ,ήν καί τοΐς μουσικοΐς |
θεωρήμ,ασι, καί 8ή καί οργάνοις ζγγεγυμνάσθαή .ζ Nicomachus, who §
assigned such an important place in his writings on music to |
metaphysical speculations on numbers, dealt also with the pas- |
sages on harmony in the Timaeus, combining Platonic and Aris- |
totelian ideas with Pythagorean. Thus he became an authority |
for the Neoplatonists, who took over his views on music and |
preserved them in quotations from his writings. g

Among the theorists of the second century a.d. who dealt with | 
the elements of music, Claudius Ptolemy of Alexandria holds | 
the first place: his Harmonics are rightly considered The most |
scientific and best arranged treatise’3 on the subject that we I
possess in Greek.4 But it was a commentary of the third century, f

1 ίταρακείσβω δέ και νΰν τα. Άρχύτα του Πυθαγορείου, ου μάλιστα, καί γνήσια λέγεται είναι τα 5 
συγγράμματα. λέγει δ* εν τώ Περί μαθηματικής ευθύς έναρχόμενος του λόγου τάδε· “Καλώς μοι δοκοΰντι 3
το! περί τά μαθήματα διαγνώναι και ούθέν άτοπον όρθώς αυτούς περί έκαστου θεωρεΐν. περί γάρ τάς 
τών όλων φύσιος καλώς ϋιαγνόντες έμελλον καί περί τών κατά μέρος, οΐά έντι, δφεσθαι. περί τε 8ή τάς .ϊ
•τών άστρων ταχύτατος καί έπιτολαν καί δυσίων παρέόωκαν άμΐν διάγνωσιν καί περί γαμετρίας και 
αριθμών καί ούχ ήκιστα περί μουσικας. ταΰτα γάρ τά μαθήματα δοκοΰντι ήμεν άδελφεά.” I. During, I 
Porphyrias Kommentar %ur Hannoni elehr e des Ptolemaios, p. 56. Cf. H. Diels, Fragm. d. Vorsokratiker^, 
i. 4V~2· , . j

2 Phot. Bibliolb. cod. 187. Cf. H. Abert, Die Musikanschauung des Millelalters, p. 31, and 3 
C. Jan, De Nicomacho eiusque libris, Mus. Script. Gr., pp. 219 sqq. ·|

3 Cf. J. F, Mountford, ‘The Harmonics of Ptolemy*, Frans, of the Amer. Philol. Assoc. Ivii 3 
(1926), 71. _ ... I

4 Until recently the importance of Ptolemy’s Harmonics was not sufficiently emphasized in 3
books and essays on Greek music; this omission may have been due to the lack of a modern edition a
of the work. We now possess the excellent critical edition by I. During, who edited Porphyry’s

J 
zw 
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by Porphyry, the former pupil of Plotinus, rather than the 
original work, that was important as an influence on the develop
ment of musical theory in Early Christian times and in the 
Byzantine Empire.

III. NEOPLATONIC INFLUENCES ON MUSICAL THEORY
Setting forth his doctrine of the Intelligible Beauty (rrepl του 

νοητού κάλλους) in Enneads v. 8. i, Plotinus writes: ‘If any think 
meanly of the Arts, on this ground, that when they create they 
do no more than mimic Nature, we have a threefold answer. 
First, we shall, remark that all Nature is in its turn an imitation 
of some other thing. In the second place, we are not to conceive 
that the Arts imitate merely the thing seen: they go back to the 
principles of Form out of which Nature is generated. Thirdly, in 
many of their creations they go beyond imitation: because they 
possess beauty, they supply from themselves whatever is lacking 
in the sensible object.’1 From this passage we can see the great 
change that had taken place in Greek philosophy since Plato had 
made the statement in the tenth book of the Republic (602 b)— 
so difficult to reconcile with the views on music expressed else
where in his dialogues—, that art, being an imitation, can only be 
considered as a kind of pastime, not a serious pursuit. The artist 
is no longer considered as a 'manufacturer of images, far removed 
from truth’, but; according to Plotinus’ essay on Dialectic in 
Enneads 1. iii. 1-3, his aim is to produce an object which contains 
some reflection of the -Divine Beauty. The musician is particu
larly well equipped for the task, being 'sensitive to tones and the 
beauty they convey’. He is repelled by discords, and seeks for 
'properly ordered rhythm and well-planned form’ (το ευρυθμόν 
καί τό ϊΰσχημ,ον δίώκεν) ·2 If the truths of Philosophy (Aoyouy τους
commentary on the Harmonics in 1932, and ended his work with a German translation of Ptolemy’s 
Harmonics and a commentary on both treatises.

1 el Se tij Tas τεχνας ατιμάζει, ότι. μιμούμενοι την φυσιν ποιοΰσι, πρώτον μεν φατέον και Tas φύσεις 
μιμεΐσθαι άλλα· εττειτα Sei εΐδέναι ώς ούχ άπλώ; τό ορώμενον μιμούνται, άλλ* άνατρεχουσιν επί τούς 
λόγους εξ ων τ; φύσις' εΐτα και ότι πολλά παρ' αυτών ποιοΰσι. και προστιθεασι ydp ότω τι ελλείπει, ώς 
εχουσαι τό κάλλος. PlotiniEnneades, ed. R. Volkmann (Bibl. Teubn. 1883), ii5 p. 232. The translation of 
the passage is taken from E. R. Dodds, Select. Passages illustrating N eoplatonism (S.P.C.K.), pp. 104-5.

2 πρώτον St} διααταλτέον τους άνδρας τούτους ήμϊν άρςαμενους άπό τον μουσικόν όστις εστι λέγοντας 
την φύσιν. βετέον δη αυτόν ευκίνητον και έπτοημενού μεν προς τό καλόν, άδυνατώτερον δε παρ' αΰτοΰ 
κινεισθαι, έτοιμον Se εκ τών τυχόντων οΐον κτύπων, ώσπερ οί δειλοί πρός τους ψόφους, ούτως και τούτον 
προς τούς φθόγγους και τό καλόν τό έν τούτοις έτοιμον, φεύγοντα (3έ) del τό ανάρμοστου και τό μη ίν εν 
τοΐς φδομένοις και έν τοΐς ρυθμοΐς τό εύρυθμον και τό εύσχημον διώκειν. Ibid. i. 3· I, Ρ· 5^·
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φιλοσοφίας) are implanted in him he may pass beyond the state of 
a mousikos—which is the first degree of spiritual development— 
into the higher one of a lover (ερωτικός). He can even reach the 
third and highest degree of the philosopher, who advances within 
the sphere of the Intelligibles (rois· E τω νοητω γενορΑνοις) ‘until 
the summit of the Intellectual Realm is won’.1 In describing the 
three degrees—mousikos, erotikos, philosophos—Plotinus follows 
up an idea from the opening speech of Socrates in the Phaedo (6ia) 
that ‘philosophy is the highest music’, and another, in the 
Phaedrus (249 c), that our ‘learning is nothing else but remini
scence’. It is also clear from Plotinus’ description of the path 
leading to the perception of Divine Beauty that in the melodies 
which we hear with our human ears beauty exists in a weaker 
form than in their models, just as, according to the Timaeus, the 
ingredients compounded in the World-Soul appear in a weaker 
blend in human souls.2

Plotinus’ conception of music perceptible to the senses as an 
echo of divine harmonies, and the musician as a being particu
larly fitted for the task of reproducing these harmonies, became 
a doctrine generally accepted in Neoplatonic philosophy. From 
this view it followed that the musician, aiming at the Divine, had 
to abstain from sensual emotions, just as Socrates declares ‘that 
those who pursue philosophy rightly abstain from all bodily 
desires’.3 Only music in the service of religion should be regarded 
as an art worthy to be pursued; secular music can only distract 
from the higher, spiritual achievements.

Proclus (410-85) was the last of the Neoplatonists to deal 
extensively with the theory of music. He was particularly de
voted to these studies, since a dream had revealed to him that he 
possessed the soul of Nicomachus of Gerasa. His views on music 
are not brought into a homogeneous system, but are scattered 
through his commentaries on Plato’s dialogues. Proclus took 
over and developed Plotinus’s concept of the three degrees of 
conversion from the material world to the peak of the Intellectual 
Realm. In his commentary on the first book of Euclid’s Elements 
he describes the process as a progression from visible to invisible 
Beauty, a kind of initiation into a mystery religion. The musi
cian, the ‘bom lover’, and the philosopher are raised above the

1 Plotinus, Enneads, i. iii. 1-3.
2 Timaeus 41 d. 3 Phaedo 82 c.
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world of sense, because they fulfil and accomplish the primary 
life of the soul. 'The beginning and path of elevation for the lover 
is a progression from apparent beauty, using as steps the middle 
forms of beautiful objects. To the musician, to whom the third 
place is assigned, the way consists in a transition from harmonies 
perceptible to the senses to those that are imperceptible and to 
the principles existing in these/1

The Christian author of the Heavenly Hierarchy who wrote 
under the pseudonym of Dionysius the Areopagite was a pupil or 
adherent of Proclus. Dionysius speaks of an echo (απήχημα,) of the 
divine harmony and beauty which can be observed in everything 
existing in the realm of the material world? The Hierarchy means 
fa certain Holy Order, an image of the Divine Beauty’. Each 
rank of this Order 'is led in its own degree to the co-operation 
with the divine by performing, through grace and God-given 
power, those mysteries which are essentially and super-essentially 
in the Godhead, and are accomplished by It supematurally, and 
are manifested to us through our Hierarchy for the imitation of 
God-loving minds to the highest possible extent’.3

The Neoplatonic teaching of the three degrees of initiation 
which lead towards the highest point of the Intellectual Realm 
had to give way to the mystical conception of the Celestial 
Hierarchy with its earthly counterpart, the Ecclesiastical Hier
archy. Together they form the rungs of a ladder, leading from 
the lowest grade of clerics to the highest rank of the triad, where 
the Seraphs dance around God, singing with never silent lips the 
Hymn of Praise, 'Holy, holy, holy, Lord of Sabaoth. The whole 
earth is full of Thy glory.’4

The beauty of these hymns, which is imperceptible to the 
lower ranks of the triad, is revealed to them by the Seraphs 
and thence to the inspired prophets and saints. Thus, an angel 
taught the prophet Isaiah the hidden mysteries of 'the divine 
and highly reverenced heavenly Hymn of Praise, the angel who

1 άλλα τώ μεν ερωτικω της αναγωγής αρχή και οδοί εντεύθεν από τοΰ φαινομένου κάλλους επανα- 
βασμοΐς χρωμένω τοΐς μέσοις εΐύεσι τών καλών, τώ δε μοναικω τρίτην λαχόντι τάζιν από τών Α αίσ^- 
σεσ»’ αρμονίων επί τάί αφανείς αρμονίας και τους λόγους τούς εν ταυταις ή μετάβασις. Procli tn Prtnium 
Euclidis Elementorum Librum Commentarii, ed. G, Friedlein (Bibi. Teubn.), p. 21, 11. 8-13.

3 εστι τοιγαροΰν οΰκ άπα8οΰσας άναπλάααι τούς ονρανίοις μορφάς, κάκ των ατιμότατων της ΰλης 
μερών, επει και αυτή, προς τον όντως καλόν την νπαρςιν εσχηκυια, κατά πάσαν αυτής την νλαίαν δία- 
κοσμησιν απηχήματα τινα της νοεράς εύπρεπείας εχει. Cael, Hier., c. 2, § 4·

3 Ibid., c. 3, § 2.
4 Cf. ibid., c. 7, § 4,
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formed the vision imparting as far as possible his own divine 
knowledge to the prophet*.1

A passage in the Ecclesiastical Hierarchy throws an even clearer 
light on the significance of the divine songs for the Church. The 
hymns and canticles of the Church are the reflection of the 
spiritual chants, transmitted from the Celestial Hierarchy to 
mankind and made audible to human ears in the form of the 
Psalms. When the singing of the hymns (υμνολογία) has brought 
our souls ‘into harmony with the ritual which is to follow* and 
has brought our hearts ‘into concord with the divine, with our
selves and with one another’, the poetic imagery of the Psalms is 
further explained by the reading of the divine Lessons.2

This passage illustrates well the difference between Plotinian 
philosophy and Dionysian theology. In the former the musician 
was depicted as emotional, easily moved and passionately drawn 
to material beauty (ευκίνητος καί επτοημόνος μΗ προς το καλόν)3 
and consequently it is easy to lead him by means of philosophy 
to the perception of the Intelligible Beauty. The Dionysian 
theology regards him as a recipient of the hymns sung in heaven 
and transmitted from one order to the next,4 until they become 
perceptible to human ears in the ranks of the Ecclesiastical 
Hierarchy.

Henceforth the musician is simply a humble hymn-writer, his 
faith making him an instrument of the divine grace. He knows 
that he can only compose and sing melodies which came into 
the world of matter as an imperfect echo of the heavenly hymns, 
but, Dionysius states, ‘it is possible through these to be led to 
the immaterial archetypes*.5 This assertion is based on proposi
tions in Proclus’ Elements of Theology, particularly on the famous 
Seventh: that ‘every productive cause is superior to that which 
it produces’,6 and on the Twenty-first: ‘Every order has its 
beginning in a monad and proceeds to a manifold co-ordinate

1 Cael. Hier., c. 13, §4.
2 όταν ow 17 περιεκτική τών πανίερων υμνολογία, τάς φυχικάς ημών εςεις εναρμονίωε διαθη srpos 

rd μικρόν ύστερον ιερουργηθησόμενα, καί τη τών θείων ωδών όμοφωνίφ την προς τά θεΐα και εαυτουε 
καί άλληλου$ ομοφροσύνην ώ? μιη και ομολογώ τών ιερών χορεία νομοθέτηση τά συντετμημενα και 
συνεσκιασμενα μάλλον εν τη νοερή, τών φαλμών ίερολογίμ διά πλειόνων και σαφέστερων εικόνων και 
αναρρήσεων ευρύνεται rats ιερωταταις τών άγιογραφων συντάξεων άναγνώσεσιν. Eccles. Hier., c. 3, § 5.

-■ Enneads. 1. iii. 1. 4 Cf. Cael. Hier., c. 7.
S δυνατόν εστι 8c’ αΰτώρ άνάγεσθαε ττρδζ τάς άΰλου; άρχετυπίας. Ibid,, c. 2, § 4*
ύ Proclus, The Elements of Theology (a revised text with translation by E. R. Dodds, 1933), p. 9. 

For the Oriental influences in Proclus’ theology see Dodds’s Introduction, § 3, ‘Proclus and his 
Predecessors ’, pp. xviii-xxvi.
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therewith; and the manifold in any order is carried back to a 
single monad/1 But the author of the Hierarchies succeeded in 
adapting the Neoplatonic doctrine to Christian dogma, and it 
became one of the main pillars upon which the liturgical order 
of the Eastern Church was built. The artist in the service of the 
Orthodox Church was not permitted to treat his subject freely. 
The painter of an icon of a saint had to copy the features handed 
on to him by his predecessors, because the portrait was regarded 
as the earthly manifestation of the immaterial being; in other 
words, the painter had to give the ‘idea’ of the saint, not a 
resemblance of the human being who became a saint. The 
hymnographer, too, had to follow a model, a hymn already 
existing for the feast of the saint or martyr in whose praise it 
was written. This model was considered an echo of the hymn 
sung by the angels in his praise. This can be seen from several 
Kontakia written by Romanus, the ‘prince of melodes’. Glori
fying the Hymn of the three Children in the Furnace in the 
Kontakion for the 27th of December,2 Romanus sings:

Στησαντες ουν ot παΐόες 
χορόν εν μεσω καμίνου, 
ουρανίαν εκκλησίαν 
άπεφγάσαντο την κάμινον, 
φάλλοντες μετ άγγελον 
τώ ποιητη τών αγγέλων, 
καί πάσαν την υμνωδίαν 
τών άσαρκων εκμιμονμενοί.

(In the midst of the furnace the Children formed a chorus, and made the 
furnace a heavenly Church, singing with the angel to the Maker of the 
angels and imitating the whole hymnody of the Immortals.)

We must realize that it is a vision of the Dionysian theology 
presented in a poetical form, not a mere poetical phrase, when 
Romanus begins his Kontakion for the feast of the Presentation 
of Our Lord3 with the following parallelism:

Χορός αγγελικός 
εκπληττεσθω τό θανμα,

1 πάσα τάξις άπό μονάδοϊ άρχομένη πρόεισιν εις πλήθος τν μονάδι σύστοιχον, και πάσης τάξεως το 
πλήθος els μίαν ανάγεται μονάδα, ή μεν γάρ μονάς, αρχής εχουσα λόγον, άπογεννα τό οϊκεΐον εαντή 
πλήθος· διό και μία σειρά και μία τάξις, ή όλη παρά τήϊ μονάδας εχει την εις τό πλήθος νπόβασιν. Ibid.·, 
Ρ· 24-

2 de tribus SS. -pueris in fornace, str. 27 in J.-B. Pitra, Analecta Sacra, i, p. 195.
3 Romano 11 Melode, Inni, ed. G. Cammelli, p. 128.
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βροτοί Se ται? φωναΐς 
άνακράξωμεν ύμνον 
όρωντες την άφατον 
τον Οί,οΰ συγκατάβασήν.

(Let the Choir of Angels be astonished at the wonder, and let us 
mortals raise our voices in a hymn, beholding the ineffable condescension 
of God.)

The musician whose task is to supply the Divine Service with 
melodies is limited still more by liturgical directions reflecting 
the spirit of pseudo-Dionysian theology. The vast treasury of 
Byzantine melodies was developed from a limited number of 
archetypes, transmitted by the angels to prophets and inspired 
saints. Thus the heavenly hymns became perceptible to human 
ears. The Byzantine musician is bound to keep as closely as 
possible to these models. He can only make slight changes in 
the melodies, in order to fit them to the words of a new poem, 
or, at a later stage, he can introduce some embellishments. It 
would be mistaken to see in this strict adherence to prescribed 
patterns a lack of musical imagination on the part of the musi
cians. The artist felt himself, in company with all other artists, 
as a link in a chain, with his place in the ranks of the faithful, 
where his position was determined by the measure of his piety.

IV. THE BYZANTINE CONCEPTION OF MUSIC

Byzantine musical theory did not have any development of 
its own after the essence of Neoplatonic philosophy had been 
assimilated to the doctrine of Pseudo-Dionysius at the end of 
the fifth or the beginning of the sixth century. This can best be 
seen from a letter on music written by Michael Psellus (1018- 
c. 1080), and probably addressed to the Emperor Constantine 
Monomachus (1042-55).1 Speaking after a short Platonic intro
duction about the various classes and forms of music, Psellus 
asserts that these are given to us by the Higher Powers (των 
κρ^ίττονων) which weave together indissolubly in heaven eternal 
life, unceasing movement, and productive powers. We finally 
discover that The movements of the created beings follow a 
rhythmical, their voices a harmonic order, and that the dances 
composed from both are well constructed: we proceed to the 
artful devising of all sorts of instruments, tunefully made: and

1 Cf. H. Abert, ‘Ein ungedruckter Brief des Michael Psellus uber die Musik’, S.I.M. ii, p. 334.
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then we observe that that the power emanating from music is 
extended to everything. Music is the scientific knowledge, both 
theoretical and practical, of perfect singing and playing; the art of 
mastering what is fitting in melody and rhythm, directed to train-' 
ing the character. ’1 Psellus then mentions the view of some philo
sophers that music leads the soul from beautiful things on earth 
to the idea of Beauty (επ’ αυτό το νοητον κάλλος). He speaks 
of the healing effects of music, taking his examples from well- 
known passages of Platonic writers. After a concise treatment of 
vocal and instrumental music, based on Aristides Quintilianus, 
Psellus deals with the relationship of music and astronomy, and 
comes to the conclusion that there exist 'connexions between 
the order in our chants, rhythms, or dances and divine music’ 
(οικειότητες είσιν τής ήμετερας αρμονίας προς την θείαν μουσικήν). 
Hence the Greeks introduced various kinds of hymns, odes, and 
dances to be performed at the feasts of their gods, and similar 
songs and dances were performed during the ceremonies accom
panying the most important events of human life, such as the 
bridal procession and the wedding-feast. But he ends the letter 
regretfully, 'the kind of music which occupies our minds to-day 
is only a faint echo of the former’ (αΰτη απήχημα οΐον εκείνης εστίν).

1 εττειδάν δε τελευτώρτε? άνεύρωμεν τάς των συνθέτων ζωων κινήσεις εύρυθμους συνισταμενας και 
Tag φωνάς εύαρμόστους και τάς απ’ άμφοτερων τούτων συμμιγνυμενας χορείας τεταγμένας. ετι δε, 
οργάνων μουσικών παντοιων εμμελείς ποιήσωμεν ευτεχνίας^ τότε 8ή την άττό της μουσικής δύναμιν 
προσερχομενην επι τά ολα και όιατείνουσαν επ’ αυτά θεωροΰμεν, και εστι εν τοάτοις ή μουσική επιστήμη 
θεωρητική τε και πρακτική μέλους τελείου τε και οργανικού και τέχνη πρεπόντων εν μελεσι καί. ρυθμοΐς, 
συντείνουσα προς ηθών κατασκευήν. Ibid., ρ. 335·

Psellus’ letter is very characteristic of many other treatises 
on music, both Eastern and Western, written before or after it. 
It becomes a habit to allude to the grandeur of Greek music, 
which had completely disappeared since the sixth century. 
Everywhere we find regrets for this lamentable fact. Towards 
the close of the tenth century in Byzantium, as the Hellenistic 
renaissance of the eleventh century draws nearer, they become 
still more outspoken. No mention is made in any of the treatises 
of the rise and development of Byzantine ecclesiastical music. 
This lack of information on the subject may be explained as 
follows. Byzantine ecclesiastical music, being part of the Divine 
Service, could not be a matter for aesthetic speculation: Byzan
tine ceremonial music, approved by the Emperor, could not be 
subject to criticism. There remains only secular music in general,
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and it is this kind of music to which Psellus evidently refers, as it 
was condemned equally by the educated, brought up in an atmo
sphere of admiration for Greek civilization, and by the Church.

The technique of Byzantine ecclesiastical music, however, 
could be learned from treatises containing instructions about the 
modes, musical notation, rhythm, dynamic signs, together with 
some elementary exercises for the beginner. These ‘grammars’ 
are the main source of information for the deciphering of 
Byzantine musical notation; they also show that in the great 
age of Byzantine ecclesiastical music the knowledge of Greek 
music had entirely disappeared from music schools. Speculations 
on the subject, without any connexion with actual practice, 
were confined to students of the ‘stepping-stones of wisdom’ 
(σοφίας ζτΐφάθραί) :Σ grammar, rhetoric, dialectic, medicine, arith
metic, and geometry.

The extent of the gap which divided Byzantine musical prac
tice from Hellenistic theory at the end of the twelfth century 
can be seen from a treatise of Nicolas Mesarites on the Church 
of the Apostles at Constantinople.2 In the precincts of the church 
quarters were provided for the classes of a school.* Here the 
younger children were taught the elements of grammar, the elder, 
dialectic and rhetoric. In close connexion with these subjects 
elementary training in music was given. On the other, western 
side you can see hymn-singers with children, almost babes, 
stammering, just taken from the breast. These infants open 
their mouths and talk wisdom and rehearse the praise of God' 
the King of all, and of his saints, who imitate his Life and 
Passion. Going a little farther you will find boys with young 
men just emerged from boyhood, singing a well-shaped song and 
a well-sounding harmony with their throat, mouth, tongue, with 
their lips and teeth. They make conductor’s movements with 
their hands in order to guide the beginner in following the mode 
with his voice, that he may not slip away from the melodic 
line, drop out of rhythm, nor fall away from the other voices, 
nor sing out of tune.’3

Continuing his description of the Church of the Apostles, 
Mesarites informs the reader that teaching in the theory of music

1 Cf. Nicomachus, Theolog. aritbm., p. 17, Ast.
2 Cf. A. Heisenberg, Grabeskirche und Afostelkirche (1908), ii. 10-96.
3 tSoij ώζ irpos δνσμην [ύ/ινωδούί] ^ταλτωδού? tw τταισΐ νηπιάχοις σχεδόν και ΰποφελλί-

ζονσιν καί τής άρτίως άττοσπασθεΐσιν, οι και άνοίγοναι στόμα, καί λαλονσι σοφίαν καί καταρτί-
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is completely separated from elementary teaching in singing, as 
described above. After dealing with the school of geometry, 
Mesarites draws a picture of the students who debate about tones 
and intervals. 'They argue with each other discussing terms 
unfamiliar to most people or even unheard of, such as rate’s, 
hypate’s, on&parhypate’s, mese’s and paramese’s instead of strings; 
further they say that the interval which they call diatessaron 
is denominated epitritos, in agreement with the arithmeticians; 
but the interval called diapente seems to them to be a kind of 
heniiolios, corresponding to the diapente of the arithmeticians. 
And also, why the octave is called diapason, why the first mode 
in it is found to be the principal, why they call the fifteenth 
string disdiapasoh, and why the whole instrument is named 
fifteen-stringed when it has sixteen strings.’1

From this account, which is almost entirely nonsensical, it 
becomes evident that Greek musical theory had no connexion 
whatever with Byzantine ecclesiastical music in the twelfth 
century. The latter was taught merely as practical singing, the 
former was part of mathematical science. Mesarites drew his 
knowledge, directly or indirectly, from passages in the pseudo
Aristotelian Problems, the Eisagoge of Gaudentius, and the 
Encheiridion of Nicomachus, without understanding the subject
matter he cited. Not only did he no longer understand the 
meaning of the-subject he tried to explain to the reader, but we 
may also accept as a fact his view that in his day the terms nete, 
hypate, and parhypate were to most people mere names, or were 
completely unknown to them. They had no significance in 

, actual Byzantine musical practice, and were only found in dis
cussions on topics taken from classical authors.
ζουσιν αίνον τώ πάντων βασιλεΐ και Θεώ και τοΐς άγιοι; αυτού τοΐ£ την εκείνου πολιτείαν μιμησαμένοις 
και τά παθήματα, μικρόν π αριών μειρακίοις έντύχοις συν νεανία κοις άρτι τον μείρακα παραμείβουσιν, 
εύρυθμον μέλος και σύμφωνον αρμονίαν εκ φάρυγγας, εκ στόματος, εκ γλωττης, έκ χειλέων, έζ όδόντων 

: προπέμπουσιν. νωμώσιν ούτοι και χεΐρα προς φωνών και ήχων έξίσωσιν τον άρτιμαθή χειραγωγούσαν 
οΐαν τον μή τον συντόνου έξολισθαίνειν κάκ του ρυθμόν καταπίπτειν μηδ' έκ της συμφωνίας έκνεύειν 
καιδιαμαρτάνειν τού εμμελούς. Ibid., ρρ. 2ο-ι.

1 κατακούσειας ούν αυτών προς άλλήλους διαπορούντων, ασυνήθη τινα τοΐς πολλοΐς και άκατακρόατα 
νητας άντι χορδών ύπάτάς τε και παρυπάτας, μέσας καί παραμέσα; προσφθεγγομένων άλλήλοις, και πώς 
ο μεν διά τεσσάρων παρ' αύτοΐς επονομαζόμενος συμφώνως τοΐς αριθμητικοί; επίτριτος ονομάζεται, ό Se 
δια πέντε καλούμενος ήμιόλιός τις εΐναι τούτοις δοκεΐ, τώ τών αριθμητικών διά πέντε απ’ εναντίας ίστά- 
μενος. ινα τί τε η όγδοη Sta πασών έπικεκληται /eat πώς <ί τών ήχων πρώτος εν αυτή κυριωτατος εφευρί
σκεται, και όπως η πεντεκαιδεκάτη τούτοις χορδή Sis Sta πασών έπωνόμασται καί πεντεκαιδεκάχορδον 
έν έζκαιδεκαχόρδω τό σάμπαν οργανον ονομάζεται. Ibid., ρρ, 93~4· Cf. E. Wellesz, ' Zur Erforscbung 
d. byz, HymnengesangesZeitscbrift f. d. oesterr. Gymnasien, 1917, pp. 33-6, and ‘Die Rhyth- 

■ mik d. byz. Neumen’, Z.M.W. iii (1921), 322-4.
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V. MUSIC IN TREATISES OF GREEK GNOSTICS AND ALCHEMISTS

Besides the writings of Greek philosophers and theorists dis
cussed in the course of this chapter, two other groups of written 
documents containing sections on music must be mentioned, viz. 
the works of Gnostic authors on magic, and those of Byzantine 
alchemists.1 Investigations into these two groups of sources 
have been going on for a considerable time; but only recently 
have attempts been made to connect certain magic formulae 
which are found in fragments of Greek papyri and in specula
tions on music in passages of alchemical treatises, with the origins 
of Byzantine musical theory.2 It therefore remains to be seen 
whether the hypothesis, put forward with a great deal of in
genuity, can be accepted or must be rejected as a misconception.

(a) Gnostic formulae of incantation
In a number of Greek papyri containing fragments of treatises 

on magic, incantations have been found beginning or ending 
with groups of letters consisting of the seven Greek vowels 
α β η t o v ω in various combinations, e.g. :

ο τών όλων δεσπότης 
άγιε κάνθαρε*, αω* σαθρεναβρασαξ’. ιαωαιαεω* 
ηωα: ωαη : ιαω : ιηο: ευ’. αη: ευ’. ιε I ιαωοα.3

Similar combinations are also to be found on small pieces of 
papyrus, serving as amulets :4

α α α a 
o o o o o 
-ηηηη

Ο Ο Ο Ο Ο Ο O

V V V V 
ω ω

1 Cf. C. E. Ruelle, ‘Le Chant des sept voyelles grecques d’apres Demetrius et les papyrus de 
Leyde R.E.G. ii (1888), 38 sqq.; ‘ Le Chant gnostico-magique des sept voyelles grecques Congres 
d'histoire de la musique (Paris, 1900), pp. 15 sqq.; E. Poiree, ‘Formules musicales des papyrus 
magiques’, ibid., pp. 28 sqq.; A. Gastoue, ‘Les Origines du chant remain’, Bill. musical, i (1907), 
24—31; Leclercq, ‘Alphabet vocalique des Gnostiques’, D.A.C.L. i. 1268 sqq.; M. Berthelot-C. E. 
Ruelle, Collection des anciens Alchimistes greet (1887-8), ii. 219, 434; K. Wachsmann, Untersuchungen 
zum vorgregorianischen Gesang (1935), pp- 24—34; d. Reese, Music in the Middle Ages (1940), 
pp. 85-6.

2 C. Hoeg, ‘La theorie de la musique byzantine’, R.&.G. xxxv (1922), 321-34.
3 C. Wessely, ‘Neue griechische Zauberpapyri’, Denkschriften d. k. Ak. d, Wits. 1. Wien 

pbil.-hist. Cl. xlii (1893), 27.
4 Ibid., p. 72.
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The meaning of these groups of vowels becomes evident from 
formulae of invocation in the papyrus W of Leyden,1 of which 
two significant examples may be given :

(l) Σου το ζ γραμμάτων όνομα προς την αρμονίαν 
τών ζ φθόγγων εχόντων φωνάς προς τά κη φώτα 
σελήνής, ϋαραφαρα, Αραφαίρα, Βρααρμαραφα, 
Αβρααγ, Περταωμηχ, Ακμηχ, Ιαωζ ovcry ιαω: 
ove: clou: αηω: εηον: εηον: Ιαω. (p. ΐ8, 1, 28.)

(Thy name, composed of seven letters, according to the harmony of the 
seven tones, which have their sound according to the twenty-eight lights 
of the Moon, Saraphara, Araphaira, Braarmarapha, Abraach, Pertao- 
mech, Akmech, lao: ouee: iao: one : eiou: aeo: eeou: eeou: lao.)

(2) Έπικαλονμαί ae, Rupee, ω3ι.κω νμνω, υμνώ σαν 
τό άγων κράτος, αεηιοωωω.

(I invoke thee, Lord, in a hymnic song, I celebrate thy holy might, 
aeeioooo.)

From Oriental mystery rites it is known that single vowels 
or groups of vowels were uttered by the initiate to intensify 
the effect of the incantation. The texts of the two invocations 
from papyrus W, however, seem to permit of another interpreta
tion by which stress is laid on the words ωδίκω νμνω and υμνώ σου 
in the second invocation, on αρμονίαν, φθόγγον, and φωνάς in the 
first. It is this interpretation which It. Ruelle, and following him 
other scholars,2 adopted in order to prove that the seven Greek 
vowels were used by the Gnostics in the place of the seven tones 
of the seven-stringed lyre, tuned on the two conjunct tetra
chords of the Dorian scale. According to the Pythagorean 
doctrine each tone of this scale represented the sound of one of 
the seven planets; therefore, Ruelle and his followers argued, 
the seven Greek vowels were magical symbols of the music 
of the spheres.

This hypothesis is based on a passage from the treatise On 
Style (περί ερμηνείας} formerly ascribed to Demetrius Phalereus, 
which suggests that the Gnostics had adopted the Egyptian 
magic ritual. Tn Egypt too the priests celebrate (υμνοϋσθ) the gods 
through the seven vowels, letting them sound one after the other; 
and instead of the aulos and the zither it is the sound of these

1 C. Leemans, Papyri graeci musei antiquarii publici Lugduni-Batavi, tom. ii (Leyden, 1885).
2 Cf. p. 56, n. i. Ruelle gives in Le Chant des sept voyelles a summary of the theories of his 

predecessors on the subject.
6181 p
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letters which is heard in euphony.’1 The clue which made it 
possible to determine the pitch of each of the tones represented 
by a vowel was found in a passage from the Harmonics of Nico- 
machus of Gerasa,2 whose contribution to the development of 
Neo-Pythagorean musical theory has already been mentioned 
in the course of this chapter. Developing the Pythagorean con
ception of the relation between the harmony of the world and 
that regulating the intervals in music, Nicomachus states that 
the motion of each of the seven spheres produces a sound (ψόφον 
ποιόν) ; the first sphere producing the first tone, the second sphere 
the second tone, and so on. To these tones the names of the 
seven vowels have been given. According to the cosmological 
doctrine of Anaximander, adopted and elaborated by Pythago
ras and a later generation of his followers,3 the spheres carry 
the heavenly bodies in their revolutions round the earth. The 
vowels therefore are also symbols of the planets. Thus the 
following concordances between vowels, planets, and tones have 
been established by Gnostic writers :4

A Moon Nete d”
E Mercury Paranete c'
H Venus Trite synemmenon
I Sun Mese ai
0 Mars Lichanos g\
Y Jupiter Parhypate

Ω Saturn Hypate e)
Taking νμ,νεΐν in the second invocation literally as 'to sing’, 
A. Gastoue, starting from Ruelle’s hypothesis, arrives at the 
following rendering of the vowels into musical notation :s

Επικαλούμαι σε, Kvpie, ώδικώ ΰμνω'

1 'Ev A Ιγύπτω Sc και τούς θεούς ΰμνοΰσι διά. των επτά φωνηέντων οι ίερεΐν, έφεζης ηχοΰντες αυτά, 
και αντί αυλού και άρτι κιθάρας των γραμμάτων τούτων ο ακούεται ΰπ’ ευφωνίας. Rhetores Graeci, 
edited by L. Spengel (1856), iii. 278.

2 Mas. Script. Graeci, ed. C. Jan, p. 276, 1. 8 to p. 277, 1. 9.
3 J. Burnet, Early Greek Philosophy*, pp. 306—7,
4 Mus. Script. Graeci, ed. Jan, pp. 241-2, and E. Ruelle, 'Le Chant des sept voyelles grecques’, 

op. cit., p. 20; Irenaeus, Adv. baereses, i. 14, P.G. vol. vii, c. 610, quotes Marcus (who flourished in 
the second century a.d., a disciple of Valentinus writing in his Sige), that ‘ the first heaven sounds 
the A, the next the E, the third the H, the fourth, in the middle, cries out the might of the 
I (την τού I δύναμιν ε’κ^ωμεΐ), the fifth the O, the sixth the Y, the seventh and fourth from the 
middle calls out the element of the Ω (to Ώ στοίχεΐον έκβοφ)’.

5 A. Gastoue, Les Origines du chant remain, p. 29.
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ΉΘΗ-

ύμνω σου το άγιον κράτος·

From the musical point of view such a final cadence makes a 
strange impression, but is not impossible. It must be considered, 
however, whether the formulae of incantation and the vowels 
were actually meant to be sung by the performer of the sacred 
rites, or to be pronounced mentally, according to the practice 
known from mystery sects in the East. From a passage in the 
Excerpta it is obvious that Nicomachus had a kind of mystical 
utterance in mind, and not real singing, since he says that the 
initiates invoke the god symbolically by hissings and sibilations, 
and by inarticulate and incoherent sounds.1

We have to bear in mind that to the Greeks the letters of the 
alphabet were identical with numbers, for which they had no 
ciphers. Since the Pythagoreans professed that the essence of 
all things was numbers, they attributed great importance to the 
correspondence of the seven Ionian vowels to the same number 
of planets, seeing in the equal number of both a sacred mani
festation of the holy figure seven.2 Thus they came to use 
the seven vowels for the planets themselves, as well as for the 
sound of these celestial bodies. Archytas, however, had already 
pointed out that these were not perceptible to the human senses.3 
The same view is fourid in Plato’s Timaeus, where there is no 
suggestion that the music of the heavens might be audible to 
human ears.4 According to Nicomachus it is number ‘pre
existent in the mind of the world-creating God, number con
ceptual only and immaterial in every way, but at the same time 
the true and eternal essence’ by which all things are created: 
time, motion, the heavens, the stars, and the whole celestial 
revolution.5 Nicomachus distinguishes this divine number 
sharply from the other, which can be apprehended (όπστη- 
gartKos); the latter being constantly found in connexion with 
material things.6 It is obvious that the vowels were not meant

1 S40 Stj όταν μάλιστα, οί θΐουργοι το τοιοντον σεβάζωνται, σιγμοΐς re καί ττοττπνσμοΐί καί άναρθροι! 
καί άσυμψώνοιε ηχοις συμβολικώζ ε-πικαλοννται. Excerpta ex Etcomacho, Mus. Script. Graeci, 
p. 277. 6.

2 F. Dornseiff, ‘Das Alphabet in Mystik und Magie’, Στοιχεία, vii (1922), 33.
3 H. Diels, Die Eragm. d. Eorsokr. i0. 433.
4 F. M. Cornford, ‘Plato’s Cosmology’, The Timaeus of Plato, p. 72.
5 D’Ooge, Nicom. Introduction to Arithmetic, i. 6, pp. 189-90. 6 Ibid., p. 98,
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to be symbols of audible tones, but of the divine numbers, 
through which the immaterial nature of the god was revealed to 
the priests. In mystery rites the magic ceremonial aimed at trans
ferring the initiate from the material sphere to the immaterial. 
The invocations formed part of the process of transformation, and 
silence was thought to be 'the first companion of the divine name’.1

From these theoretical considerations we must now turn back 
to the transcriptions of the groups of vowels into musical nota
tion.2 An examination of the melodic structure of the examples 
taken from papyrus W of the museum at Leyden and the Berlin 
papyrus shows that some of them were intended for amulets, 
others for invocations. The formulae of the amulets can be read 
from left to right and from right to left, with the same sequence 
of vowels. The second collection of formulae is built up of com
binations of the seven vowels in groups of three, four, six, or 
seven. These formulae of incantation are often of some length. 
E. Poiree, following C. E. Ruelle’s hypothesis, gives a sufficient 
number of transcriptions from the papyri to permit us to study 
their musical structure. The following examples are taken from 
his article (i and 2) and from Gastoue’s Origines (3).

(2) a ω e v η o l αιοτ/υεωα

1 d a σύντροφος τον ονόματος σιγή. Κ. Preisendanz, Papyri Graecae Magicae, ii (1931), 34. 
C. Wessely’s transcription of this passage from Pap. London 121 in Neue griech. Zauberpapyri, 
pp. 47-8, is incorrect. The transcription and interpretation of the passage in A. Gastoue’s Les 
Origines du chant romain, p. 30, can, therefore, no longer be regarded as valid.

2 Cf. Elie Poiree’s article ‘ Chant des sept voyelles, Analyse musicale’, Congres internal, d'histoire 
de la musique, pp. 30-7.
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[ We can see at once that intervals of the type found in nearly 
I all the transcriptions are not to be found in any music from which
I these melismata would be-likely to derive, neither in Jewish,
[ Syriac, nor Greek music. In fact, these melismata are so different
I from anything we should expect that it is difficult to see how
I anyone could have thought of accepting the transcriptions as
| a basis for further discussion. Even if the deductions drawn from
f the passages of Nicomachus1 Introduction had left any doubt,
? the musical examples should make it clear that the discussions
; on the music of the spheres and the connexions between tones

and vowels are purely symbolical. They have no reference to 
the domain of music proper, i.e. to music which can be perceived 
with our human senses.1 We can therefore dismiss Ruelle’s 
hypothesis as an erroneous interpretation both of the theoretical 
treatises on which it is based and of the formulae of incantation.

E. Werner2 rightly drew attention to the connexion between 
the importance of the number eight in Gnostic writings and the 
introduction of the system of the eight modes on which not only 
classical Greek, but also Byzantine and Western medieval musical 
theory is based. Here we leave the field of cosmological specula
tions and enter that of calendarie observations which influenced 
the structure of Eastern liturgies. With great perspicacity E. 
Werner pointed out that the Oktoechos, the liturgical book of the 
Eastern Churches in which the hymns for the cycle of eight con
secutive Sundays are arranged in accordance with the eight 
modes, is a remnant of a calendarie system, consisting of forty- 
nine plus one days, which can be traced back to The Sumerians, 
Akkadians and other ancient nations of West Asia’.3 It has 

. survived in Jewish liturgy and was first introduced into Eastern 
Christian liturgy for the period between Easter and Pentecost. 
The Oktoechos of Severus of Antioch, a monophysite monk who 
lived in the first half of the sixth century, consists of hymns for 
the Common of the Seasons which are sung on each of the eight 
Sundays in a different echos (mode), viz. on the first Sunday in

1 The same view is expressed by K. Wachsmann in his ‘Untersuchungen zum vorgregorianischen 
Gesang’, Verbffentl. d. gregor. Ak. xu Freiburg i. d. Schweix, xix, 24-34. He points out that no 
reference has been found to the use of melodies as amulets, whereas it is known that groups of 
vowels were used.

2 E. Werner, ‘The Origin of the Eight Modes of Music (Octoechos). A Study in Musical 
- Symbolism’, Hebrew Union College Annual, xxi (Cincinnati, 1948), 211-55; ‘The Sacred Bridge. 

The Interdependence of Liturgy and Music in Synagogue and Church during the first Millennium’
PP· 373-406.

3 Ibid., pp. 23-4.
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the first echos, on the second Sunday in the second, and so bn. 
These eight Sundays comprise a period of fifty days, a Pente- 
contade. Originally the hymns of the Oktoechos were sung on the 
eight Sundays after Pentecost,1 but soon three other Pentecon- 
tades were added on which the hymns arranged in the eight 
echoi were sung, and finally the custom of singing the hymns in 
cycles of eight weeks on all the days of the week was introduced 
in the Eastern Churches.2

1 Cf. A. Baumstark, Festbrevier und Kirchenjahr der syriseben Jakobiten (Paderborn, 1910), 
PP· 26, 44.

2 The name Oktoechos is properly used only for the liturgical book which contains the hymns, 
arranged in cycles of the eight modes for Sundays; the book which contains hymns for the whole 
week is called Parakletike; but the first is also called ‘the lesser Oktoechos’, and the second ‘great 
Oktoechos’,

3 E. Werner, op. cit., pp. 213-4. 4 C. Leemans, op. cit., tome ii, pp. 139 sqq.

Putting together the material now available, E. Werner has 
shown that the liturgical practice of the Oktoechos has its origin 
in a calendarie system which uses a period of seven weeks plus 
one day as a unit and builds up the year 'of seven Pentecontades 
plus fourteen intercalated days. The origin of the Pentecontade 
Calendar rests with the conception of seven seasons and seven 
winds. Each wind corresponds to a God. Over these seven Gods 
there ruled a supreme deity.’3 This is the Ogdoas.

In the so-called ‘Eighth Book of Moses’, or ‘ Moses’ Book 
about the Great Name’ from the Papyrus Magicus Leyden W, 
pp. 16 sqq.,4 the anonymous author informs the adept that he will 
bind him by an oath to keep secret the content of its revelations, 
for he will soon realize what magic power the book possesses :

Εναπόκειται γάρ avrfj to κύριον | | (οΜψ,α) ο εση "Οκδοος (Όγδοα?), ό τά 
πάντα επιτάσσων και διοικών' τοντω γάρ νπετάγησαν άγγελοι, αρχάγγελοι, 
δαίμονες, δαιμώνισσαι, και πάντα τά υπό την κτίσιν.

(Stored up in it is the supreme name, which is Ogdoas, who commands 
and administers the whole; to him are obedient the angels, the archangels, 
the demons and demonissae and everything under creation.) p. 16, U. 46-9.

Until recently the eight echoi in Byzantine music had been 
identified by modern scholars with the eight modes of ancient 
Greek musical theory. This was a mistake, because the Greek 
‘scales’—if we are permitted to use the term—were reckoned 
from the highest note downwards, whereas the Byzantine theorists 
built up the modes from the lowest note upwards:
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Greek

d 
c 
b 
a 
g 
f
e 
d

Byzantine

The essence of a melody sung in one of the eight echoi; however, 
was its musical content. By analysing the musical structure of 
the melodies belonging to one of the eight echoi I found that the 
melodies of each echos were built up of a number of formulae 
which were a peculiar feature of the mode,1 or, in other words: 
it was not the "scale’ which was the basis of composition for the 
early Christian and Byzantine hymnographer, but a group of 
formulae which belonged together and made up the material for 
each mode. The. composer’s task consisted in adapting these 
melodic formulae to the words of a new hymn and in linking them 
together in accordance with the words.

This principle can be found as the basis of musical composi
tion everywhere in Western Asia and down, to India where the 
Ragas or melody types which represent different modes are de
picted in miniatures as gods and goddesses. It remains to be seen 
whether further research will show that the musical formulae 
which constitute the material for each mode originally had a 
certain ritual significance, so that they could only be sung at 
certain times of the year or day. We may suspect that this was 
the case from the fact that the melodies of the third plagal mode, 
the Barys, or grave mode, are used primarily for hymns of a 
mournful character, and, as the name indicates, which had to be 
sung in a slow tempo. This question, however, cannot be settled 
until we know more about Early Byzantine and even Early 
Christian music, since the feeling for the peculiar character of the 
different modes has completely vanished in Byzantine music of 
the period from which we have the earliest specimens of musical 
notation.

’ Cf. pp. 300-6, and pp. 417-27. The fact that the melodies of the Eastern Church were built 
up from a certain number of melodic formulae which gave the mode its peculiar character was 
first expounded by the present writer in a study on ‘Die Struktur des serbischen Oktoechos’, 
Zeitschrift fiir Musikwissenschaft, ii (1919-20), 140-8.
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(b) Greek alchemists on music
In the second book of the treatise de magna et sacra arte 

ascribed to Stephanos of Alexandria who was public professor at 
the time of the emperor Heraclius (610-41)/ at the beginning, there 
is a short passage which refers to music. Speaking of 'the multi
tude of numbers compounded together’ which had its existence 
'from one atom and natural monad’, Stephanus compares the 
relation of the emanating but immutable and unmoved monad 
with the rhythmical sound produced by Orpheus on a stringed 
instrument, so that the harmonious sounds 'should re-echo the 
co-ordinated movement of the elements and the sounding melody 
should be harmoniously perfected. For from the one instrument 
the whole composition takes its origin.’2

Here reference to music is only made in order to show the 
relation of one element, the single musical instrument, to the 
multitude of sounding elements, but it is significant of the Neo
Platonic attitude of the author that in the second paragraph of 
his treatise he already introduces music as an analogy to- his 
statement, made in the first paragraph, that 'the symbol of every 
circular sphere is the centre, likewise of every triangle and plane 
and solid figure set out by lines’.3 Music, for Stephanus, comes 
next to geometry; it forms part of‘the quadrivium which can be 
traced back to Pythagorean philosophy.

Musicologists have recently drawn attention to two sections 
on music: one in a treatise ascribed to Zosimus of Panopolis, an 
author of the third or fourth century a.d., the other in one 
ascribed to an anonymous writer of the seventh century, who 
was supposed to have given an augmented version of Zosimus’s 
treatise. The sections in question form part of two chapters on 
music and alchemy published by M. Berthelot and C.-E. Ruelle 
in their Collection des anciens alchimistes grecs (Paris, 1887—3). 
It was assumed that in them the first traces of a Byzantine 
musical theory are to be found.4 Recent investigations by O.

1 Cf. F. Sherwood Taylor, ‘The Alchemical Works of Stephanos of Alexandria, Part I’, Ambix, 
i (1937), 117. The treatise de magna et sacra arte has been edited by I. L. Idel er in Pbysici et medici 
Graed minores, ϋ (Berlin, 1847)1 2Ο3 99·s

2 Translation by F. Sherwood Taylor, op. cit.
3 Ibid., p, 27.
4 C. Hoeg, ‘La Theorie de la musique byzantine’, Revue des etudes grecques, vol. xxxv (1922); 

A. Gastoue, ‘Uber die 8 Tone’, Kircbenmustkaliscbes Jabrbuch, vol. xxv (1930); K. Wachsmannt 
op. cit., pp. 55-77. A survey of investigations into the passage of music in alchemical treatises is 
given in G. Reese’s Music in the Middle Ages (1940), pp. 85-6.
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Gombosi in his ‘Studien zur Tonartenlehre des Mittelalters’ in 
Acta Musicologica, xii (1940), 29-52, however, have proved that 
both chapters belong together and form a short treatise, written 
for the purpose of comparing the elements of alchemy with those 
of music. In this study Gombosi has shown that owing to a lacuna 
in the text of the manuscript from which Cod. Bibl. Nat. Paris, 
gr. 2327 (A) was copied, the final pages of Zosimus’s treatise 
ττροζ Θεόδωρον κεφάλαια (Coll. Hi. 43, pp. 215-18) and the beginning 
of the next, On the making of Gold’ by an anonymous author 
(Coll. iii. 44, pp. 219-20), were put together. The editors of the 
Collection, though acknowledging the corrupt state of the text, 
overlooked the fact that the chapter on music was not the work 
of Zosimus, but of an anonymous author, whose treatise was 
appended to Zosimus’s προς Θεόδωρον. Gombosi points out that 
the editors of the Collection could have observed this from the 
study of the oldest manuscript which contains a group of al
chemical treatises, namely, the eleventh-century Codex Mar
cianus 299 (M) of the Marciana in Venice containing the end of 
Zosimus’s προς Θεόδωρον and the complete treatise of the Anony- 
mus. The treatise of the 'anonymous philosopher’ contains, in fact, 
the only complete version of the text. It should not, therefore, 
have been published by the editors of the Collection in the sixth 
part, among the commentators (Coll. vi. 15, 433-41),

The content of the treatise of the 'anonymous philosopher’ still 
offers many difficulties to our understanding, though attempts 
have been made to explain the most obscure passages and to 
correct the text. Textual criticism of the treatise has to start 
by explaining the main technical term used in it, viz. the rare 
word στοχός, which we find in the oldest source, the Codex 
Marcianus (M). The two principal sources of the other group of 
manuscripts, viz. the Paris MSS., Bibl. Nat. gr. 2327 (A) and 
2249 (K) use the term στοίχος. Though Ruelle, the editor of the 
treatise in the Collection des anciens alchimistes grecs, has left 
στοχός in the Greek edition, he has emended it into στοίχος (ligne 
musicale) = ecclesiastical mode in his translation. Accepting this 
emendation, C. Hoeg, A. Gastoue, and, recently, A. Auda, 
developed the hypothesis that Zosimus—whom they considered 
as the author of the treatise—had twenty-four modes in view 
when he spoke of the στοχοϊ κδ'. The adherents of the modal 
hypothesis referred to a footnote to the Greek text (Coll, vi., p. 434)
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in which Ruelle pointed out that in Codex Paris, gr. 2329 (E) 
στοχός or στοίχος is replaced by ήχος, a term occurring in Byzan
tine musical theory and practice for the mode of a hymn-tune. 
E, however, cannot be accepted by us as a source for corrections 
in the text, since it derives from the manuscripts of group A and 
was written in the seventeenth century. By substituting στοίχος 
for στοχός a satisfactory interpretation of the text was made 
impossible. This fact was already recognized by K. Wachsmann,1 
who suggested that στοιχεΐον (= element) should be substituted 
for στοχός. This is a considerable alteration. But recently 
Lagercrantz has proved convincingly2 that the scribe of M wrote 
στοχός where other sources had στοίχεΐον. The main difficulties 
for an understanding of the text virtually disappear when 
στοχός is replaced everywhere by στοίχεΐον, which means the 
element, not only in alchemy, but also in music, where it is one 
of the four tones of the tetrachord. We shall see, however, that 
by this change the very elaborate and far-reaching conclusions 
drawn from the text of the Anonymous by Gastoue and Auda 
can no longer stand.

Let us now give a short synopsis of the text of the alchemical 
treatise. The anonymous author starts by explaining the nature 
of the mystical egg of the alchemists, which consists of four 
elements. Four elements, too, can be found as the constituents 
of music, since the elementary row, the tetrachord, is built up 
of four tones. There are six different kinds of tetrachords: 
Kentroi, Isoi, Plagioi, Katharoi, Aechoi, and Paraechoi, each 
consisting of four tones.3 Thus, he concludes, all music is confined 
to twenty-four elements of different kinds. "There is no other pos
sible way of building up the melodies—countless within their 
species—of the hymns, or benedictions, or revelations, or other 
parts of the divine science without aberration and corruption 
and other musical calamities. The same can be found in the 
unique and true supreme matter, the generation of birds/4 But

* Untersuch. %, vorgreg. Gesang, p. 61, n. 9.
2 Catalogue des ’nianuscrits alchimiques grecs, iv. 424.
1 ώσττερ 3e τεσσάρων οιπων μουσικών γενικωτάτων στοιχείων, αον, βον, γ°’~, δομ, γίνονται παρ’ αυτών 

τώ εϊδει διάφορα στοιχεία κδ', κεντροι και ίσοι και πλάγιοι, καθαροί τε και άηχοι <ζ και παράηχοι >■. 
Coll. νί. ΐ5, § ζ, ρ. 434> Μ- 4“6·

4 χαί άδυρατομ άλλωϊ ΰφανθήναι τάς κατά μέρος απείρους μελωδίας τών νμνών ή θεραπειών ή απο
καλύψεων τ} άλλου σκέλους της ίεράς επιστήμης, καί οΐον ρεύσεως ή φθοράς ή άλλων μουσικών παθών 
έλευθέρας. τοΰτο κάνταΰθα εστιν ευρειν [το;' δυνατόν] έπι τής μιας και. αληθούς κυριωτάτης ύλης, τής 
ορνιθογενίας. Coli., ρ. 434» 7-11·
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it is not only the melodies that are sung, the anonymous author 
continues, which are built up from the four elements, but also 
the music which is played on wind instruments (τό αύλούμ€νον) 
and on stringed (κιθαριζόμενον). He then explains of which 
elements a melody can be composed and how the tetrachords 
can be combined without creating disorder. The same procedure 
has to be applied to the different stages of alchemical mixtures. 
Finally some wind, stringed, and percussion instruments are 
enumerated, some of them familiar from classical Greek authors, 
others, like the Achilliakon or the Rax, difficult to identify. 
Names like Nadion and Kabithakanthion seem to be corruptions 
of Arabic names for instruments: Nadion for Nafir — trumpet, 
καβίθακάνθιον επτά δακτύλων for κόβουζ ακάνθων επτά δακτύλων = 'a 
Qupuz (a kind of cither) with seven thorns (or frets) for the fingers’.1 

The treatise is obviously a compilation from passages dating 
back to writers on alchemy of the third and fourth centuries, 
among whom Zosimus of Panopolis is the outstanding figure, 
though very little, if any, of his work is really original,2 It has 
been proved that Zosimus was heir to the ideas of Mary and of 
Cleopatra,3 two alchemical authors of the first century a.d. ; the 
passages on music of the Ps.-Zosimus may, therefore, go back 
to speculations on musical theory current in the days of Philo 
of Alexandria, and compiled by him from alchemical writings 
by Zosimus and later commentators, through whose works 
fragments from Mary, Cleopatra, and other original authors on 
alchemy were scattered. This view is based on the examination 
of a passage in the sixth paragraph of the treatise, from which it 
seems rather doubtful whether this 'anonymous philosopher’ of 
the seventh century had a clear view of the musical ideas which 
he inherited. After stating in § 2 that twenty-four different 
species (τω etSet διάφορα) of elements are obtained from the four 
principal elements, the author admits in § 6 the possibility of 
another view, viz. that the twenty-four species derive from only 
six, each of them consisting of four elements. But, he concludes 
abruptly, ‘it is not fitting for us to talk about this question’. 4

It is probable that he was an adherent of the Neo-Pythagorean 
School who wanted to prove the essential unity of a physical

1 Cf. O. Gombosi, ‘Studien, III’, A.M. xif. 48.
2 Cf. F. Sherwood Taylor, ‘A Survey of Greet Alchemy 1 (1930), 119.
3 Ibid., pp. 116 and 119. 4 Cf. Coll. vi. 15, § 6, p. 437, 1. 9.



76 THE SURVIVAL OF GREEK MUSICAL THEORY
world which is different in its species. His reference to a passage 
from Zosimus that 'everything caused by nature is one, not in I 
form, but in system’ (ενός οντος τοΰ φυσι,κοΰ, άλλ* ούκ ε18ους, =
άλλα τέχνης)1 suggests such a line of thought. The content of 1
the treatise in which the elements of alchemy are compared j 
with those of music has to be considered as a whole. The two j 
parts are of equal importance. The chemical processes described j 
in this and other alchemical treatises are symbolical. The ]
chemical directions for colouring the ‘egg’2 stand for the magical j
process through which the initiate is enabled to produce the | 
philosopher’s stone, i.e. to acquire superior powers by over- { 
coming his bodily nature and transforming himself into a higher 1 
being. Similarly the 'elements’ of music do not apply to audible 
tones and tetrachords but to the music of the spheres and to the (
harmonies which create an attunement between soul and body. |

The fact that some of the names of instruments appear in a |
corrupt form, while others are so strange that it is doubtful |
whether they are not pure inventions of the author, is an addi- j
tional indication that the treatise could have had no connexion |
with musical practice. This part of the treatise may have been |
added later in order to prove that the elementary principles on . J 
which all music is based can be applied to all musical instruments, 1
though they vary in shape and quality of sound. |

Any attempt, therefore, to establish connexions between the I
speculations on music in the alchemical treatise and actual |
Byzantine musical theory should proceed with great caution, j
particularly as the treatise consists of various parts compiled |
from works spread over a period of between six to eight hundred |
years. To assign it to a Christian author3 is certainly wrong. J
Speaking of the hymns to be sung at the service of the divine |
knowledge (της lepas έπι,στήμης), Ps.-Zosimus certainly does not |
refer to the Christian Office, but to the mystery cult of a Gnostic 1
sect, influenced by Iranian and Chaldean ideas.4 This becomes |
evident from a treatise bearing the title: 'The High Priest |
Komarius, the philosopher, teaches Cleopatra the divine and |

1 Ibid., p. 437, 1. 5. |
2 Cf. R. Reitz ens tein, ‘Zur Geschichte d. Alchemie u. des Mystizismus Nachrichlen d. Kgl. | 

Ges. d. Wtss. Gottingen, Phil.-hist. KI., 1919^. 20. |
3 Cf. A. Gastoue, ‘L’Origine lointaine des huit tons Hturgiques’, Revue du Chant Gregorien, g 

xxxiv (1930), 126 sqq. 3
4 R. Reitzenstein, op. cit., p. 20. Zosimus (Coll., p, 114) calls the alchemical prpcess of preparing g

the philosopher’s stone το μι,θριακον μυστήριον. |
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holy art of the philosopher’s stone.’1 This art (τέχνη) is identical 
with that of initiation into the mystery of the 'Egg’, composed of 
four elements, 'since it is the image of the world and contains in 
itself the four elements’. It is also called 'the stone which is 
turned by the moon’, 'stone which is not stone’, 'eagle-stone’, 
and 'brain of alabaster’.2

There is one point still to be mentioned: the musical terms 
used by Ps.-Zosimus to designate the six tetrachords, Katharos, 
plagios, Isos, Kentros, Aechos, and Paraechos are not to be 
found in any works on musical theory either by classical Greek 
or by Byzantine authors. In Byzantine theory the term Plagios, 
of course, commonly designates subsidiary species of the four 
authentic modes, but there is a fundamental difference between 
these modes and the rows of tones mentioned by Ps.-Zosimus. 
All the Byzantine modes are based on ascending scales. The 
difference between authentic and plagal modes is to be found in 
their cadences. On the contrary, of the six tetrachords mentioned 
by Ps.-Zosimus, three (Kentros, Katharos, Paraechos) are 
ascending, the other three descending.3

From all these considerations we may conclude that the treatise 
On. the making of gold’ is a document of some value for our 
studies. More importance, however, may be attached to the 
blending of Greek cosmogonic speculations with ideas apper
taining to Gnostic and other mystical sects, than to its reference 
to the theory of music. In fact, the allusions to music are in
coherent to such a degree that it is easy to see that they were 
given by the author only as illustrations of the alchemical process, 
which he described to the initiates. These allusions are kept 
obscure in the same way as the descriptions of the alchemical 
process itself. References to musical theory are based on Greek 
musical thought; they do not show any development character
istic of Byzantine musical theory, the beginnings of which are 
still concealed from us. The treatise of the 'anonymous philo
sopher’ forms a link in the chain of other alchemical works of a 
similar character, extending from the earliest days of a Christian 
society existing in the midst of a pagan majority, to the time 
when Orthodox Christianity had been fully developed, and had 
given to the Eastern Empire the features characteristic of the 
new Byzantine civilization.

1 Catal. des MSS. alchlmigties grecs, iv. 400—1.
...... to ωον εκαλεσαν τετράσσοιχον διά τό είναι αυτό κόσμον μίμησιν, ττεριεχον τά τέσσαρα στοιχεία 
ενεαντω· ον και λίθον εκάλεσαν 8ν κνλΐει τ) σελ-ηντμ καί λίθον τον ού λίθον, κσ,'ί λίθον άετίτρν, και 
αλαβαστρινον εγκέφαλον. Coli. d. anc. Alchim. gr. i. 4, pp. 20—1.

: θ· Gombosi, * Studien III A.M. xn. 49.



CHAPTER III J
THE PAGAN BACKGROUND 1

I. ABSENCE OF MUSICAL DOCUMENTS jί 
THE prominent part which music held in the daily life of the |

Eastern Empire can be seen from the reports of ceremonies |
and festivities by Byzantine historians. To these may be added j
the arguments of Christian writers and the decrees of councils |
against the pernicious effects on morality of public shows and j
spectacles. Yet anyone who looks for records of secular music I
in Byzantine manuscripts will be disappointed, since no trace of j
this kind of music has been discovered in any document up to |
the present day. This fact will not surprise the student of the |
history of music, as there is a similar absence of documents for |
secular music in the West before the twelfth century. This lack i
of documents for Byzantine secular music is regrettable, but we |
are faced with the same absence of written evidence in every |
other branch of Eastern secular music, and it is hardly to be I
expected that we should be in a more favourable position with f
regard to that of Byzantium alone. I

Eastern secular music has been transmitted orally up to the j 
present day, and the instrumentalists were used to accompanying g 
the singers by heart. Byzantine musical notation was exclusively | 
used for fixing ecclesiastical hymns and some of the acclamations | 
(ακτα) sung during ceremonies of the court in honour of the j
Emperor and the Empress, or of the Church in honour of a |
visiting ecclesiastical dignitary. The specific character of this I
musical notation, with which we shall have to deal fully later on, J
would have made its use impossible for any other purpose before 1 
its final development as an interval notation at the beginning of I 
the thirteenth century. But even at that stage its application | 
to secular music would have been most unlikely. The clergy, the J 
courtiers, and other members of the educated classes who cob I 
lected books and ordered them to be written treated with con- | 
tempt public shows, ballets, pantomimes, and other theatrical | 
performances accompanied by music. They would never, there- I 
fore, have suggested that the system of musical signs used for I 
the transmission of hymns or acclamations in honour of the |
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. Imperial family and of ecclesiastical dignitaries should be used 

for recording profane music.

II. THE ATTITUDE OF THE CHURCH TO MUSIC IN PUBLIC LIFE

This fact, however, must not lead us to overlook the important 
role which secular music played in Byzantine civilization. The 
Eastern Empire had inherited from the Western and from the 
Hellenistic world many of the pagan feasts which were connected 
with processions, dances, pantomimes, and other theatrical per
formances ; it had inherited from Rome the passion for the Hippo
drome, which had dominated public life during the whole period of 
the city’s growth and decline. These feasts, above all the Olympic 
games, the Calendae, Vota, Brumalia, and Maioumas, were cele
brated in the Eastern part of the Roman Empire, above all in 
Antioch, Ephesus, Miletus, Pergamum, and Alexandria, in their 
original pagan form during the first centuries of our era.1 From 
the beginning they were vigorously attacked and condemned by 
Christian writers, and when the Christian faith became the State 
religion of the newly founded Byzantine Empire the attacks 
became even more violent, as they were backed by the authority 
of the Basileus, whom Byzantine Christianity regarded as God’s 
delegate on earth, aslsapostolos, the prince 'equal to the Apostles’. 
But when the clergy became convinced that it was impossible to 
abolish the feasts, which were too deeply rooted in the minds of 
the people, they changed their policy, taking all the performances 

I under their control and gradually christianizing them.

I

[ The hostile attitude of the Church is easy to understand. From 
j the second to the fourth centuries the members of Christian 
[ - communities lived in the midst of a highly developed pagan
I civilization and were tempted to take part in the theatrical
I performances, dances, and processions they were constantly
I witnessing. This fact explains the warning voices which many 

Christian writers raised against the 'theatre of the Devil·,2 which 
destroyed the modesty of family life.3 The warnings can be

1 Cf. V. Cottas, Le Theatre d Byxance (Paris, 1931), pp. 6 sqq. Vinetia Cottas’s book is largely 
based on the copious study of K. N. Sathas, 'Ιστορικόν οοκίμιον jrepi τον θεάτρου καί της μουσικής 
των Βυζαντινών (Venice, 1878); it makes part of the material collected by Sathas easily accessible 
to the Western reader.

2 καιον καύσομαι,ίω; αν όιασκεύάσας τον διαβόλου τό θεατρον, καθαρόν ποιήσω τη? εκκλησίας τόν σύλ
λογον. St. John Chrysostom, Homihae in Maith. (7th Hom., c. 7), Bibl. Pair. i. roo, 1.1, ed. F. Field.

3 εκεΐθεν μεν γάρ ενθεως πυρ δεχεται έρωτος άτοκον 6 ακροατής. Ibid, ii (68th Hom., C. 4), 299 
1. 2, ed. F. Field.iiiiii
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found as early as the writings of the Apologists. Tatian in his 
controversial discussion of Hellenic civilization, Address to the 
Greeks (λόγος πρός 'Έλληνας), denounces (22-4) the dangers of 
assemblies, which take place under the patronage of- 'wicked 
demons’. Athenagoras in his Supplication concerning the Chris
tians (TTp&jpela TTepl Χριστιανών, 35) tries to persuade Christians 
not to go to the amphitheatre, and states that those who fail 
to prevent murder are as guilty as those who commit murder. 
Theophilus, Bishop of Antioch, brings forward the same argu
ments in Ad Autolycum, 3. 15. Clement of Alexandria asks in 
the last chapter of the Paedagogus whether there exists any 
shameful thing which was not to be seen in a theatrical show. 
The peril had obviously become so serious by the end of the 
second and the beginning of the third centuries that two Christian 
writers found it necessary to deal with it in special pamphlets. 
Both authors belonged to the Church of Carthage, and both 
wrote in Latin: they were Tertullian and either Cyprian himself 
or one of his contemporaries known to-day as Pseudo-Cyprian.

Tertullian, after giving a survey of the historical development 
of the theatre which he shows to have always been connected 
with the cult of the gods, comes to the conclusion that it is a 
place of idolatry and immodesty: 'quae vero voce et modis et 
organis et lyris transiguntur Apollines et Musas et Minervas et 
Mercurios mancipes habent.’1 He addresses his reader and asks 
whether anyone could imagine that the angels in heaven would 
be ignorant of what was going on in diaboli ecclesia. 'Non ergo 
fugies sedilia hostium Christi, illam cathedram pestilentiarum, 
ipsumque aerem, qui desuper incubat, scelestis vocibus con
stupratum?’ What a difference, Tertullian concludes, between 
these spectacles and that of the triumphant coming of Christ, 
or of the Last Judgement: 'ille ultimus et perpetuus judicii dies, 
ille nationibus insperatus, ille derisus, cum tanta saeculi vetustas, 
et tot eius nativitates uno igni haurientur, quae tunc spectaculi 
latitudo !’2 The second pamphlet, dating from the middle of the third 
century, refutes those who look to the Old Testament to provide 
an excuse for attending theatrical performances and ballets:

Non pudet, inquam, non pudet fideles homines et christiani sibi nominis 
auctoritatem vindicantes superstitiones vanas gentilium cum spectaculis 
mixtas de scripturis caelestibus vindicare et divinam auctoritatem

r De spectaculis, c. io; P.G. i, coi. 643. 2 Ib., c. 30; P.G. i, col. 66c. 
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idololatriae conferre. Nam quando id quod in honore alicuius idoli ab 
ethnicis agitur a fidelibus Christianis spectaculo frequentatur, et idololatria 
gentilis asseritur et in contumeliam Dei religio vera et divina calcatur. 
Pudor me tenet praescriptiones eorum in hac causa et patrocinia referre, 
'ubi’, inquiunt, 'scripta sunt ista, ubi prohibita? alioquin et auriga est 
Israel Helias et ante arcam David ipse saltavit. Nabla cynaras aera 
tympana tibias citharas choros legimus.’1
To argue in this way, Ps.-Cyprian says, is to misinterpret the text. 
'For then harps, cymbals, flutes, drums, and zithers sounded in 
honour of God, and not of idols; whereas now through the skill 
of the devil these instruments have become forbidden things/

No Christian writer, however, has used more violent language 
against the theatre than J ohn Chrysostom, who served the Church 
of Antioch as deacon and presbyter from a.d. 381 to 398. At this 
time Antioch was, after Alexandria, the chief theatrical centre 
of the Eastern Empire. It had four theatres, the theatre of 
Dionysos, the theatre of Zeus Olympius, the so-called 'Plethron’, 
and The Oblong theatre’ (πρόμηκε? θέατρον), where classical 
tragedies and comedies, and also lighter comedies, ballets, panto
mimes, and all sorts of scenic shows were performed.

From a passage in the seventh homily in Matthaeum it is clear 
what kind of shows the theatres of Antioch presented at the end 
of the fourth century. Chrysostom asks his reader: 'Tell me, 
then; if anyone offered to take you to the palace and show you 
the king on his throne, would you really choose to see the theatre 
instead of the king? And yet there is nothing to be gained in 
the palace. But here there is a spiritual well of fire that gushes 
up from this Table, and you abandon this and run down to the 
Theatre to see women swimming and nature put to open dis
honour, leaving Christ sitting by the well/2 He warns his audience 
that they risk shipwreck of soul by deserting the fountain of 
blood, the awful cup, for the fountain of the devil: 'For that 
water is a sea of lasciviousness, not drowning bodies but working 
shipwreck of souls. And whereas she swims with naked body, 
you, beholding, are sunk in the deep of lasciviousness/3

1 Ps.-Cyprian, De spectaculis, C.S.E.L.. vol. iii, Appendix i, p. 5.
2 ειττε γαρ μοι, εΐ τι? σε el; βασίλεια ς,ισαγαγεΐν ε’πηγ/ελλετο, και δεί^ειν τον βασιλέα καθημενον, 

3.ρα αν εΐλου τό θέατρον αντί τούτων ISetv; καίτοιγε ov8ev οΰδε έκεΐθεν κερδάναι -fp>. ένταΰθα δε vrrjyij 
- πυρος -πνευματική αττο ταΰττ}? άναβλύζει τής- τραπέζης και σύ τούτην άψει? κατατρέχει? εΐ? τό θέατρον, 
ιδείν νηχομένας γυναίκα; και ψύσιν παραΖ&,γματιζομένην, καταλιττων τον Χρίστον παρά τήν πηγην 
καθημενον; Hom. in Mattb.i Bibl. Pa.tr. i. 96.

3 το yap ύδωρ εκείνο πέλαγο; άσελγείας εατίν, ού σώματα ποιούν υποβρύχια άλλα ψυχών, ναυάγια 
6181 G
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In another passage, in the thirty-seventh homily in Matthaeum, 

Chrysostom gives a masterly picture of the corruption of the 
spectacles which he had obviously seen in his youth in Antioch : 
"Yea, and in that place there are foul words and fouler gestures, 
and the dressing of the hair has the same purpose, and the gait, 
and the costume, and the voice, and the languishing movement 
of the limbs, and the rollings of the eyes, and the flutes, and the 
pipes, and the action, and the plots, and everything, in short, 
is full of the utmost licentiousness.’1 i

He implores the Christian congregation not to behave worse 
than the barbarians, who cannot understand how the civilized 1 
citizens of the Empire can enjoy such spectacles: "What excuse, J 
then, can there be for us, since we who are citizens of heaven, ΐ
and have our part in the chorus of the Cherubim, and are the |
companions of the angels, degrade ourselves lower than even the | 
barbarians in this respect, and that when there are innumerable j 
other better pleasures within our reach.’2 |

At the climax of the thirty-seventh homily he introduces a | 
dialogue between himself and an imaginary questioner, who asks 1 
what is to be done; should the theatres be closed, and everything j 
turned upside down ? Chrysostom answers that society is already 1 
turned upside down: marriage and family life are completely 
corrupted by the bad example of the stage. He is asked whether 
in that case the theatres should not be pulled down altogether. 
He replies that it would, indeed, be best: "Nevertheless, I do i 
not command it, but, standing as these places are, I bid you make 
them of no effect, which were a greater praise than pulling them 
down.’3

As we read these homilies we must try to envisage the situation j 
of the Christian community to which they were addressed. J 
They were a minority in a pagan city, by whose laws they were J 
obliged to live. Any violent action on their part would have been 
immediately and easily suppressed. They were forced, therefore,

j 
εργαζόμενον. άλλ’ η μεν νήχεται γυμνουμενη τό σώμα, σύ δε ορών καταττοντίζρ προς τον τή$ άσελγεία$ 
βυθόν. Ibid., ρ. £0. ·|

1 καί γάρ τά ρήματα αισχρά αυτόθι, και σχήματα αισχρότερα, και κουρά τοιαύττ), και βάδισις, κα j 
στολή, καί φωνή, και μελών διάκλασις, και οφθαλμών εκστροφαί, καί σύριγγες, καί αυλοί, και δράματα, ;j 
και υποθέσεις, και πάντα απλώς τής εσχάτης άσελγείας άνάμεστα. Ibid., ρ. 523· ■:

2 τίς ονν ήμΐν έσται απολογία λοιπόν, όταν ήμεΐς οι τών ουρανών πολΐται, και τών Χερουβίμ συγχο- ί 
ρευταί, καί τών αγγελίαν κοινωνοί, και τών βαρβάρων χείρους ταύτρ γινώμεθα, και ταΰτα εξόν μυρίας 
έτερας τούτων βελτίους τερφεις εΰρεΐν; Ibid., ρ. 525·

s St. John Chrisostom, ibid, xxxvii. 525.
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to defend themselves against corruption by withdrawing from 
the scenes where it was enacted, not by abolishing them.

Chrysostom’s attitude to the theatre is summed up for us in 
the sixth homily in Matthaeum:

Ίΐ is not for us, then, to be continually laughing, and to be dissolute and 
luxurious, but it is for those upon the stage, for the harlot women, the men 
who are gelded to this intent, parasites and flatterers, not for those who 
bear spiritual arms but for those who belong to the devil. For it is he, yea, 
it is he, who even made this thing an art, so that he might weaken Christ’s 
soldiers, and soften the sinews of their zeal. For this cause he also built 
theatres in the cities, and, having trained these buffoons, by means of 
their wretched condition he hurls this terrible pestilence on the whole 
c'ty, persuading men to follow those things which Paul commanded us to 
flee, foolish talking and jesting.’1

Chrysostom is fighting against the 'mortiferi cantus et acroa
mata scenicorum, quae mentem emolliunt ad amores’, as St. 
Ambrose calls them.2 He follows the same line of argument as 
Tertullian, Cyprian, Clement of Alexandria, the Cappadocian 
Fathers Gregory Nazianzen and Basil the Great, Ambrose, Augus
tine, and Jerome.3 In fact, we already find in Chrysostom’s 
homilies the distinction, which was made later by St. Augustine 
between musica luxuriantis, creating luxuriosa aurium voluptas, 
and musica sapientis; a distinction of great importance for the 
development of the art of music in the Middle Ages.

III. ECCLESIASTICAL EDICTS AGAINST PAGAN MUSIC

The legislation of the Church dealt extensively with the danger 
arising from theatrical displays. The Council of Laodicea (a.d. 
360) denounced people who jumped about and danced on their 
way to a wedding as behaving in a way improper for Christians 
(Canon 53) .4 Priests or clerics were forbidden to remain at a 
wedding-feast when the actors entered to perform a theatrical 
show: they had to leave before the actors came (Canon 54).5 
But we may ask if there is any difference between the attitude 
of the Church in condemning theatrical shows and that of

1 Hom. in Maith.·. Bibl. Pair. vi. S4.
2 Hexaemeron, iii. 1.
3 Cf. T. Gero Id, Les Peres de I’Eglise et la Musique (Paris, 1931 J, ch. ii.
4 on ον δει χριστιανού; els γάμου? απερχομένου? βαλλίζαν η όρχεΐσί?αι, αλλά σεμυώ? δειπυείυ η 

,αρισταν ω? πρε'πεί χριστιανοί;. J.-B. Pitra, luris Eccles. Graec. Monumenta, i. 502.
: 5 οτι οΰ δεΐ lepariKovs i} κληρικούς rivas θέωρίας bewpeiv ev γάμοις, η ?>ΐί·πνοις, άλλα προ τοΰ 
ε<σερχεσ(?αι τού^ θνμίλικούς, εγΐίρεσθαι avrovs και άναχωρέΐν εκεϊθεν. Ibid.
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civilized pagan society. While the Council of Laodicea was being 
convoked the Emperor Julian was making a last effort to re
organize pagan religion. In a letter written to the High Priest 
of the province of Asia1 at the beginning of a.d. 363 he issued 
the following orders:

‘No priest should, in any place, attend these licentious theatrical shows, 
. . . nor introduce (an actor) into his own house, for that is altogether 
unfitting. Indeed, if it were possible to expel such shows completely from the 
theatres and give back a pure stage to Dionysus I should certainly have 
attempted zealously to carry this out; but since I thought that this was 
impossible, and that even if it were possible it would, for other reasons, not 
be expedient, I abstained entirely from this ambition. I do expect, however, 
that priests should withdraw themselves from the obscenity of the theatres 
and leave them to the crowd. Therefore let no priest enter a theatre, or 
have an actor or a charioteer for his friend; and let no dancer or mime 
approach his door. I only permit him to go, if he likes, to the sacred games 
in which women are forbidden not only to participate in the competitions,' 
but even to have seats in the theatres. With regard -to the hunting shows 
with dogs which are arranged by the cities inside the theatres, need I say 
that not only priests but even the sons of priests must abstain from them ?’2

This edict shows clearly that Julian saw the same dangers as 
the Church did. But the Church had not merely to guard against 
the dangers to the morals of the Christian population which 
arose from the indecency of public shows: she had an even more 
important reason for prohibiting her adherents from attending 
anything connected with theatrical displays. Such displays were 
sacred to the gods. Therefore, in the course of the following 
centuries, the attitude of the Church became increasingly hostile 
to scenic performances and every kind of public display.

No less than four canons of the Council in Trullo (a.d. 691),* 
Canons 24, 51, 62, and 71, have as their object the anathematizing

1 Cf. luliani Imperatoris epistulae et leges, ed. J. Bidez et F. Cumont (Paris, 1922), p. 127, and 
J. Bidez, ‘L’Empereur Julien’, CEuvres competes, tome i, ze Partie (Paris, 1924), pp. 102-5.

2 τοΐς άσελγέσι τούτοι? dear pots των ιερέων μηδεις μηδαμού παραβαλλέτω . . . μήτε εις την οικίαν 
είσαγετω την έαυτοΰ' πρέπει γάρ οΰδα/ιώ?. και ει μεν οΐόν τε ήν έέελάσαι πανταπασιν αυτα των 
θεάτρων, ώστε αυτά, πάλιν άποδοΰναι τω Διονόσω καθαρά γενόμενα, πάντως αν έπειράθην αυτό προθυμως 
κατασκευάσαι' vwi δε οϊόμενος τοΰτο οΰτε δυνατόν ούτε άλλως, ει καί δυματόρ φανείη, συμφέρον αυτό 
γενέσθαι, ταΰτης μέν άπεσχόμην παντάπααι της φιλοτιμίας. ά£ιώ δε του? ιερέας ΰποχωρήσαι και 
άποστηναι τω δήμω της έν τοΐς θεάτροις άσελγείας. μηδεις ουν ίερευς εις θέατρον έξίτω, μηδέ ποιείσθω 
φίλον θυμελικόν μηδέ αρματηλάτην, μηδέ ορχηστής μηδέ μίμος αύτοΰ τη θυρα, προσίτω. τοΐς ιεροΐς, 
άγώσιν επιτρέπω μόνον τω βουλομένω παραβάλλειν, ών άπηγόρευται μετέχειν ονκ αγωνίας μονον 
άλλα και θέας ταΐς γυναιβίν. υπέρ δέ των κυνηγεσίων τί δει και λέγειν, οσα ταΐξ πόλεσιν εΐσω των 
θεάτρων συντελεΐται, ώς άφεκτέον τούτων έστΐν ουχ ΐερεΰσι μόνον, άλλα και παισ'ιν ιερέων; luliani Imp. 
epist. et leg., epist. 89 b, ed. J. Bidez, pp. 172-3.
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'public shows and theatrical performances. The late-twelfth- 

century commentators on the canons, Zonaras and Balsamon 
suggest, however, that these canons were directed not so much 
against1 the usual celebration of festivals and theatrical repre
sentations in general, as against their abuse. But from the text 
of Canon 62 we can see that the popular feasts, viz. the Calendae, 
Vota Brumalia, Lupercalia, and Dionysia, should ‘once and for 
all be excluded from the association of the faithfur. Public 
dances by women, ‘which meant so much outrage and harm’, 
were also forbidden, as well as ballets and rites of men and women 
'following pagan customs and alien to Christian life’. No man 
was allowed to dress as a woman, no woman to appear in a man’s 
dress. It was forbidden to put on either comic or satyric or tragic 
masks, or to take part in the Dionysia. The canon ends by 
ordering clerics who disobeyed these orders to be deposed, lay
men to be excommunicated.1

The Council in Trullo marked the climax of resistance against 
the maintenance of celebrations rooted in pagan customs andrites. 
It went so far as to ban the acclamations (άκτα) which had been 
sung at the other councils. Thus it came about that no acclama- 
tions were sung at the Council in Trullo, though it was presided 
over by the Emperor himself, who was accustomed to be greeted 
on such occasions by the clergy with carefully prepared sen
tences executed in the same manner as in the Hippodrome. It 
was, as a matter of fact, the only council at which acclamations 
were not sung.

IV. THE THEATRE

The sixty-second canon of the Concilium in Trullo contains 
■' the prohibition of comic, satyric, or tragic masks (προσωπβΐα 

κωμικά η σατυρικά η τραγικά}. In this passage more distinct 
reference is made to the theatre* proper than in the homilies of 

τα? ουτω AeyojLtevas- ίίαλανδα? καί τα Atyo/xeva .Βώτα καί τά λεγάμενα Βρουμάλια καί τήν έν τη 
πρώτη του Μαρτίου μηνάς ημ^ρμ έπιτελουμένην πανηγυριυ, καβ απαξ εκ της των πιστών πολιτείας 
περιαιρεθηναι βουλόμεθα* αλλά μην καί τάς των γυναίων δημοσίας ορχήσεις^ καί ττολλην λύμην και βλάβην 

βουλομενας, ere μην και τας όνόματι τών παρ* *Ελλησι ψευδώς όναμασθέντων θεών3 η άνδρών 
.;;..;.;..........γ................ ..«at. γυναικών γινόμενός ορχήσεις και τελετάς κατα τι έθος τταλαιδν καί ολλότριον του τών χριστιανών 

ορίζοντες μηδενα ανδρα γυναικαίαν στολήν ενδιδύσκεσθαι? η γυναίκα την άνδράσιν 
αρμόδιόν* αλλα μήτε προσωπεία κωμικά ΐ} σατυρικά η τραγικά UTToSueoflat, μήτε του βδελυκτοΰ Διονύσου 
το ονομα την σταφυλήν αποθλιβοντας εν τοΐς ληνοΐς επιβοαν, μηδε top οίνον εν τοΐς πιθοις έπιχέοντας 

επικινεΐν} αγνοιας τροττω η ματαιότητας τά της δαιμονιώδους πλάνης ενεργοΰντας. τούς ούν 
αττο του νυν τι των προειρημενών επιτελεΐν επιχειροΰντας3 εν γνώσει τούτων καθιστάμενουςt εί μεν 
κληρικοί elei>, καθαιρζΐσθαι ττροατάσσομ,^ν, el δέ λαϊκοί, άφορίζΐσθαι. P.G. cxxxvii, c. y27· 
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the Fathers of the Church or in other manifestoes of Christian 
writers who, speaking of the ‘pomp of the devil’ (πομπή διαβόλου) ,*r 
contrast the passion for the stage (θεατρομ,ανία) ^nd for athletic 
games and races with ‘that for the theatre above’. It is, in fact, 
to the repertory of the ancient Greek theatre that the sixty- 
second canon refers, as is evident from the commentary on the 
canons of the council by Balsamon, a Byzantine writer of the 
second part of the twelfth century. He gives, as examples of 
comedy, the plays of Aristophanes; of the satyric drama the 
rites in honour of Dionysus; of tragedy the iambic poems of 
Euripides.2 Whether the classical drama was still acted on the 
stage in the twelfth century, or whether Balsamon speaks merely 
from a knowledge gained by reading, cannot be decided from the 
passage. We know, however, from Joannes Lydus,3 a Byzantine 
writer of the sixth century, that Byzantium had inherited from 
Rome seven different genres of light comedy. These are: (i) the 
palliata, with plots taken from scenes of Greek life; (2) the togata, 
giving pictures of Roman life; (3) the Atellana, attached as an 
exodium to the tragedies, similar to the satyric drama; (4) the 
tabernaria, comedies accompanied by music and dance; (5) the 
Rhinthonics ('Ρινθωνυκή), comedies in hexameters, and with im
provised verses, accompanied by dances; (6) the planipedaria, 
short pieces, executed by the planipedes, mimes without masks 
and cothurnus, wearing thin-soled boots; (7) and finally the 
mimic comedies which, according to Lydus, were the only sur
viving type. These were plays without any high artistic merits, 
whose sole purpose was to make the crowd laugh.4

The indecency of the spectacles was, it seems, not the only 
evil against which Christian writers and the Church had to

1 Cyril of Jerusalem, Catechetical Oration, 19. 6. πομττή δέ διαβόλου εστι θεατρομανίαι και 
Ιπποΰρομίαι, κυνηγεσία και -πάσα τοιαότη ματαιότης. P.G. XXXIII, C. io6g.

2 ζητητεον οΰν τίνα εισι τά κωμικά προσωπεία, τΐνα τά τραγικά, καί τίνα τά σατυρικά, και κωμικά 
μέν εισι τά γελωτοποιό και έφύβριστα, ώΐ τά συγγραφέντα -παρά τοδ Άριστοφάνουΐ' τραγικα τα περιπαθή 
και τά θρηνώδη, ώ$· τά τοδ Εϋριπίύου ϊαμβεΐα' και σατυρικά, τά els ύμνον τοΰ Διονύσου τελούμενα οργιά 
■παρά Σατύρων καί Βακχών. Cf. Balsamonis, Zonarae, Aristeni Commentaria in Canones SS. Aposto
lorum, Conciliorum, et in Epistolas canonicas SS, Patrum. P.G. cxxxvii, c. 730.

3 ή μεντοι κωμωδία τόμνεται els επτά, eis παλλιάταν τογάταν Άτελλάνην ταβερναρίαν 'Ρινθωνικήν 
πλανιπεδαρίαν και μιμικήν και παλλιάτα μεν εστιν ή Ελληνικήν ΰπόθεσιν εχουσα κωμωδία, τογάτα Se. 
ή 'Ρωμαϊκήν, άρχαίαν- ' ΑτελΛάνη Se εστιν ή τών λεγάμενων έξοδιαρίων- ταβερναρία δε ή σκηνωτή η 
θεατρική κωμωδία- 'Ρινθωνική ή εξωτική- πλανιπεδαρία ή καταστολαρία' μιμική ή νΰν δήθεν μόνη 
σωζομενη, τεχνικόν μέν εχουσα ούδεν, άλόγω μόνον τό πλήθος επάγουσα γέλωτι. De magistratibus, 
i. 4°) cd. Wuensch, Bibl. Teubn., pp. 41-2.

4 Cf. K. X. Sathas, Ιστορικόν Δοκίμιον περί τοΰ θεάτρου και τής μουσικής τών Βυζαντινών (1878), 
ρ. 367, and V. Cottas, Le Theatre a Byxance, p. 36.
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fight. In the early days of Christianity the theatre was apparently 
used as a means of ridiculing Christian religion and its rites. 
This may be gathered from a legend transmitted in Syriac. It is 
called 'The Tale of the Actors’,1 and cannot have been a mere 
fiction of a Christian writer. The legend runs as follows. Pagan 
actors in Oxyrhynchus set out to amuse the crowd with a play 
imitating and turning to ridicule the ceremony of the Mass, the 
symbols of the Church, and Christian martyrdom. But the play 
had the opposite effect. Some of the actors who were ‘baptized’ 
on the stage were really converted and professed their new 
religious belief with great sincerity. Glaukus, the pagan actor, 
who performed the role of the priest, surprised by their attitude, 
tried to convince them that it was only a play they were acting. 
But wonders happened; the cross on his breast began to shine, 
and he too, together with the other actors and many of the crowd, 
joined them in the new belief. Igorius, King of the Goths, sent 
for them. They were summoned before him and interrogated. 
He tried to persuade them to give up their new belief, but in 
vain, and they were imprisoned and finally executed.* Though 
the historical background of the legend is full of inaccuracies— 
there was, for example, no Gothic king called Igorius in Oxy
rhynchus—, the ‘Tale of the Actors’ cannot be regarded as mere 
invention. The calendar of the Eastern Church contains several 
names of actors who suffered martyrdom, and it seems very 
likely from this account that pagan authorities encouraged the 
performances of such plays and used them as propaganda to 
check the spread of the new belief.

V. THE PANTOMIME

The Byzantine theatre had also adopted from Rome another 
kind of scenic performance, the pantomime. We learn how it was 
performed from an essay of Libanius about dancers.2 A poem 
was sung, and the actor had to expound its meaning mimically. 
Some actors had developed the art of the mimic dance to such 
a degree that they were able to perform ‘loquente gestu, nutu, 
crure, genu, manu, rotatu’3 whole tragedies. Libanius reports that
..... r J. Link, Die Geschichte der Schauspieler^ nach einem syriscben MS. der kgl. Bibliotbek in Berlin 
: Inaug. Diss., 1904). The MS. is no. 75 (222) of Sachau’s Catalogue.
·.·.···’ Libanius, Oratio pro Saltatoribus^ 94-8: Opera, ed. R. Foerster, iv. 481-5, Bibl. Teubn.

3 C. Sollius Apollinaris Sidonius, carmen 23, Bibl. Teubn., p. 344.



88 THE PAGAN BACKGROUND
one of them, the dancer Xenophon, was admired for his mimic 
performance of the Bacchae of Euripides. The mimic dancer, 
the τραγωδό?, as he is now called, is the favourite actor of the 
Byzantine stage, and he maintains his position until the end of 
the Empire.1 But his social status remains as low as that of the 
other actors. Once his name was entered in the register of mimes 
he became deprived of the right to inherit or to appear as a 
witness in court. The Church refused him the last sacrament 
and excluded him from baptism and holy communion. This 
decree can be traced back as far as the Canones Hippolyti2 at 
the end of the fourth century and the Apostolic Constitutions.3 
Actors, therefore, had to remain pagans, or give up their career, 
although if they did so they could be forced by Byzantine civil 
law to reappear on the stage, which naturally led to their ex
communication.4 There were short periods in which these severe 
rules were relaxed—such humane intervals occurred under some 
of the I saurian emperors and especially during the reign of the 
Macedonian dynasty—but as a whole the low social position of 
the actors contrasted strongly with the high appreciation of the 
public for their art. Here, too, however, Byzantine society— 
pagan in the beginning and Christian after the victory of the 
Church—did not institute a new social order but followed the 
principles expounded in the third book of the Republic of Plato 
and developed by Neoplatonic philosophy. There is, in fact, no 
great difference between Plato’s attitude, which accords every 
kind of honour to the pantomimic artist and worships him ‘as 
holy, wonderful, and delightful being’, but also informs him 
‘that in our State such as he are not permitted to exist’,5 and 
that of Byzantine legislation described above; except that the 
latter is more lenient and accepts the more modified view ex
pounded by Aristotle in his Politics and Poetics.

1 Cf. V, Cottas, Le Lheatre a Byzance, p. 50.
2 Canon 12, see W. Riedel, Kircbenrecblsquellen des Patriarchate Alexandrien, p. 206.
3 Constitutiones Apostolorum, 8. 32. g: τών εττΐ σκηνής εάν τις προσίη άνήρ i? γυνή ή ηνίοχος ή 

μονομάχος ή σταΰιοΰράμος ή λουδεμπιστής η χοραύλης ή κιθαριστής η λυριστής η ο την ορχησιν ΐτι- 
δεικνυμενος ή κάπηλος, ή πανσάσθωσαν ή άποβαλλέσθωσαν.

4 V. Cottas, ρ. JI.
s αΐ'Βρα δι?, ιός εοικε, δυνάμενον ύπό σοφίας παντοδαπον γίγνεσθαι και μιμεΐσθαι πάντα χρήματα, 

ei ημΐν αφίκοιτο εις την πάλιν αυτός re και τά ποιήματα βονλ.όμενος επιύείξασθαι. προσκυνοίμεν αν 
αυτόν α>ς ιερόν και θαυμαστόν και ήδύν, εΐποιμεν δ’ αν ότι ούκ εστιν τοιοΰτος άνήρ εν τή πόλει παρ' ήμΐν_ 
ovre θεμις εγγενεσθαι, άποπέμποιμεν τε εις άλλην πάλιν μύρον κατά τής κεφαλής καταχέαυτες και 
έρίιρ στεψαντες . . .. Rep. iii. 39^ A.
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VI. PAGAN FEASTS

(a) Olympic Games
Musical performances also played an important part in the 

Olympic games, which were revived in several towns of the 
Eastern Roman Empire. Our information is most complete for 
the Olympic games at Antioch. In the time of Claudius (a.d. 41-54) 
the Emperor was asked by the Antiochenes to renew the Olympic 
games, for which the money had been provided by the legacy of a 
rich citizen, Sosibius; they were instituted by an Imperial edict and 
consisted of theatrical shows, musical and dramatic performances, 
athletic games, horse-races, and fighting of gladiators. It was 
originally intended to hold them on a large scale every fifth year, in 
October, and they were to last for thirty days; but wars, an earth
quake, and fires prevented this plan from being fully carried out. 
Only the horse-races were maintained and took place in June.

In the reign of Commodus (a.d. 180-92) the Antiochenes again 
asked the Emperor to reinstitute the Olympic games. Com- 
modus agreed, and ordered the games to be held every fourth 
year in July at the Feast of Offerings for forty days (εορτή τών 
αναθημάτων ήτοι θνσνων). For the first time Olympic games took 
place in the new gymnasium built by Commodus. According 
to Malalas all sorts of athletic contests took place here, and also 
performances on instruments and singing of dramatic cantilenas 
(of Sc εφωνάσκουν τραγικά μέλη). In these contests young girls 
also participated, candidates of philosophy devoted to a virtuous 
life, some of them performing mimic dances, others singing 
Greek hymns («at τραγωδονσαι και λεγουσαι ύμνους τινάς 'Ελλη
νικούς). All the victors in these games, both men and girls, were 
obliged to preserve chastity until their death.

The Olympic games at Antioch seem to have acquired such 
fame that Diocletian came expressly from Egypt to Antioch in 
order to attend them, not as Emperor, but as an Alytarches of 
Antioch, i.e. as the master of ceremonies at the Olympic games. 
This dignitary, who had to distribute the prizes, deputized for 
Zeus, and divine honours were conferred upon him. In the 
Olympic games the Hellenic spirit was preserved in its pure 
essence; nevertheless it could not prevail against the new Chris
tian civilization, and the Olympic games at Antioch were for
bidden by the Emperor Justinian.
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(b) The Maioumas
Among the feasts already mentioned the Orgies of Maioumas’ 

seem to have occupied a prominent place at Antioch. They were 
ordered by Commodus in the same edict by which he had 
instituted the Olympic games. The Orgies of Maioumas were 
a nocturnal feast connected with scenic performances in honour 
of Dionysus and Aphrodite. The feast was celebrated every 
third year in May. In the reign of Theodosius I, the Great (379- 
95) it was forbidden on account of its orgiastic character, but 
reinstituted by his son and successor Arcadius in a.d. 396.1 It 
spread over all the provinces of the Empire and left many traces 
in several feasts, which were celebrated throughout the whole 
period of the Byzantine Empire.2 According to V. Cottas the 
λαχανι,κόν ιπποδρόμι,ον, the 'Hippodrome of Vegetables’, described 
in Constantine Porphyrogennetus, De Ceremoniis, had absorbed 
some of the features characteristic of the Maioumas, and of 
the 'Feast of the Roses’—called τής Γάστρης—a variant of the 
Maioumas. On the day of the 'Hippodrome of Vegetables’ the 
races were followed by performances by the mimes (οί τοΰ 
λογίον).3 The Hippodrome was adorned for the occasion with 
a cross of roses, and vegetables and sweets were distributed 
among the crowd.

(c) The Calendae
Another feast, taken over, as it seems, directly from Rome, 

and christianized by Byzantium, was the Calendae. John 
Chrysostom had written his Sermon concerning the Calendae 
(Λόγος- ταΐς Καλάνδαις) against the pagan form of the feast 
because the celebrations on the 1st of March—the beginning of 
the new year in Rome—were accompanied by masques. The 
habit of wearing masks on this feast spread so widely that even 
clerics had to be warned not to take part.4 The Calendae w’ere 

r ‘Clementiae nostrae placuit, ut Mammae provincialibus laetitia redderetur, ita tamen, ut 
servetur honestas et verecundia castis moribus perseveret. Dat. vir kal. mai. Constan(tino)p(oli) 
Arc ad (10) mi et Honor (io) πϊ AA. Conss. (a.d. 396, 25 Apr.).’ Codex Theodosianus, lib. xv, tit. 
vi, de Maiutna, ed. Th. Mommsen, i. 2, pp. §20—1.

2 See V. Cottas, Le Theatre a Byzance, ρρ. ίο, 11.
3 Cf. Le Livre des Ceremonies, edited by A. Vogt, tome ii, Commentaire (Paris, 1940), p. 160.
4 άλλα καί τινες κληρικοί, κατά τινας εορτάς, προς διάφορα μετασχηματίζονται προσωπεία και ποτέ 

μεν ξιφήρεις εν τώ μεσονάω της εκκλησίας μετά στρατιωτικών αμφίων εισέρχονται, ποτέ Se και ως 
μοναχοί προοδενονσιν η ώς ζώα τετράποδα. W. Beveridge, Pandectae Canonum (Oxford, 1672), 
i. 230-1.
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finally abolished by Canon 62 of the Council in Trullo, along 
with the other feasts mentioned above, the Vota and Brumalia. 
But it seems that this interdict either had no effect at all or was 
only effective for a short time in Constantinople. Constantine VII 
porphyrogennetus for example gives, in his De Ceremoniis, a 
detailed description of the Brumalia and points out that he 
reintroduced the feast, whose celebration had been forbidden by 
his co-regent Romanns Lecapenus.1 Another feast described by 
Constantine, the Τρυγηηκόν zldrrvov, the 'Banquet of the Vin
tage’, or Γοτθικόν, the 'Gothic pageant’, has preserved features 
of the Calendae. It took place on the ninth day of the Dodeka- 
imeron, the days between Christmas and Epiphany. Members 
of the two main factions in Constantinople, the Blues and Greens, 
were dressed up as Goths and performed a warrior dance, 
accompanied by musicians playing on lutes, and singing in a 
gibberish which professed to be Gothic but which was in fact, as 
has recently been discovered, a corrupted Latin.2

VII. INSTRUMENTAL MUSIC

In the early days of the Eastern Empire the social position of 
professional musicians was hardly better than that of actors or 
mimes. Both pagan and Christian writers looked down upon 
them with equal contempt. John Chrysostom’s description of 
an actor disguised in woman’s clothes, wearing his hair long, and 
striving both in aspect and gesture to look like a tender girl,3 
is no more severe than Lucian’s derision of those who went to 
entertainments in order to see effeminate singers, imitating 
lecherous women to the accompaniment of flutes.4

Again, we have to distinguish two reasons for the condemna
tion of instrumental music by Christian writers: its pernicious 
effect on morals, and its connexion with pagan religious cere
monies. The playing of certain instruments during the immola-

1 De Ceremoniis, ii. 186—7.
2 Ibid. i. 83. Cf. J. Handschin, Das Zeremonienwerk Kaiser Konstantins u. die sangbare Dicbtnng 

(194T), pp. 34-6.
3 Hottlil. in Matth. 37, ch. 5 : ό μέν γάρ όπισθεν εχει κόμην νέος ών, και την φνσιν έκθηλννων, 

και τώ βλεμματι, και τώ σχηματι, και τοΐς Ιματίοις, και πασιν απλώς 6ΐς εικόνα κόρης.
4 Lucian, de Saltatione 2: Άνηρ Se τις ών, ω λώστί, και ταντα παιδεία σύντροφος καί φιλοσοφία 

τα μέτρια ώμιληκώς, άφέμενος, ώ Ζνκΐνε, τοΰ περί τά βελτίω σπονθάζειν και τοΐς παλαιοΐς σννεϊναι, 
καθησαι κατανλουμενος, θηλνόρίαν άνθρωπον όρων έσθησι μαλακαΐς και ασμασιν άκολάστοις έναβρννό- 
μενον και μιμορμενον ερωτικά γύναια, των πάλαι τάς μαχλοτάτας, Φαίδρας και Παρθενόπας και ‘Ροδόπας 
τινας, και ταΰτα παντα νπο κρονμασι και τερετισμασι καί ποδών κτόπω καταγέλαστα ώς αληθώς 
πραγματα και ήκιστα έλευθέρω άνδρι και οΐιρ σοι πρέποντα;
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tions and libations was an essential part of the ceremonies, in 
both Greek and Roman rites. In mystery-cults the rites of 
initiation were accompanied by dances and the sounding of per
cussion instruments. Ecstatic rites, deriving from the Orient, 
were accompanied by the sound of cymbals, drums, and Phrygian 
flutes, as we learn from Catullus i1

simul ite, sequimini
Phrygiam ad domum Cybelles, Phrygia ad nemora Deae 
Ubi cymbalum sonat vox, ubi tympana reboant, 
Tibicen ubi canit Phryx curvo grave calamo, 
Ubi capita Maenades vi iaciunt hederigerae, 
Ubi sacra sancta acutis ululatibus agitant, 
Ubi suevit illa divae volitare vaga cohors
Quo nos decet citatis celerare tripudiis.

Drums (τύμπανα), cymbals (κύμβαλα), clappers (κρόταλα), 
horns (κέρατα), and flutes (αυλοί) were the instruments mainly 
used in orgiastic rites. Under the influence of the sound those 
who attended the orgies passed into a state of holy frenzy 
(Upopavia). Lucian, describing in De Syria Dea a ceremony in 
honour of Cybele, makes us realize how powerful the effect of 
this kind of music could be, even on people who had only come 
to the ceremony out of curiosity. He says that on certain days 
the priests and a crowd of the Initiated gather in the Temple 
in order to perform the holy rites. A large crowd gathers outside 
the Temple, playing flutes, beating drums, or singing ecstatic 
songs. Many who only came to see the ceremony go into a trance. 
A raving youth tears off his clothes, jumps forward, seizes one 
of the swords prepared for that purpose, and castrates himself.2

The ecstatic element in Oriental rites did not merely survive 
in the Eastern cities of the Empire; it increased in intensity. 
The Fathers of the Church had to take up the struggle against 
the seductive influence of instrumental music. Thus, two hun
dred years after Catullus, Clement of Alexandria, in his Paeda-

1 Carmen Ιχίΐΐ, 11. 19-26.
2 The state of frenzy caused by the sound of certain instruments and ecstatic singing is a pheno

menon widely commented on by writers who have observed the reaction of an Eastern audience 
to any kind of exciting music. Lucian’s description in De Syria Dea may also throw some light on 
the passages in the Republic of Plato and the Politics of Aristotle concerned with the ethical 
significance of the Modes in Greek music (cf. H. Abert, Die Lehre vom Ethos in der griechischen 
Musik, Leipzig, 1899). Aristotle is certainly right in objecting to the Socrates of the Republic 
who wants to retain the Phrygian mode, but rejects the flute, as both of them are exciting and 
emotional (cf. Politics, 8. 7. I34211).
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«opus (ii· 4), wrote his brilliant argument against the participa
tion of instrumentalists in festivities:

Ίί people occupy their time with flutes and psalteries, and choirs and 
dances, and Egyptian clappers and such amusements, they become dis
orderly fools and unseemly and altogether barbarous. They beat cymbals 
and drums and make a loud noise on the instruments of deceit. Certainly, 
such a banquet—as it seems to me—is a theatre of drunkenness. . . . Let 
the pipe be given back to the shepherds, and the flute to the superstitious 
who are engrossed in idolatry. For, in truth, such instruments are to be 
banished from a temperate banquet, being more suitable to beasts than 
to men, and to the more irrational portion of mankind. For we have heard 
of stags being charmed by the pipe, and, when they are pursued by the 
huntsman, being lured into the toils. . . .’*

Clement of Alexandria then proceeds to explain what kind of 
music is permissible to Christians, basing his prescriptions on 
Matt. xxii. 37 and 39; Col. iii. 16 and 17; Ps. xxxii; Eph. v. 19, 
and other passages taken from the Scriptures. Only the more 
austere melodies are permitted; those that are weak and 
effeminate are forbidden. Therefore melodies which use chroma
tic intervals should not be employed.2

The dangerous effect on Christians of exciting instruments was 
obviously very strong. The Fathers of the Church had to fight 
continually against the use of instruments in Christian cere
monies. Their struggle was made even more difficult by the 
fact that the Jews made abundant use of instruments in their 
service,3 and that in many passages of the Psalms the Christians 
found themselves invited to praise God with the sound of trum
pets, psalteries, zithers, drums, stringed instruments, organs, and 

' with dances. Theodoret of Cyrus, quoting Amos v. 23 'Take thou 
away from me the noise of thy songs; for I will not hear the 
melody of thy instruments’, tries to explain that the Israelites 
had learnt to use instruments in their service from the Egyp
tians. He argues that God permitted them to use instruments

1 Clem. Alex., ed. Ο. Stahlin (1905), i. 181.
2 καί γάρ αρμονίας παραδεκτεον τάς σώφρονας, άπωτάτω ότι μάλιστα ελαάνουτας τής ερρωμενης 

ημών διάνοιας τμς ύγράς όντως αρμονίας, αΐ περί τάς καμπάς τών φθόγγων κακοτεχνονσαι εις θρύψιν καί 
βωμολοχίαν εκδιαιτώνται· τά δέ αυστηρά και σωφρονικά μέλη αποτάσσεται ταΐς της μέθης άγερωχίαις. 
καταλειπτεον ουν τάς χρωματικός αρμονίας ταΐς άχρώμοις παροινίαις καί τή άνθοφορούση και εταιροΰση 
μουσική. Ibid., ρ. 184.

3 Of- J· Qua st en, Musik uni Gesang in ien Kutten der beidniscben Anttke uni christlichen Friibzeit. 
1V) § 3· ‘Oie Auseinandersetzung des Christentums mit dem jtidischen Tempelkult’, Liturgie- 
gescbichtliche Quellen und Forschungen^ Heft 25.
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in His honour in their ceremonies and services, not because He 
liked their sound, but in order to put an end to the madness of 
idolatry.1 The same view is taken by Chrysostom. He too thinks 
that God, knowing the weakness of the Jews, had allowed them 
to use instruments in order to temper their minds to perform with 
joy what would be useful to them.2 And Gregory of Nazianzus 
is obliged to exhort his audience: 'Let us take up hymns instead 
of drums, chanting of psalms instead of indecent writhings of 
the body and songs.’3

VIII. MUSICA PERNICIOSA AND THE CHRISTIAN IDEAL
To avoid the morally pernicious effect of the highly emotional 

Graeco-Roman music was a difficult task for Christians, parti
cularly for those living in the great cities in close contact with 
the ruling pagan society. It was not only the music performed 
in the theatres and at public festivities, or connected with the 
various cults, which influenced the mind. Here the danger was 
obvious, and could therefore be eliminated to a certain degree. 
A more difficult task was to avoid the music at private enter
tainments, as this involved a limitation of the Christian’s contact 
with his fellow citizens. It was the habit of pagan society to 
engage musicians to sing and play at their meals. The music 
was performed by girls, who played the flute, and often also the 
cithara, the lyre, or some other instrument.

As has already been mentioned, Clement of Alexandria was 
compelled to speak at some length against this practice in the 
Paedagogus.4 Basil of Caesarea condemns the custom of playing 
the lyre during symposia. Psalteries and zithers, he says, 
increase the drunkenness caused by wine and hinder people from 
meditating on the works of the Lord.5 The same view is expressed

1 Theodor et, Graeca rum affectionum curatio 7. De sacrificiis, § 21: τα τών εύηχων οργάνων 
ήνεσχετο, ού τη τούτων αρμονία τερπόμενος, άλλα κατά βραχύ παΰων τών ειδώλων τον πλάνον. Cf. 
J. Quasten, op. cit., pp. 86-7.

2 Chrysostom, Homtl. in Ps. 150; P.G. iv, c. 497: καί τα όργανα δέ εκείνα διά τοΰτα έπετέτραπτο 
τότε, διά τε την ασθένειαν αυτών, και διά τό κιρνάν αυτού? «’? αγάπην και συμφωνίαν.

3 Gregory Naz., Oratio 5. 25 ; P.G. xxxv, c. 708—9: μηδέ πρόθυρα καλλωπίσωμεν· μη τώ αίσθητω 
φωτι καταλαμπέσθωσαν αί οΐκίαι, μηδέ συναυλίαις και κρότοι? περιηχείσθωσαν. ουτος μεν γαρ 
Ελληνικής ίερομανίας ο νόμος. . . . άναλάβωμεν ύμνους αντί τυμπάνων, ψαλμωδίαν αντί τών αισχρών 
λυγισμάτων τε και ασμάτων.

4 Cf. Paedagogus, ii. 4·
3 εΐτα πόρρω προϊόντος τοΰ πότου, αυλοί και κιθόραι και τύμπανα κατά μεν την αλήθειαν απο- 

θρηνοΰνται τούς άπολλυμένους, κατά δέ την έπιτηδευσιν τών μεθυάντων, ώστε αύτοΐς πάσας της ψυχής 
τάς ηδονές τη μελιρδία διεγερθήναι. Comment, in Isai. 5. 138; P.G. xxx, c. 372. σοι δέ χρυσώ και 
έλέφαντι πεποικιλμένη ή λύρα έφ* ύψηλοΰ τίνος βωμοΰ ώσπερ τι άγαλμα και είδωλον δαιμόνων άνάκειται. 
και γυνή τις άθλια, άντι τοΰ τάς χεϊρας ερείδειν προς άτρακτον διδαχθήναι, διά την εκ της δουλειάς 
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by John Chrysostom in the first Homily on the Epistle to the 
Colossians. He contrasts the pagan with the Christian sym
posium: Tor there, indeed, are flutes, citharas, and Panpipes 
(avptyye?); but here there is no discordant melody, but instead, 
hymns and psalm-singing. There the demons are celebrated in 
songs, but here God, the Lord of all. . . . For these songs to the 
lyre (τά γάρ Sta τών πηκτίδων) are none other than songs to 
Demons (δαψ-δ^ων ασμ,ατα).'1

These ideas are followed up by Chrysostom in the chapter on 
symposia in the Expositio in Psalmum 41, where he contrasts 
pagan drinking-parties with meals in a truly Christian household. 
There wanton songs (ασ/ζατα πορνικά) which attract heathen 
demons; here spiritual chants (άσματα πνευματικά) to which the 
Spirit flies, and blesses mouth and soul.2 Chrysostom urges his 
hearers not only to sing hymns of praise themselves, but to teach 
their children and wives to sing them too; not only at the looms 
and during their other work, but above all at their meals.

‘For it is mostly at meals that the devil lurks. There he has as allies 
drunkenness and gluttony, laughter and disorder, and dissipation of soul. 
Therefore it is particularly necessary at meals and after meals to build a 
stronghold against him through the security which comes from the psalms, 
and to sing sacred hymns in praise of the Lord, by standing up with one’s 
wife and children after the symposia. . . . Just as these invite mimes, 
dancers, and indecent women to their meals and call up demons and the 
devil, and fill their houses with innumerable brawls, so those invite Christ 
into their houses, and call upon David with the zither. Where Christ is, 
there is no place for a Demon; he would not even dare to look in. . . . 
These people make their house a theatre; you shall make your dwelling a 
church. For nobody would fail to call a gathering a church, where there 
are psalms, and prayers and dances of the prophets, and God-loving 
thoughts in the singers. ... No charge will be made against anybody for 
the way he sings, whether he be old or young, hoarse, or even lacking 
rhythm. What is required here is an uplifted soul, a watchful mind, a 
contrite heart, a powerful reasoning, a purified conscience. If you enter the 
holy choir of God possessing these, you will be able to stand next to 
David. There is no need of zithers, nor of taut strings, nor of a plectrum, 
αναγκην wri λύραν εκτείνειν έδιδάχθη παρά σοΰ ΐσως και μισθούς τελέσαντος, τάχα, και ττροαγωγφ τινι 
γυναικι παραδοντος· η μετά το πάσαν ασέλγειαν έν τω ιδίιρ σώματι άτταθλησαι ταΐς reais προκάθηται 
τών όμοιων διδάσκαλος. ibid., C. .37^·

εκεϊ μέν αΰλοΐ και κιθάραι και σύριγγες, ενταύθα δέ οΰδέν άπηχές μέλος, άλλα τι; ύμνοι, ψαλμωόίαι. 
εκεί μεν οί δαίμονες ανυμνούνται, ενταύθα δέ ο πάντων δεσπότης θεός. . . . τά γάρ διά τών ττηκτίδων 
ουδεν άλλο έστίν η τών δαιμόνων άσματα. In epist. ad Coloss., Hom. i. 8; Bibl. Patr., ed. F. Field, 
P· 182. 2 P.G. Iv, c. 157.
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nor skill, nor any instruments. But if you will, you can make yourself into 
a zither, mortifying the limbs of the flesh, and forming a great concord 
(συμφωνία) between body and soul?1

Here the music permitted to Christians is clearly indicated. 
It is, according to the Pauline precept, to speak in psalms, and 
hymns, and spiritual songs,2 rather than in drunkenness and 
excess.3 This line is taken by most of the Christian writers. 
There is another, more austere view, to be found in the writings 
of some Eastern monks, who are opposed to any kind of singing, 
even during the service, as preventing the κατάνυξή, the spirit 
of contrition. These voices, however, represent only a small 
minority. They are not typical of the attitude of the Church 
in general, particularly after its victory in the fourth century.

From the pronouncements of the Fathers of the Church on 
music suitable for Christians we can trace the ideological basis 
from which their conceptions arose. It is not to be expected 
that this basis should be homogeneous. It is not only that a 
gradual change took place in the leading ideas, from the Apostolic 
age until the time when a fully developed dogma was formed into 
a kind of summa, in the writings and hymns of John Damascene: 
there is also variation according to the individual writer’s stan
dard of education. Some of them were drawn from a society 
highly trained in Greek philosophy; others came from pro
vincial centres of the East which despised Hellenic civilization, 
and based their concepts, in the main, on passages from the Old 
and New Testaments.

In spite of their various theological views, Early Christian 
writers were agreed on one point. Music was treated by them 
not as an aesthetic but as an ethical problem. This conception 
of the art of music, as has been shown in the first chapter, is 
closely associated with the ideas of the Greek philosophers who 
dealt with music—Pythagoreans, Empedocleans, Plato and his 
followers, Neo-Pythagoreans, and Neoplatonists—and with the 
views of the Greek musical theorists.

It is a well-known fact that the revival of Platonism in the 
second century, the so-called Middle Platonism, facilitated the 
entry of Christianity into the world of Graeco-Roman civiliza-

1 Ibid.
2 d Aoyoff τον Χρίστου ενοικείτω ev ύμΐν πλουσίων, Α ·πάσρ σο^ια δύδάσκοντί? και νονθίταΰντες 

Εαυτόν?, ψαλμοΐς νμνοις ώδαΐί ττνουματικαΐί ev τρ χάριτι aSovrei ev ταΐί καρΒίαις υμών τω θΐω. Col. 
iii. χ6. 3 In Eph. ν. ι8. 
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tion- Platonic musical theory could be adapted without diffi
culty to the teaching of the theologians, as will be shown in the 
next chapter. The connexion between Greek philosophy and 
the Christian ideal of music becomes even closer under the influ
ence of Neoplatonism, which had absorbed elements of the 
Pythagorean and Gnostic systems. In both these systems em
phasis is laid on the task which music must fulfil of producing 
harmony between soul and body,1 tempering passions,2 giving 
grace and dignity to manners,3 elevating the soul.4 Gradually 
the ascetic attitude of the Pauline doctrine, represented in 
Chrysostom’s Expositio in Psalmum 41, is replaced by the Neo
platonic, which aims at a perfect rendering of the chants. Thus 
Augustine admits that he feels more pleasure in hearing the 
melodies animating the word of God, when they are sung by 
a beautiful voice in a perfect way.5

This famous passage of the Confessions is significant of the 
aesthetic attitude towards music in the West at the end of 
the fourth century. It explains the growing importance of, and 
the demand for, an increased use of music in the service of the 
Church, both in the West and in the East. Byzantine musical 
theory, which has been preserved only in relatively late docu
ments, has maintained in an even more obvious way elements 
of Gnostic, Neo-Pythagorean, and Neoplatonic doctrine. These 
remnants of Pagan philosophical systems in Early Christian 
times furthered the appreciation of Eastern Ecclesiastical Chant, 
but were not associated with the stylistic development of Byzan
tine ecclesiastical music, since this was closely connected with 
the evolution of the Eastern service, and regulated by the 
requirements of liturgy.
:: 1 Athanasius of Alexandria, Epistula ad Marcellinum de interpretatione Psalmorum, 27: ο’σπερ 
αρμονία. τονς ανλονς συντιθεΐσα μίαν την συμφωνίαν αποτελεί, όντως επειδή και εν τη ψυχή διάφορα 

: κινήματα φαίνεται και εστιν εν αύτη το λογίζεσθαι και τό επιθνμεΐν και τό θυμοειδές, εκ δέ της τούτων 
κινησεως και ή τών μελών γίνεται τον σώματος ενέργεια, βούλεται 6 λόγος μη άσΰμφωνον είναι τον 
άνθρωπον εαντώ μηδέ διίστασθαι προς αυτόν. Cf. Plato, Rep. iii. 401 d; Ptolemy, Harmonica, ili. 
A &c-

Basil the Great, Homil. in Ps. 1·, P.G. xxix, c. 212 β: επειδή γαρ είδε τό ΙΊνεΰμα- τό άγιον 
δνσάγωγον προς αρετήν τδ γένος τών ανθρώπων, καί διά τό προ; ήδονην επιρρεπές τον ορθον βίου 
καταμελονντας ημάς, τί ποιεΐ; τό έκτης μελωδίας τερπνόν τοΐς δόγμασιν έγκατέμιξεν, ΐνα τώ προσηνεΐ 
και λείψ της ακοής τό έκ τών λόγων ωφέλιμον λανθανόντως νποδεξώμεθα. Cf. Ptolemy, Harmon. 
iii. 7; Iamblichus, V. Pytbag., c. 114, &c.

3 Clement of Alexandria, Stromateis, vi. Ii ; P.G. ix. 312: άπτέον αρα μουσικής εις κατακόσμησιν 
ήθους καί καταστολήν. Cf. Plato, Rep. iii. 398 c;■ Aristotle, Ped. viii. 5, 1339b, &c.

4 Chrysostom,Expos, in Ps. 41·, P.G. iv, c. 156. Cf. Plato, Laws, ii. 659 e; Aristotle, Pol. viii. 7, 
: :’34lh &c. s Confess, x. 33.

6181 H



CHAPTER IV

MUSIC IN CEREMONIES
I. ORIGIN AND DEVELOPMENT OF THE ACCLAMATIONS

A FEATURE characteristic of all Byzantine ceremonies, 
secular as well as ecclesiastical, was the acclamations. It was 

with these panegyric salutations that the factions of the Blues 
and the Greens1 used to greet the public appearances of the 
Emperor, the Empress, the Porphyrogenneti—the children of 
the Emperor, bom in the Purple Chamber of the Palace™, other 
members of the Imperial family, and high officials and dignitaries. 
Similar acclamations were sung in church when the Emperor 
as head of the Church, or a high ecclesiastical dignitary, came to 
visit it. The stylized form of these panegyrics, which were 
apparently intended to give the impression of the spontaneous 
outburst of feelings of loyalty, devotion, gratitude, or admira
tion, reflects the highly organized system of Byzantine public 
life, in which the Emperor and his family played the foremost 
part. ‘The task of applause was not abandoned to the rude and 
spontaneous voices of the crowd. The most convenient stations 
were occupied by the bands of the Blue and Green factions of the 
Circus; and their furious conflicts, which had shaken the capital, 
were insensibly sunk to an emulation of servitude.’2

The origin of the acclamations has not been fully investigated. 
Rehearsed cheering was already customary in Imperial Rome. 
When the Forum, formerly the scene of turbulent outbursts of 
passion, was reduced to order at the end of the Civil Wars, it 
was to the Circus, with its chariot-races, games, and fights, that 
the emotions of the populace were diverted.3 The Roman 
Caesars, some of whom were passionately interested in the races, 
favoured the faction to which their own charioteer belonged. 
Since not more than four chariots took part in one race, and 
each charioteer was dressed in the colour of his party, Rome had 
already the factions of the Blues, Greens, Whites, and Reds, of

1 Cf. J. B. Bury, History of the Later Roman Empire, 1. 84 sqq. An excellent study on ‘The 
Acclamations of Emperors in Byzantine Ritual’ has been published by H. J. W. Tillyard in A.B.S. 
xviii (1911-12), 239-60.

a Gibbon, Decline and Fall, vi, Bury’s ed., p. 85.
3 Cf. A. Rambaud, Etudes sur I’histoire byzantine, pp. 5-6.
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which the Blues and the Greens were the most prominent. They 
cheered the Imperator when he appeared in the Circus, and, at 
a later date, on certain occasions when he entered the Senate. 
Laudes in praise of Caligula, Nero, Domitian, and Trajan are 
reported by Latin and Greek historiographers. These acclama
tions were composed in a kind of metrical prose.1 They had to 

J be carefully rehearsed, and were performed like the Sprechchore 
I by which modern dictators used to be acclaimed. Thus, for

J example, the senators, among them Dio Cassius—from whom
j we have the report—were commanded to greet Commodus in 
[ the following way :2
I Kai κύριος ei
I Kai πρώτος et
j Kai πάντων ευτυχέστατος
I Νικάς, νικήσεις
I Utt’ αιώνος, ’Αμαζόνιε, νικάς.
J (Thou art Lord. Thou art First. Thou art most favoured. Thou
I conquerest, Thou wilt conquer. From old Thou conquerest, Amazonius.)3
[ It was due to Nero’s passion for display and theatrical effects 
j that he first built up an ordered system of applause by creating
[ the bands of the Augustiani, into which Roman Knights were
! enlisted.4 The elaborate form of salutations introduced by Nero
I was obviously modelled on patterns from the Greek East.5 Thus
I the Roman form of organized applause may have derived from
j Oriental court ceremonies* and have been used from the same
j motives, which, six hundred years later, induced the Byzantine
I autocrators to introduce a repertory of acclamations for State
j occasions, differing in content for each of the major secular and
j ecclesiastical ceremonies.

When Constantine transplanted the entire system of Roman 
ί administration to the city destined to be the 'New Rome’, the 

Hippodrome and its factions found an even more fertile ground 
ϊ for their activities in the capital of the Eastern Empire. Here
I the Hippodrome acquired a political significance which the
f Roman Circus had never possessed.6
} From its elder sister New Rome had taken over the system of
j the four groups or demes into which the people of Constantinople 
ί 1 Cf. Dio Cassius Ixxiii, 2. 3. 2 Ibid. Ixii (Ixi), 20. 2.
: 3 Αμαζόνιος, epithet of Apollo. 4 Tacitus, Annals xiv. 15.4.
; 5 Cf. Μ. P. Charlesworth, ‘Pietas and Victoria’, f.R.S. xxxiii (1943), 5.
’ 6 Cf. J, B. Bury, Hist, of the Later Roman Empire, i. 85.
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had been organized. Here, too, the Blues or Veneti (Βένετοι) and 
Greens or Prasini (Πράσινοι)1 were the two most powerful fac
tions, each of them headed by a captain (δήμαρχος) and organized 
as a city militia. The main place of their activities was the 
Hippodrome, which was more than a race-course; it was ‘an 
assembly—a substitute for the vanished Comitia, the last 
asylum of the liberties of the Populus Romanus’.2 In the Byzan
tine Empire, particularly in its first period, the shouts and cries 
of the crowd were not confined to salutations: they reflected 
the attitude of the population towards all pending internal and 
external questions. They could express equally well approval 
towards, or hostility against, decisions made by the Emperor 
or the Patriarch, άκτα, the Greek transliteration of the Latin 
acta, originally used for shouts of all kinds, had this double 
meaning.3

In their desire to consolidate the system of administration 
the Emperors tried to bring the factions under their control 
by instituting a ceremonial which followed the calendar of the 
court, just as the ecclesiastical year was regulated by the 
calendar of the Church: nothing was left to chance. The elabor
ate form of panegyric formulae and poems sung by the alternat
ing choirs of the Blues and Greens obviously developed under 
Oriental influences from the days of Heraclius onwards.4 It was 
actually after the decisive defeat of the Persians in 629 that the 
Empire gradually became orientalized. The Emperor changed 
the title Imperator into Basileus. Latin ceased to be the official 
language of the Empire. The Roman organization of the pro
vinces was given up, and foreign policy was directed mainly 
towards the East. The Christian character of the Empire was 
accentuated by the introduction of passages from the Bible into 
the texts of the Laws. Veneration of holy relics and miracle- 
working icons was favoured by the Emperors.5 The Council in 
Trullo, convoked on the initiative of Justinian II, repudiated, 
in 691, representations of Christ which followed the Hellenistic, 
idealized type, and ordered that icons of the Lord should be

1 Cf. F. Dvornik, ‘The Circus Parties in Byzantium’, Byzantina-Meiabyz. i (1946), 119-33.
2 Ν. H. Baynes, The Byz. Empire* (1939), p. 31.
3 The verb άκταλογοΐν, however, is always used synonymously with εύφημεΐν. Cf. J. J. Reiske’s 

Comment, ad Const. Porph. de Cer. ii. 86.
4 L, Brehier, ‘Les Origines des titres imperiaux’, B.Z. xv. 171-2. See also S. Runciman, Byz. 

Civilisation, p. 62. 5 Cf. A. Grabar, UEmpereur dans I’art byzantin (1936), p, 164. 
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painted in His human appearance (κατά τόν ανθρώπινον χαρα- 
ΚΓηρα)β i-e- realistically, according to the Syrian type known to 
us from the Rabula-Codex.2

With regard to the music used in ceremonies, a striking 
resemblance can be observed between performances at the court 
of Baghdad and those at Constantinople. From descriptions of 
festivities at the court of Baghdad we know that the music 
was performed by choirs of Persian singers and players, hidden 
from the assembly by curtains.3 A similar ceremony is reported 
from the court at Constantinople when the Emperor enter
tained foreign ambassadors in the octagonal reception-hall of 
the Imperial Palace, the so-called Chrysotriclinium. During 
the meal, choirs from the two main churches, Hagia Sophia 
and Holy Apostles, sang hymns in honour of the Basileus (τά 
βασιλίκια) .4 They were placed in the niches behind curtains, 
which were drawn 'according to custom’ (εισήχθησαν κατά τον 
ζΐωθότα τύπον τά βηλα),5 so that the performers remained in
visible to the guests, in the ihtervals between the Basilikia 
music was played on portable organs and other instruments. 
We shall have to return in the course of this chapter to the use 
of instruments, particularly of organs, in ceremonies.

The term generally used for a chant of greeting was Eu.phemia 
(ευφημία), or—for a special acclamation, in which the singers 
addressed the person they greeted with wishes for a long life— 
Polychronion (πολυχρόνιον) and Polych-ronismci (πολυχρόνισμά) P 
These latter terms are taken from the first word of the typical 
formulae used on such occasions:

Πολυχρόνιον ποιησαι ο Θεός την αγίαν και κρατείαν βασιλείαν σας εις πολλά ετη.
Πολυχρόνιον ποιησαι 6 Θεός την θεοπρόβλητον, θεόστεπτον και θεοφρούρητον, 

κρατείαν καί αγίαν βασιλείαν σας ety πολλά ετη.7
(Long may the Lord extend your holy, mighty reign, through many 

years.
Long may the Lord extend your heaven-appointed, heaven-crowned, 

heaven-protected, mighty and holy reign, through many years.)
1 Concilium Quinisextum, Canon 82.

■ ■■■ 2 Cf, C. Diehl, Manuel d’art byzantin (1910), p. 303.
3 Kraemer, Kuliurgescbichte des Orients, ii. 71 sqq. Cf. E. Wellesz, ‘Die Kirchenmusik im byz. 

Reiche’ O.C., N.S. vi. 120-3.
* Const. Porph. de Cer. i, C.S.H.B., p. 585, 1. 14.
s Ibid., p. 583, 1. 22.
6 Cf. Cod. Curop. de Off., Gretseri et Goari comment., C.S.H.B., p. 277.
7 de Off., ch. vi, p. 46.
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The Euphemiai which have come down to us range from poems | 
of a certain artistic quality to conventional versifications. As 
an example of this kind of poetry a charming ‘Hymn of Spring’ 
may serve. This poem was sung annually by the Blues and 
Greens in the Hippodrome at the ‘Races of Carnival· (Μακελ- 
λαρνκόν Ιπποδρόμων), which took place in the week before Sexa- J 
gesima Sunday.1 The verses were sung antiphonally by the ί 
choirs of the two factions, and the adherents of the two demes 
gave the response to the verses of their respective choirs.2 C

Ύδε rd εαρ τό γλυκύ 
πάλιν επανατελλει.

χαράν, υγείαν καί ζωήν j
καί την ευημερίαν, .■

ανδραγαθίαν εκ θεού δ
τώ βασιλεΐ 'Ρωμαίων,

καί νίκην θεοδώρητον '
κατά τών πολεμίων.

(See sweet Spring sends out for the Emperor of the Romans happiness, 
health and life, well-being, and strength from God and victory, god-given, 
over his enemies.)

In the later days of the Empire a distinction was made between 
the terms Pofychronion and Euphemia. We find Polyc hr onion 
applied to acclamations in honour of the Emperor, his family, ?j 
or a member of the court, while Euphemesis (εύφημησις) was used I 
for those in honour of an ecclesiastical dignitary. After the end of ' j 
the Empire in 1453, however, both terms were used for ecclesiasti- j 
cal dignitaries.3 Euphemeseis are still sung in Greek churches in l· 
honour of a visiting archbishop at the present day.4

II. THE PERFORMANCE OF MUSIC IN THE CEREMONIES |

Concerning the ceremonies during which acclamations were J 
sung ample evidence can be gathered from Byzantine historic- | 
graphers. Among the books which provide us with information I
about the organization of the choirs, their participation in- the ί
ceremonies, and their way of singing, the famous De Ceremoniis |

1 Cf. A. Vogt’s commentary to his edition of de Cer., vol. ii, pp. 172-4. I
2 The metrical form of this and other acclamations has been restored by P. Maas in his article on |

‘ Metrische Alddamationen der Byzantiner’, B.Z. xxi, pp. 28-51, who, going back to the version of 
the MS., substituted in line 3 vyeiav for νγιείαν, and in line 6 τώ βασιλεΐ for rots βασΟ.εΰσι. 1

3 Cf. H. J. W. Tillyard, ‘The Acclamations of Emperors’, A.B.S. xviii. 241. , ®
4 An example of a modern Euphemesis is given in J. B. Rebours’s Traite de Psaltique, pp. 234 sqq. 
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by Constantine VII Porphyrogennetus (913-59)1 holds the first 
place; next to it comes De Officiis, a handbook ascribed to George 
Codinus Curopalata.2 From these books we learn that the 
acclamations prescribed for the ceremonies were performed by 
two groups of singers, according to the character of the ceremony. 
Acclamations in honour of the Emperor, the Empress, the Im
perial family, or court dignitaries were sung by the two choirs of 
Kr actae (κράκταί), those for ecclesiastical dignitaries by the 
Psaltae' (ψάλταή, The Kr actae were court officials and laymen. 
Each choir of the Kractae3 was conducted by a domesticus 
scholarum, one being the captain (δήμοκράτη s) of the Veneti, the 
other of the Prasini. The domesticus was the precentor and chief 
of the musicians and singers. It was his task to rehearse the 
music, and to take care that the acta were sung in the right order.4 
The procedure was as follows: the Emperor was received by the 
two factions, each headed by the domesticus, who stood before 
the Emperor, his head bowed down and his hands crossed on 
his breast,5 while the singers sang the first of the acclamations. 
When they had finished, the members of the faction sang the 
response, which consisted in repeating either the whole strophe 
or its last phrase.6 During the singing of the refrain by the crowd 
the domesticus signed the Emperor three times with the sign of the 
Cross. While the Kractae sang the second part of the actologia 
the 'domesticus again assumed the attitude of reverence, and when 
the response was again sung by the crowd he again made the sign 
of the Cross, and this was repeated as. long as the singing lasted.7

1 Constantine VII Porphyrogennetus’ book about the ceremonies is in the main a compilation 
from older treatises on court ceremonies; only a part of it was written by Constantine himself. 
Cf. A. Vogt’s Introduction to his Commentaire, vol. i of Constantin Porphyrogenete, Le Livre des 
Ceremonies (1935).

2 According to J. B. Bury, De Officiis dates from the fifteenth century.
3 In a very learned study on the subject J. Handschin, Das Zeremontenwerk Kaiser Konstantins 

and die sangbare Dicbtung (Basel, 1942), pp. 72 sqq., assumes that the Kractae were the precentors 
of the factions, two for each faction. No conclusive proof, however, is given to support the hypo
thesis, and on p. 77 Handschin himself takes the view that the Kractae were a choir, alternating 
with the people (the λαο?).

·.:·::♦· etr ovp αρχωδδ? /rat επιστάτης μελωδιών καί τών μελωδών, ο ία et? ρνθμδν και ταζιν καθιστών 
αυτούς re και τα μελωδηματα. John Citrus, quoted by J. J. Reiske in his commentary to de Cer. ii. 153. 

·.··.···s·. The attitude used when standing before the Emperor, the head inclined, the hands crossed 
over the breast, is that prescribed by the ritual at the courts of the Kings of Persia and Armenia, 
as J. J. Reiske points out in his commentary to de Off. ii. 89.

6 Ibid,, p, 90.
: 7 ιστεον on τοΰ δήμου άκτολογοΰντος κατά την ακολουθίαν της ακτολογίας, ηγονν τον λαόν άπο- 
κρινομενου τοΐς κράκταιε, κατασφραγίζει ό δομέστικοε τών σχολών κατ’ άκρον της αύτοϋ χλανίδος ττρόί 
τον βασιλέα τρίτον και τών κρακτών λεγόντων εχει δεδεμενην ταΐς χερσί" πάλιν τον λαόν λάγοντος, 
κατασφραγίζει μεχρις αν ττληραιθη ττασα η άκτολογία. Scbol. ad de Off. i. i, p. 12.
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The Psaltae, on the other hand, were members of the clergy 

and had taken holy orders. They, too, were divided into two 
choirs, each of them under a domesticus, but both together under 
the direction of the Pfotopsaltes (πρωτοψάλτης) / who stood 
between them when they sang.2

When the Emperor took part in a procession, or went to church, 
both groups of singers, the Kractae and Psaltae, sang the Euphe- 
miae together, the responses being made by the crowd. At the 
ceremony on Christmas Eve3 instruments (όργανα) accompanied 
the singers. The players, the so-called paegniotae (oi Aeyo/zepot 
παι,γνιωταί), stood behind the clergy and were separated from 
the crowd by the standard-bearers. The Imperial band con
sisted only of trumpeters (σαλπίγκταΐ), horn-players (βουκκινά- 
τορες), cymbal-players (άνακαρίσταΙ), and pipers (σονρονλίσταί); 
none of the weak-sounding instruments (τών λεπτών οργάνων) 
were used. The Emperor mounted a dais. Curtains were drawn 
to hide him and his suite from the eyes of the crowd. When they 
were opened again the Emperor, who had changed his vestment, 
was seen standing alone and visible to all. At that moment the 
singers, accompanied by all the various instruments, intoned the 
Polychronion. When the singers had finished their hymn of 
praise the instruments still continued to play for a while until 
the Emperor, waving a handkerchief, gave them a sign to cease. 
Now the Psaltae began to sing again, this time the verses4 
appointed for the feast, and, soon after, 'Christ is bom, who 
crowned thee as King’.5 After this they sang the rest of the 
verses, and the instruments played for a time. Then the Em
peror and Empress were praised by name. While the Psaltae 
sang the Polychronia for the occasion, the curtains were closed, 
and when they had finished and only the band was left playing, 
the standard-bearers started to leave the church.

1 In de Off., ch. i, a list of the officials of ‘The Great Church’, i.e. Hagia Sophia, is given. 
The offices are divided into groups, each containing five ranks. The seventh group (πεντάν) con
tains the following: ο πρωτοψάλτην,—8vo δομεστικαι, τον πρώτον καί τοΰ δευτέρου χοροΰ,—d 
λαοσυνάκτης,—πριμμι,κηριος τών ταβουλαρίων,—-ά αρχών των κοντακίων, de Off., ρ. 6. 6. An ex
planation of the functions of these officials is given in Reiske’s commentary, pp. 153-5.

z ο' πρωτοψάλτην ΐσταται μίσον τών Suo χορών, S(£iov τε καί ςνωνυμον. άρχΐται δέ και την εναρξιν 
της ψαλμωδίας· μετά δέ ταΰτα καί ψάλται ολοι. Ibid., ρ. 153- These explanatory lines are taken from 
Allatius (Aliacci) (1586-1669). From them we learn that it was the function of the protopsaltes to 
start the chanting of the psalms,1 which was continued by the choirs of the Psaltae.

3 A description of the ceremony is given in de Officiis, pp. 43—55; the part dealing
with the acclamations is to be found on pp. 49-53.

4 The text has προσψορουν στίχους τη εορτή. Stichoi are verses from the psalms.
5 Χρίστος έγενιψθη δ στεψας σε βασιλέα. de Off., p. 53, 1. 3.
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III. THE ORGAN

From this and other passages in De Ceremoniis and De Officiis, 
describing the use of instruments in secular and ecclesiastical 
celebrations, some conclusions can be drawn about the use of 
the organ. Organs were played in the Hippodrome in proces
sions, and during banquets and receptions in the Imperial 
palace. In the Early Empire hydraulic organs may have been 
used, since instruments of that type were well known in Rome. 
The earliest description of the water-organ is to be found in the 
Pneumatica of Hero of Alexandria, who flourished-about 150 b.c.1 
The next oldest, ‘and practically the only other ancient descrip
tion1 of the hydraulic organ is by Vitruvius (about a.d. 70) in 
the tenth book of his De Architectura, chapter 13. From these 
descriptions, and from the drawing of Hero’s hydraulic organ in 
MS. Harl. 5589 of the British Museum, it can be assumed that the 
water-organ was a large instrument of some weight, the sound 
of which could be heard all over the Roman Circus.

A different kind of organ is represented on a relief, dating 
from the end of the fourth century, on the obelisk of Theodosius I, 
the Great (379-95), in Constantinople.2 In the centre of the 
relief the Emperor is shown in the Hippodrome waiting with 
a garland in his hand for the victor of the races. Under his 
throne are two rows of spectators, and beneath them a row of 
female dancers. On both sides of them two small organs are 
placed, looking like gigantic pan-pipes. We can also see the 
players (ot opyava^toi) and two youths who work the blast-bags3 
with their feet.

This is the new type of the instrument, the portable pneumatic 
organ, which seems to have displaced the hydraulic organ in the 
East at an earlier date than hitherto was thought. A description 
of the Byzantine pneumatic organ can be found in the remini
scences of Harun-ben-Jahja, who was made a prisoner of war

1 Cf. C. Maclean, ‘The Principle of the Hydraulic OrganS.I.M. vi (1904), 187. According to 
W. Schmidt, the editor of the Πνευματικά, Hero lived a century or two later. The invention of the 
instrument is variously ascribed to Archimedes of Syracuse, Ctesibius of Alexandria, and Hero. 
The Greek text of Hero’s description of the water-organ, together with an English translation, is 
to be found in the Appendix to Maclean’s article, S.I.M. vi. 217-20. A facsimile of Hero’s organ 
from Cod. Harl. 5589 of the Brit. Mus. is given in Appendix C, p. 223.

2 A reproduction of the relief can be seen on p. 82 of myJedermann’sBucherei 
(*927)-

3 Cf. Maclean’s article, pp. 184—6, where he gives the reasons for substituting ‘blast-bag’ for 
‘bellows’.



io6 MUSIC IN CEREMONIES
at Ascalon and brought to Constantinople in 867. Describing 
a banquet for the prisoners held at Christmas in the presence of 
the Emperor he wrote

‘Then they bring a thing which is called al-urgana (=τά όργανα). This is 
an object made out of a square of wood after the manner of an oil-press, 
covered with strong leather, into which sixty pipes of copper are put. The 
part of the pipes outside the leather is covered with gold, so that only a 
little of them can be seen, because each pipe is only a little longer than the 
one before. At one side of the square object is a hole; into this a pair of 
bellows is put, like the bellows of a forge... 1 2 Two men now start to blow 
the organ, and the master comes and plays the pipes; and each pipe sings 
according to its length, sounding in honour of the Emperor, while all the 
people sit at their tables. After this enter twenty men, holding chulbags 
(cymbals) in their hands. These men play as long as the banquet lasts/

1 Cf. J. Marquardt, Osteurop. und ostasiat. Siretjzuge (1903), pp, 217 sqq.
z From this part of the description we may gather that the pneumatic organ was not known 

to the Arabs.
3 From Christmas Day to Epiphany.
4 εν 3e τω ττορηκί τοΰ χρυσοτρικλινίον, ήτοι. εν τω ώρολογίεμ έστησαν τά δυο χρυσά όργανα τά βασιλικά 

και. τά δυο αργυρά όργανα τών μερών, de Cer. i. 580,1. 3.
5 Ibid., p. 571.
6 John Cantacuzene, vol. ii, p. 588.

The same ceremony is repeated on the following eleven days.3
The golden organ, mentioned by Harun-ben-Jahja, is the- 

instrument of the Emperor.4 Occasionally two golden organs 
were used to accompany the ceremonies in honour of, or per
formed by, the Emperor, for example those which took place at 
the reception of foreign ambassadors.5 On the side of each of the 
factions the silver organs of the Greens and Blues were placed.5 
The organs were mainly used to provide a harmonious back
ground to the most solemn moments of a ceremony. They 
usually began to play when the singers had finished a Poly- 
chronism, and the same seems to be true of the other instruments 
mentioned in the books of ceremonies.6 But reference is also 
made in the ceremonials to occasions on which organs or other 
instruments were played, while the Kractac and Psaltae sang, 
either separately or together. It has already been mentioned that 
the Imperial band played while the Basilikia were sung, and 
continued to play in the interval between two or more subse
quent Polychronia. Another case of simultaneous singing and 
playing is mentioned in the sixty-ninth chapter of the first book 
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of De Ceremoniis, dealing with the ritual for the day before the 
opening of the chariot-races in the Hippodrome. On that 
occasion Euphemeses were sung, among other chants, praising 
the Holy Trinity, the Emperor, and the Imperial family. Here 
the following direction for the singers is to be found: "While the 
organ plays the Trisagion (και τρι,σαγι,άζοντος τοΰ οργάνου), the 
fCr actae chant: Thrice IJoly, succour the Lords.'1 Another 
passage of De Ceremoniis describes the ritual which must be 
observed when a bride, belonging to the nobility, is conducted 
to the house of the bridegroom. The two factions, with their 
organs, go to the house of the bride, who receives them at the 
door, accompanied by tambourine-players and cymbalists (ύπό 
πλοίων καί χ^ροκυμβάλων). She then mounts on horseback and 
is acclaimed by the two factions. To this description of the 
ceremony the Scholiast of De Ceremoniis adds that the organs 
are played while the bride descends to leave her house and during 
the singing of the acclamations (εν. τω άκτολογεΐν τά μέρη αΰλοΰσι. 
τα όργανα).2

There are no indications of the way in which the accompani
ment of the chants was performed by the organ or the other 
instruments, but the kind of playing and singing that are heard 
nowadays in the Orient gives us some guidance. The organists 
certainly did not use harmonies, though some concords may have 
been occasionally introduced. They probably used both hands, 
and played in octaves. The instrumentalists may have intro
duced, from time to time, a kind of heterophony. It is a question 
still open to controversy whether the medieval term organum, 
used for singing in parallel fifths, fourths, and octaves, does not 
refer to an accompaniment by the organ which, according to 
P. Wagner, ‘was known to the Franks and Germans only through 
the Byzantines’.3 There are too few indications in the sources 
of the way in which organs and other instruments were used for 
us to be able to draw any far-reaching conclusions regarding the 
extent to which the instruments accompanied the singers; yet 
it seems permissible to assume that, as a rule, acclamations were 
sung unaccompanied. This hypothesis is connected with an
other, which has now to be discussed.

λ··.··:1: de Cer, i, ch. 6g, p. 315,1. 10,
2 Ibid., ch. 81, p. 379, Π. 21-2.
3 Cf. P. Wagner, History of Plain-Chant, The Plainsong and Medieval Music Society (1901), 

p. 232.
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The question has often been raised as to whether organs were 

used in church in the days of the Byzantine Empire or whether 
they were excluded from liturgical use as they are to-day. 
There is a passage which might be interpreted as answering the 
question in a positive sense; it occurs in the ‘Dissertation about 
the Imperial Banquets’ by the Protospathavius Philotheos, ap
pended as chapter 52 to De Ceremoniis, ii. Here it is said that on 
Holy Saturday the court, the nobility, and the patricians attend 
the evening service in the church of the Theotokos of Pharus. 
When it is finished and a ‘secret organum’ has given the sign 
(μετά την ζκφώνησι,ν τον μ,νστι,κοΰ οργάνου), they all take off their 
ceremonial garments and put on their usual cloaks. They then 
leave the church and go to the banquet, which is given by the 
Emperor in his palace. This passage, however, does not con
tribute anything in favour of the view that organs were used 
in church. Organon’ is the term both for instrument and for 
the ‘king of instruments’, the instrument, viz. the organ. From 
the wording of the passage it is not clear whether it refers to the 
sudden signal given by an instrument of the band or to the organ. 
This, however, is of secondary importance. The essential point 
in Philotheos’s account is the statement that the organon was 
played after the Divine Office, and therefore did not accompany 
the liturgical chants or the liturgical action between them,* On 
that occasion the sound of the instrument was used to mark the 
beginning of a new, secular, ceremony which followed the liturgi
cal. From every other passage which refers to liturgical singing 
it is clear that the organ was excluded from use in the church. 
The use of the instrument in the Western Church may be ex
plained in the following way. In 757 Constantine Copronymus 
sent an organ as a present to King Pippin. In 812 Michael I 
presented Charlemagne with another instrument. The gift was 
accompanied by musicians who knew how to play the organ, 
and who obviously taught their art to Frankish musicians.1 It 
is also reported that the instruments were copied by Frankish 
craftsmen and the new organs used to assist the teaching of 
Plainchant. Since all this work was done by the monks, it follows 
that the organ was gradually introduced inside the church and 
spread all over the West2 as a church instrument. Organs of a

1 History of Plain-Chant, p. 210.
2 C. Sachs, Handbuch a. Musikinstrumentenkunde (1920), p. 354- 
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larger size were built, and the Byzantine portable organ was 
replaced by instruments of the size we know nowadays, one of 
the earliest being the great organ at Winchester, built in 980.

IV. USE OF THE ACCLAMATIONS

Acclamations were sung when a new Emperor was crowned.1 
Jhe ceremony took place in Hagia Sophia, where the Patriarch 
of Constantinople, after having blessed the crown, himself puts 
it on the head of the Basileus. At that moment the singers shout 
'Worthy’, and the whole assembly does reverence. After this 
the singers chant: ‘Glory to God in the highest, and on earth 
peace.’ This is repeated three times by the congregation. Again 
the singers chant: ‘Good will towards Christian men’, to which 
the congregation responds three times with the same acclamation. 
The singers continue: ‘For God had mercy upon His people.’ 
The people respond three times with the same chant. Thus the 
actologia continues, the people always repeating three times the 
verses sung by the Kr actae:

1 de Off., pp. 86—97 and de Cer., i. 191-6.
2 Ibid., p. 195.

Αύτη ή ήμερα Κυρίου ή μεγάλη.
Αυτή ή ήμερα της· ζωής τών 'Ρωμαίων.
Αυτή η χαρά καί η δόξα τοΰ κόσμον 
εν ή το στέφος της βασιλείας 
της κορυφής σου άζίως περιετεθη. 
Δόξα θεώ τώ Δεσπότη πάντων.
Δόξα θεώ τώ στεφαντι την κορυφήν σου.
Δόξα θεώ τώ άναδείξαντί σε βασιλέα.
Δόξα θεώ τώ δοξάσαντί σε ούτως.
Δόξα θεώ τώ εύδοκήσαντι ούτως.
Άλλ’ ο στεφας σε, ό δείνα βασιλέα, αύτοχείρως 
φυλάξη σε εις πλήθη χρόνων εν πορφύρα, 
συν ταΐς Αύγούσταις και τοΐς πορφυρογέννητοις, 
εις δόξαν και άνεγερσιν τών 'Ρωμαίοσν.
Εισακούση ο θεός τοΰ λαοΰ υμών.
Πολλά, πολλά, πολλά, [ο AaoyJ Πολλά ετη είς πολλά.
Πολλοί ύμΐν χρόνοι, ό δείνα και ό δείνα αΰτοκράτορες 'Ρωμαίων,

[ό λαο?] Πολλοί ύμΐν χρόνοι.
Πολλοί ύμΐν χρόνοι, οι θεράποντες τοΰ Κυρίου.

[ο λαό$·] Πολλοί ύμΐν χρόνοι.2
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(This is the day of the Lord, the great day. This is the day of life for the 

Romans. This is the joy and the glory of the world, on which the crown 
of kingship, worthy of your head, was put on.

Glory to God the Master of all. Glory to God who has crowned your head. 
Glory to God who has marked you out as king. Glory to God who has thus 
glorified you. Glory to God who has been pleased to do this thing. And 
He who crowned you, N.N., to be king, with His own hand, may He 
guard you in the purple your full time, together with the Augustae and 
Princes, for the glory and encouragement of the Romans. May God listen 
to your people (shouting): Many, many, many · (the assembly) Many years; 
for many years.’ May your life be long, N.N. and N.N., Emperors of the 
Romans! (the assembly) ‘May your life be long’. May your life be long, 
Servants of the Lord! (the assembly) ‘May your life be long I’)

Similar acclamations salute the Empress and the Porphyro- 
genneti. At the end of the actologia another group of acclama
tions follows in honour of the Emperor and his co-regent. 
Acclamations were also sung to welcome the Imperial bride, 
who came to Constantinople by sea or by land, and to praise 
her when she was crowned by the Basileus after the crown had 
been blessed by the Patriarch.1

According to the court ceremonial the Empress had to take 
a bath on the third day after her marriage. As she returned from 
the bath she was acclaimed, on her way back to her apartments, 
by the court and all the dignitaries. Three organs were posted 
at different places along her route, and the Blues and Greens 
greeted her with chants in the customary way.2 Extended 
actologiae were sung on the third day after the birth of a prince 
in the Purple Chamber,3 and at the receptions on the anniver
saries of the coronation of the Emperor or of his birthday. Apart 
from the texts of the Polychronia a poem has been preserved 
celebrating the coronation day. It gives an idea of the kind of 
court poetry which flourished in Byzantium, and served as a 
model for the sycophantic glorification of Eastern and Western 
rulers. We should, however, bear in mind that these poems were 
not written in order to flatter an individual, but the bearer of 
the Imperial crown. This is clearly indicated by the fact that 
we do not find the names of Emperors in these poems, but instead 
the words o Silva (so-and-so), which had to be replaced by the 
name of the Emperor actually reigning at the time when they

’ dr Cer·, pp. 208 tqq. * Ibid., pp. 214-1 $.
’ Ibid., pp. 21^-17.
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are sung. This poem1 was chanted by the two factions after they 
had performed a dance with torches:

Χαίρει 6 κόσμος ορών σε αύτοκράτορα δεσπότην 
καί ή πόλις σου τερπεται, θεόστεπτε ό δειυα· 
ώραΐζεται ή τάξις σε βλεπουσα ταξιάρχην, 
και εύτυχοΰσι τά. σκήπτρα σκηπτούχον σε κεκτημενα. 
Κατακοσμεΐς γάρ τον θρόνον της πατρώας βασιλείας 
συν τη Λυγούστη προπεμπων μαρμαρυγάς ευταξίας· 
οθεν εύημεροΰσα διά σου ή πολιτεία 
της σης αυτοκρατορίας εορτάζει τήν ημέραν.

(At the sight of you, the Lord Emperor, the world rejoices, and your 
city is gladdened, God-crowned N.N. Seeing you as its leader the army is 
enriched, and with you as their bearer the sceptres are happy. For you 
adorn the throne, the Kingdom of your fathers, sending forth, together 
with the Empress, rays of harmony. Therefore the State, flourishing 
through you, celebrates this day of your rule.)

The diversity of the acclamations is not exhausted by the 
enumeration of all those which were written for the solemn 
feasts and celebrations of the Byzantine calendar, for the 
christianized pagan feasts, for the Hippodrome, and for the 
triumphant return of the victorious Emperor. The ceremonial 
also contains acclamations for celebrations of minor importance, 
for example for the promotion of court officials, and in addition 
for the seasonal feasts such as the ‘Vintage Feast’ (ήμερα τοΰ 
τρυγητόν). This feast was celebrated in the middle of September 
and took place in an open space in the vineyard of the Emperor’s 
summer-palace. After the blessing of the grapes by the Patriarch 
of Constantinople the Emperor presented each of the assembled 
officials, senators, and patricians with a cluster of grapes. During 
the ceremony hymns were sung by the factions of the Blues and 
Greens, the first of which, composed in the first Mode, runs as 
follows:

*Εκ τοΰ λειμώνας της γνώσεως 
τοΰ δεσπότου της σοφίας 
τρυγησαντες άνθη, 
ιερά τάξις τών εντίμων πατρικίων 
εν τώ προσφερειν τών ασμάτων τά πλήθη, 
κεφαλήν καταστεφωμεν,

1 Ibid., i. 279· The metrical form of the poem has been restored by P. Maas in ‘Mctritche 
Akldamat.', B.Z. xxi (1912), 37 sqq. Cf. Λ Vogt, Constant. Porpbyr., Lt Livre des ceremonies, 
Comment, ii. 196.
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ώ? ο ΐκον τί?$· βΰωδία? τών νοημάτων, 
άντίλαμβάνοντες τοΰ εκείνου τερπνών γαρίτων. 
Μλλά, αθάνατε βασίλεΰ τών απάντων, 
συ δ/δου επι ττολν ταυτην την εορτήν 
τώ κόσμω της αΰτοκράτορος εξουσίας 
ό Setra τοΰ θεοστεπτου χρι,σθέντος βασι,λέως.

(From the field of knowledge of the Master of Wisdom, we, the sacred 
order of the honourable patricians, have gathered flowers and, offering 
many songs, having participated in his pleasant graces, we will crown the 
head, like a fragrant house of thoughts.

Hence, immortal King of the Universe, grant that the world may for 
long enjoy this festival of the Imperial power, of N.N., the God-crowned 
and anointed Emperor.)

V. FUNCTION OF THE ACCLAMATIONS

From the descriptions of ceremonies during which acclamations 
were sung their main function becomes evident. They were 
primarily intended to increase the pomp of the appearance of 
the Emperor and his court, or of the Patriarch and his clergy, 
or of both. They had the further object of regulating the order 
of rites, processions, games, receptions, entertainments, and 
representations performed in the presence of the Emperor. 
They also served to impress foreigners with a demonstration 
of the splendour of the capital and the power of the Eastern 
Empire.

The descriptions given in the two Ceremonials of the reception 
of Oriental ambassadors give us a vivid picture of the theatrical 
apparatus with which such an effect was accomplished. Cooler 
minds, however, seem to have seen through the artificiality of 
these spectacular shows. The famous report of Liutprand of 
Cremona to Otto I on his mission to Nicephorus in June 968 gives 
us an idea of how these ceremonies failed to impress an un
favourably biased spectator. Describing the procession of Nice
phorus from the palace to Hagia Sophia he wrote:

‘As Nicephorus, like some crawling monster, walked along, the singers 
began to cry out in adulation: "Behold the morning star approaches: the 
day star rises: in his eyes the sun's rays are reflected: Nicephorus our 
prince, the pale death of the Saracens”. How much more truly might they 
have sung:—"Come, you miserable burnt-out coal, old woman in your 
walk, wood devil in your look; clodhopper, haunter of byres, goat-footed, 
horned, double-limbed; bristly, wild, rough, barbarian, harsh, hairy, 
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a rebel, a Cappadocian!” So, puffed up by these lying ditties, he entered 
St. Sophia, his masters, the emperors, following at a distance and doing him 
homage on the ground with the kiss of peace?1

Besides these there were the acclamations sung by the Psaltae 
which formed part of the religious ceremonies. They were of a 
different character, as can be seen from the examples given 
above. The splendour of the singing of the Euphemeses in Hagia 
Sophia certainly surpassed anything of that kind in Western 
ritual, since we may assume that the no Anagnostae of the days 
of Justinian, who were increased in number to 160 under Hera- 
clius,2 had the office not only of chanting the Epistles but also 
the acclamations, while the twenty-five Psaltae, mentioned by 
both Justinian and Heraclius, had to sing the hymns and to 
intone the acclamations. Otherwise it would be impossible to 
explain w£.y such a great number of "Readers1 were needed, 
amounting under Justinian to more than four times, under 
Heraclius to more than six times, the number of the singers. The 
function of the Readers, the Anagnostae, could not have been 
confined to the chanting of the lessons from the Prophets and 
the Epistles; it was obviously their task to do all the chanting 
required at a solemn service in the "Great Church1, as Hagia 
Sophia was called by the people of Constantinople. John Canta- 
cu zone's description of the funeral of Andronicus Palaeologus 
the Younger gives an idea of the singing in Hagia Sophia on such 
an occasion. He writes that so many priests came to Con
stantinople to attend the ceremony that the Great Church seemed 
too small to hold them all; yet the rites were performed in such 
perfect order that it seemed as if only a select number of officiants 
had taken part in them. There was no murmur to be heard from 
the crowd, as is often the case on such occasions, but a perfect 
and harmonious performance was given, when the whole con
gregation sang the sacred hymns antiphonally. "Seeing the 
enormous assembly of priests with their bishops, adorned with 
the holy vestments, led by the one Patriarch, performing the 
same rites, was a spectacle producing not only amazement but 
also delight/3 We may assume that the singing at the funeral 
was conducted by the domestici of the two choirs of psaltae,

1 The Warks of Liudprand of Cremona, translated by F. A. Wright (1930), pp. 240-1.
2 Cf, de Off., p. 112.
3 John Cantacuzene, Hist, iii, ch. i; P.G. cliii, col. 707.
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reinforced by those of the Blues and Greens, and by the ana
gnostae, while the responses were sung by the congregation.

These massed choirs, however, were used only on rare occa
sions, as John Cantacuzene points out, and yet even the normal 
service at Hagia Sophia, on solemn festivals, exceeded in pomp 
that of all other Byzantine churches, where a much smaller 
number of singers was used. Originally only two anagnostae were 
required for the reading of the Lessons, as can be seen from 
another regulation of Heraclius, and this custom was retained 
in the small churches. The fact that 160 anagnostae took part 
in the liturgical service from the seventh century onwards, in 
addition to the psaltae, gives an idea of how far Eastern liturgy 
had developed from the monastic ideal of the early days of 
Christianity, which was still preserved in anchoretic communities 
of the fifth century, which abstained from any form of singing 
even from the chanting of the psalms.1 We shall have to refer 
in a later chapter to the tendency of the Eastern Church to 
heighten the solemnity of the Divine Office by introducing more 
and more music into the service. The history of Byzantine 
ecclesiastical music, as a matter of fact, shows a slow but gradually 
increasing preponderance of the music over the words.

VI. THE MUSIC OF THE ACCLAMATIONS

The music of all the actologiae and poems contained in the 
books of ceremonies is lost, but fortunately some Poly chronia 
and Euphemeseis sung during religious ceremonies in honour 
of the Emperor and the Patriarch are preserved in liturgical 
manuscripts. Though the versions of the melodies belong 
to the final period of the Empire, these documents give us a 
clear idea of the kind of music that was sung to the text of the 
acclamations.

The acclamation which follows here was performed in honour 
of the Emperor John VIII Palaeologus (1425-48) and of the 
Patriarch Joseph II (1425-39). The manuscript, belonging to the 
monastery of Pantocrator on Mount Athos, seems to be dated 
1433.2 The rubrics of the manuscript indicate that each of the

1 Cf. J.-B, Pitra, Hymnogr. de fegl. gr., p, 43.
a Cf. H. J. W. Tillyard’s article on ‘The Acclamation of Byzantine Emperors’, no. xviii,

p. 241, from which music and text of the acclamation are taken. Tiltyard visited the monastery 
of Pantocrator in September 1912, his transcriptions of the music from MS. Pantocr. 214 are 
contained on pp. 247 and 250-1 of his article. I have adapted the rhythmical rendering of the 
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three parts of the Euphemesis is first sung by a Precentor1 in 
the Sanctuary, and then repeated by the psaltae, standing in the 
Solea.

(i) Ευφημησις τών Βασιλέων λέγει Se -πρώτον ο έν τώ βήμ,ατι.
(ίΐ) Αποκρίνονται οί έκτος τό αυτό· και πάλιν οι εντός ετερον είς τους 

Βασιλείς.
(ΐίΐ) Και οί εκτός πάλιν όμ,οίως τό αυτό, και πάλιν οι εντός εις τον Πα

τριάρχην.2

(0

Πολ - λά .... τά e - τη τών βα - σι - λε - ων

Πολ - λά .... τά ε - τη τών βα - σι - λε - ων

Πολ - λά .... τά ε - τη τών βα - σι - λε - ων

(ii)

I - ω - αν - - - νον τον ευ - σε - βεσ - τα - τοι> βα - σι - λε - ais

και αύ - το - κρά - το - ρος ‘Ρω - μαί - ων τοΰ Πα - λαι - ο - λό - γοιτ

και Μα - ρί - α? της ευ - σε - βεσ - τά - της Αΰ - γού - στης πολ - λά τά ε - τη

melodies to the methods agreed on by us at a conference at Copenhagen in July 1931, at which 
the foundation of the Monumenta Musicae Byzantinae was decided upon, and the rules for the 
transcriptions set up by the Editorial Committee.

1 In some of the rubrics the Domesticus, in others the Protopsaltes is specified as precentor.
2 A.B.S., no. xviii, p. 246.
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I “ ω - - σηφ , . . , τοΰ ά - γι - a> - τα- τον

και οι - κου - /xe - νι - κον ττα - τρι - άρ - χον πολ - λά τά e - τη.1

The Polychronisma proper, viz. the phrase πολλά τα ετη τών 
βασιλέων, is set to a florid musical passage; the part containing 
the names and the titles of the Emperor and the Patriarch keeps 
to a kind of cantillation or chanting.

Another example taken from the same manuscript shows a 
richer style throughout the whole composition. It contains the 
most familiar formula of the acclamations: πολυχρόνιον ποιήσαι 
ο 0€ος την αγίαν βασιλείαν σας εις πολλά ετη.2



MUSIC IN CEREMONIES 117
Tillyard’s suggestion, nearly half a century ago, that the ac

clamations for the Emperor John VIII and the Patriarch Joseph 
might be an adaptation of earlier music, was confirmed by 0. 
Strunk. In his study on 'The Byzantine Office in Hagia Sophia'1 
Strunk refers to acclamations in Codex 2061 of the National 
Library at Athens which are addressed to the Emperor Manuel 
II palaeologus (1391-1425) and his wife, the Serbian princess 
Helena, when they visited an archi-episcopal church, probably 
Saint Sophia in Thessalonica. For political reasons this event 
must have taken place shortly after 1403, when Sultan Bajezid 
had given back Thessalonica to the Byzantine Emperor.

1 Cf. Dumbarton Oaks Papers^ ix and x (1956), 1S0.
2 Ibid., p. 199.

Strunk refers further2 to the acclamations in Codex 2062 which 
also 'has come to Athens from the Gymnasium in Salonika’, and 
is of an earlier date than Cod. 2061, because it contains the 
acclamations for John V, Palaeologus (1341-91) and his wife 
Helena, followed by those for his son Andronicus IV Palaeo
logus and his wife Maria. These acclamations must belong to 
the period between 1379 and 1383, because these were the only 
years in which a kind of peace existed between the rebellious 
Andronicus and the old Emperor John who had made him Co
regent.

Stylistically these two groups of acclamations are of the same 
type as those addressed to John VIII and the Patriarch. They 
consist of (1) a group of liturgical formulae, followed (2) by the 
acclamations proper in which the Emperors and Empresses were 
addressed by their names, and (3) the repetition of the liturgical 
formulae. Between the chants are prayers by the bishop. The 
chants were intoned alternately by one of the two Domestici, 
the precentors of the two choirs, and repeated by the choirs, as 
can be seen from the rubrics in e.g. Cod. 2062, fol. 56, where the 
response of the left choir (d apwTtpos χορός) and the right choir 
(d Sefid? χορός) is indicated in red ink. The people (d Aady) 
answered with short stereotyped formulae. The acclamations 
proper and their responses were repeated several times, as can 
be seen from Codd. Athens 2061 and 2062; but only Cod. 2061, 
fol. 72 v. contains the Polychronion which we know already from 
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the acclamations in honour of John VIII, though in a slightly 
different version:

Whereas the liturgical formulae are composed in the ornamented 
psalmodic style, the acclamations proper in which the names of 
the emperors and empresses are chanted are in the simplest type 
of musical declamation, like the Western laudes regiae.1 The 
chanting occurs on a repeated note, the so-called legetos, the 
reading note, which isg, but changes with recitation on the higher 
fifth, on d; in some instances only the interval of a second up
wards occurs to mark a short, accentuated syllable.

There now follow the transcription of the acclamations in 
honour of John V and Andronicus IV when they and the em
presses entered the church:

E Cf. E. H. Kantorowicz, Laudes Regiae, with a study of the music of the Laudes and musical 
transcriptions by M. F. Bukofzer, Univ, of Calif. Press (1946). Here too the liturgical formulae 
like Exaudi Christe, Christus vincit, Salvator mundi, &c. are melodies, whereas the acclamation 
(p. 220) Domino nostro regi Friderico magnifico et triumphatori ac invictissimo vita perpetua is a 
recitative with cadences on triumphatori and perpetua.



MUSIC IN CEREMONIES

Sc emo - τα..

Σω-σαν Sc - o - - s την ά - γΐ - ar και St - καί

rit..............

- αν και d - λό - φαί - τόν σον ψν - χη - - - - ν,

ά - yt - ί η - μων δί - σττο - τα cis at - ώ ■ - rar.

The Domesticus: (The people repeat these words)
__ ______  i_____ i__________ >_,,________

F-—g—t*—f

Πολ - λα τά e · τη τών βα · σι - Ac - ων·. t

The Domesticus:

’/ - ω - άν · νον τον cv - ac ·* βΐ - ατά - του βα - at - Ac · ais και ai - το ~
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_______________________________ i_________________________!______ ----------n_____________ --------------------------------------------------------  
—-0.--------0---------a- 0------i—0—0------0 - 0_—j-____ 0- ■--- —A*-----&---0——-0 --0—

-u-- ~ i -—-2-- 0—
- κρά - το - pos 'Ρω - μαί - ων τοΰ Πα - λαι - ο - λό - γου και Έ - λό - νης της

The people: Πολλά τά ότη κτλ.

εΰ - σε - βε-στά-της Αν - γον-στηΐ' ττολ-λά τά ε - τη:

The Domesticus

Αν - δρω - νι - κον τοΰ εν - σε- βε-στά-του βα - σι - λε-ω? τοΰ Πα-λαι~ο - λό -

The people: Πολλά τά ετη κτλ.

- yoir καί Λία - pc - as της εν - σε - βε- στά-της Αύ-γον-στης σολ - λά τά ε - τη.

The Domesticus: The people repeat.

Π:74 ; ·

Πολ - λά τά e - τη των βα - σι - λε - ων·

^ΣΣΞ- ΞΞ=ΞΖν=Ζ^=3ΓΖΖΞΣ^ΣΣ^— t—... q
fe; »

C/ ^ι··ιιπΑιιι-- 1
Εν - λό - γη - σον δε - _ _ σ-τ·ο - τα

Evidently the acclamations belonged to the liturgical reper
tory and may have been introduced into the Byzantine ritual at -j; 
a very early date. In a review of the first edition of this book { 
Dom M. Huglo* showed the striking similarity between the f
acclamation to John VIII and the Kyrie Jesu Redemptor, dating (|
from the tenth century. We give here a synopsis of (i) the j 
Polychronion in honour of Manuel II (1391-1425), (2) the Ac- 
clamation in honour of John VIII (1425-48), and (3) the Kyrie J 
Jesu Redemptor (Ed. Vat., no. XIV). I

VilP
1 Cf. Revue gregarienne, xxx (1951), 35-40·

f
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We may assume, therefore, that the melody belongs to that 
old stratum, common to the Eastern and Western Churches, 
which goes back to Syro-Palestinean worship.1

1 Undoubtedly the common archetype was simpler; this is made evident by the two diSer ent 
Byzantine versions, but we need not consider a direct Byzantine influence in the Kyrie· the process 
of ornamentation is in keeping with similar melismatic developments both in Eastern and Western 
Chant.

2 Cf. E. Wellesz, The Akathislos Hymn, M.M.B. Transcripta, vol. ix, pp. xxxvii-xxxviii.
3 Cf, E. Wellesz, ‘Probleme der musikalischen Orientforschung’, Jahrbuch der Musikbiblioihek 

Peters, 1917, pp. 15-18, and ‘Early Christian Music’ in the New Oxford History of Music, ii. 10-13; 
C, Hbeg, La Notation ekpbonetique, M.M.B. Subsidia, i. 2 (1935), T42~5·

In the Polychronion on p. 116, last line, the word ετη is ex
tended by three inserted χε. Such inserted syllables or vowels 
are regular features in the so-called kalophonic chant, and they 
are particularly frequent in richly ornamented music from the 
thirteenth century onwards.2 The practice of inserting syllables, 
however, is much older and not confined to Byzantine texts. 
One finds the inserted vowels a and i and the syllables yga in 
fragments of Manichean hymns from caves in Turfan. These 
texts date from the seventh century and are written in Sogdic.3 
Similar insertions can be found in songs of Bedouins, Roumanians, 
Caucasians, Tartars, &c. The Manichean hymns are written in a 
Syriac script and have a kind of ecphonetic notation, consisting 
of a system of dots for the lectio solemnis which was introduced 
in Syria itself about a.d. 500. We may assume therefore that this 
system of ecphonetic notation was in use in the Syro-Palestinean 
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churches of the Byzantine Empire at an early date and also that 
the way of singing which demanded the insertion of syllables was 
the custom at an early date. The breaking up of the melisma in 
groups of two and three notes made the singing of extended 
phrases easier for the soloist. The practice of inserting syllables 
is even now to be found in printed books of the Greek Church.



CHAPTER V

BYZANTINE LITURGY
I. THE LITURGIES OF ST. BASIL AND OF ST. CHRYSOSTOM AND THE 

LITURGY OF THE PRESANCTIFIED

BEFORE giving a survey .of Early Christian and Byzantine 
Hymnography we must first say a few words about the 

development of the Byzantine rite and the service-books which 
contain the liturgical texts. Among the latter we shall find a 
group of books which contain either the words of the hymns 
alone or both the words and the melodies written down in 
Byzantine musical notation. Since this group of books-is the 
basis for the study of Byzantine Hymnography, we shall have 
to give a summary of the contents of the two of them which are 
most important sources for our studies.

The principal part of Early Christian worship consisted in the 
celebration of the Mass. Its liturgical, origin can be traced back 
to the moment when the two distinct elements of the worship 
of the Primitive Church were combined into a single, henceforth 
inseparable, liturgical action: they were, (i) the service of the 
Temple or the Synagogue on Saturday morning, in which the 
Jewish Christians of the Apostolic age used to participate, and 
(2) the common meal, the Agape or ‘Love-feast’, which was held 
in the private houses of some wealthier members of the Christian 
community in order to commemorate the Lord’s Supper.1

In the early days of the Byzantine Church, as has already been 
said, Mass was celebrated frequently, but not daily; the same 
practice existed originally in the Western Church. But while the 
Latin Church introduced into the service of the Mass elements 
peculiar to the feast of the Saint for the day, the Eastern Church 
maintained the liturgical custom of Early Christianity by cele
brating Mass without variation throughout the ecclesiastical 
year and refraining from inserting into the Canon of the Mass 
prayers or songs proper to the day’s celebration. Thus only 
three texts were used by the Byzantine Church: (1) the Liturgy

1 Cf. A. Baumstark, Vom geschichtlichen Warden der Liturgie (Freiburg i. B., 1923), pp. 13-21; 
Liturgie compares (Amay a Chevetogne, 1939), pp. 33—56; A. B. Macdonald, Christian Worship 
in the Primitive Church (Edinburgh, 1934.), pp. 11-12; C. W, Dugmore, The Influence of the 
Synagogue upon the Divine Office (O.U.P., 1944)·
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of St. Basil, (2) the Liturgy of St. Chrysostom, and (3) the- .1 
Liturgy of the Presanctified. :

Eastern tradition is unanimous in ascribing the first liturgy G
to the great Cappadocian Father. There is no reason to question 1
this belief, as in his writings St. Basil several times mentions 1
the difficulties which he encountered in reforming the liturgy ~
and as the text bears the marks of an outstanding theologian -j-
and a master of Greek rhetoric.1 The Liturgy of St. Basil seems 1
to be an adaptation of a Syrian text which had been in use in 1
Cappadocia up to this time. From Caesarea, the metropolitan see I
of Basil, where it first came into use, the new liturgy spread "j
widely and was finally introduced into Constantinople. Here it ί
was celebrated on certain solemn festival days in addition to the 1
shorter local service, viz. the Liturgy of St. Chrysostom, which |
also derived from a Syrian source.2 The third text, the Liturgy j
of the Presanctified, was celebrated during the sixth and seventh 
centuries on a few weekdays only, especially on Wednesdays j
.and Fridays in Lent, i.e, on days for which the gifts were con- j
secrated before, on the Sunday. When the regulations of the J
Council in Trullo (a.d. 691) came into force the use of the Liturgy j
of the Presanctified was extended to all weekdays in Lent.3 At i
present, however, the old custom of celebrating the Mass of the j
Presanctified only on Wednesdays and Fridays in Lent has been |
restored. j

II. THE COMMUNITY AND THE SERVICE I
The role played by music in the Byzantine Mass was deter- i

mined by its rigid structure. The Mass of the Eastern Church 1
retained the Jewish form of congregational service. It can be J
seen from the Apostolic Constitutions that the chanting of the |
psalm by the Anagnostes was accompanied by the congregation, 
who sang the responses after each verse.4 The congregation | 
respond with the singing of Kyrie eleison to each summons to f
prayer by the deacon.5 In the Byzantine liturgy before the ?
seventh century, ‘the episcopal blessing ‘Peace be to you all· is ■

1 A. Baumstark, Die Messe im Morgenland (1906), p. 53.
2 S. Salaville-J. Μ. T. Barton, An Introduction to the Study of Eastern Liturgies (1938), p. 15.
3 J. Pargoire, L’Eglise byxantine de gay a 847 fParis, 1905), p. 231. 5
4 Viva Stic λεγάμενων αναγνωσμάτων έτερό? τι; τοΰ 4αβί3 ψαλλέτω ΰμνονς καί 6 λαό? τα άκροστίχια |

ΰποφαλλίτω. Apostolic Constitutions^ ίί, ch. 57. j
5 Ibid. viii. 6, § 9. , j 
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answered by the people, who sing 'And with thy spirit’, and the 
same responses are used when the bishop enters the church before 
the sermon, at the ceremony of the Kiss of Peace, and before the 
dismissal of the congregation at the end of the service.1 As the 
liturgy developed, these formulae increased in number and were 
repeated more frequently during the service, which, accordingly, 
took on the character of a corporate action between the celebrant 
and the clergy on one hand and the congregation on the other.

3 Cf. P, Hendrix, ‘Der Mysteriencharacter der byzantinischen Liturgie’, B.Z. xxx. 334.
+ ετι θεσπίζομεν πάντας τούς κληρικούς τούς εν έκαστη εκκλησία 3d εαυτών <^άλλ«ν τά τε νυκτερινά

και. τα ορθρινά και τά εσπερινά, καί μη μόνον έν τω δαπανάν τά εκκλησιαστικά πράγματα κληρικούς
φαίνεσθαι, όνομα μεν έχοντας κληρικών, μη έπιτελοϋντας δετό πράγμα τοΰ κληρικού προς την λειτουργίαν
τοΰ δεσπότου θεοΰ. Codex Justinianus, i. 3· 42, § loj ed, Ρ. Krueger, p. 28. The decree refers not to
the entire cycle of the Canonical Hours but only to the three most important parts of the Office,
to those which had their origin in the ancient Vigils. In the days of Justinian only Egypt and the
Sinai adhered to the old use of celebrating these Hours only. Everywhere else, for nearly a century, 
Prime (*Ωρα πρώτη), Terce (*Ωρα τρίτη), Sext ("Ωρα έκτη), and None ("Ωρα έννάτη) had been

Apart from a large number of responses, the Byzantine Mass 
included from the earliest days a certain number of hymns. 
Though the Mass-formularies of the fifth to the ninth centuries 
are transmitted in fragmentary form, we can see that the place 
for singing the Divine Songs (τά θεία ασματα)2 was in the 'Mass of 
the Catechumens’, between the Lections. These 'Divine Songs’ 
were the Prokeimenon, sung before the lesson from the 'Apostle’, 
and the Alleluia, sung before the Gospel. At the beginning of 
the Mass the 'Trisagios Hymnos’ was sung. Already in the days 
of Justin II (565-78), according to Cedrenus, the 'Cherubic hymn’, 
accompanying the 'Great Entrance’ (η μεγάλη, or ή τών αγίων 
μυστηρίων, βί,σοδο?) was sung. Of the same date seems to be the 
Communion Chant (Κοινωνικόν). The reading of the Gospel was 
followed by a homily in poetical prose.* The dramatic character3 
of the Byzantine Mass, however, did not permit the accumulation 
of too many chants, which would have clogged the liturgical action 
and introduced a static element. This less dramatic type of 
worship had its place in the Morning and Evening Service.

III. THE OFFICE

By a decree of Justinian I in 528 the daily singing of the three 
main offices, i.e. Matins (Μεσονύκτιόν), Lauds ("Ορθρος), and 
Vespers (Εσπερινόs), was made compulsory for all the clergy who 
were attached to a church.4 * * * * * The obligation was confined to the

1 S. Chrysostom in Col. iii. 3 (348 c). Cf. F. E. Brightman, Liturgies Eastern and Western, 
pp. 527-30, z Cf. F. E. Brightman, op. cit., pp. 3-4 and p. 535. 
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sanctuary alone. Neither a monk outside his monastery nor a 
member of the clergy outside his church was obliged to say 
the prayers of the Horae diurnae. This rule remained in force 
in the Eastern Church from the sixth century to the present 
day. On the other hand, the recitation of the Psalter, the main 
part of the Office, was not confined to the choir but could also 
be performed by laics. This practice goes back at least to the 
sixth century, since, in the decree, Justinian contrasts the zeal of 
many laics in performing the psalmody with the laxity of some 
clerics who do not fulfil the duties to which they are appointed.1

From the decree in the Codex lustinianus it can be seen that 
the Imperator, acting as head of the Church, was anxious to 
strengthen the tendency to preserve the oldest form of Christian 
worship, the daily corporate morning and evening prayers, whose 
principal elements can be traced back to Jewish liturgical usage 
in the times of the Apostles.2

Daily prayers following a prescribed ritual were not alien to 
the earlier, pagan, Greek society. From inscriptions on stelae it is 
known that a kind of pagan Breviary was in use in the time of the 
Roman Emperors.3 This evidence is strengthened by a passage 
from a letter of Julian the Apostate, in which he prescribed that 
men should pray ‘many times to the Gods both privately and 
as a community, preferably three times daily,.but if not, certainly 
in the morning and evening’.4 Thus the Imperial edict appealed 
both to those who had been brought up in the Christian spirit 
and to those in whose mind the memory of the pagan faith of 
their ancestors was still alive. The terms of the edict, however, 
are entirely based on Early Christian tradition.

The edict of Justinian is a reaffirmation of prescriptions which 
date back to the Apostolic Constitutions (viii, c. 34) and to the 
rule of St. Basil. There, however, not only the participation in 
the ancient, tripartite cycle of Matins, Lauds, and Vespers is 
prescribed, but also in Terce, Sext, and None. Chrysostom even 
goes a step farther by imposing the duty of attending the Mid
introduced between the Morning· and Evening Office. Cf. J. Pargoire, L’Eghse byxanttne de 527 
d 847, p. 103.

1 el γάρ πολλοί τών λαϊκών διά το την οικείαν ώφελήσαι ψυχήν ταΐϊ άγιωτάταις έκκλησίαι; προσε- 
δρενοντε; σπουδαίοι περί την ψαλμωδίαν δείκνννται, πώ; οΰκ άτοπον τον; κληρικόν; τον; επι τουτιρ 
τεταγμενου; μη πληρούν το οικεΐον επάγγελμα ; Cod. lust. 1. 3- 2£·

1 Cf. S Baumer, Geschichte des Breviers, pp. 31 eqq. 3 Cf. footnote to Chapter vi, p. 146.
* εϋχεσθαι πολλάκι; τοΐ; θεοί; ιδία και δημοσία, μάλιστα μεν τρΐ; τή; ήμερα;, ει δε μη παντω; 

άρθρου γε [τ«] καί δειλή;. lulian. ep. S9 b.
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night Office (Μεσονυκτι,κόν} not only on clerics but also on laics.1 
From the edict of Justinian we can gather that such a rigorous 
performance of religious duties could not be reconciled with the 
normal life of the citizen, particularly in the big towns. But even 
among the clergy a remarkable slackening of religious activity 
seems to have taken place in consequence of the growing wealth 
of monasteries and churches, as can be seen from Justinian’s 
warning that the clerics should not only profit from the goods of 
the churches but should discharge their duties towards the ser
vice of God, their Lord.2 After the reorganization of monastic 
discipline the daily attendance at all the canonical Hours became 
compulsory for the clergy.3

1 Cf. P, A. Couturier, Cours de liturgie grecque-ntelkite, ii. 9.
2 Cod. lustin. i. 3. 42, § io; cf. p. 109, n. 5,
3 Exceptions from the rule are given by P. A. Couturier, op. cit., pp. 12—13.

From the early days of Christianity the Divine Office was 
composed of four elements: (1) Psalms, (2) extracts from the 
Scriptures, (3) prayers, and (4) songs, all of them deriving from 
the Jewish Service. To these, homilies and sermons must be 
added. As the calendar of the ecclesiastical year developed it 
became necessary to celebrate the various feasts of the cycle and 
the commemorations of the saints. Here there is a divergence 
from Western liturgical development: the place for celebrating the 
Proper of the Season and the feasts of Our Lord, the Blessed 
Virgin, the Apostles, Saints, and Martyrs, was not the Mass but 
the Office. Here prayers and hymns for special purposes were 
inserted. Intent on augmenting the splendour of the service, the 
Byzantine Church introduced songs into the Office in an ever- 
increasing number,' until in the eleventh century a richness and 
variety was achieved, which could not be increased without 
lengthening the Horae diurnae out of all proportion. Byzantine 
liturgy, therefore, was codified, and the form given to it in the 
eleventh century remained practically unchanged until the 
present day. With the exception of a few hymns which were 
added after the codification, ecclesiastical poetry came to a 
standstill. But the musical development could not be stopped. 
We shall see that the musicians embellished the melodies to 
which the poems—written iii a strict form or in poetical prose— 
were sung, until it became necessary to shorten the texts, since 
in many instances the ornamentation of the music made it 
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impossible for the words to be understood. The process of 
embellishing the melodies began in the last period of the Byzan
tine Empire; it gained ground in the course of the sixteenth, 
seventeenth, and eighteenth centuries. It is best to refrain from 
any aesthetic conclusions which may prove unjustified and false 
in the light of later investigations. It is, however, accepted by 
nearly all students of Byzantine music that this latest phase, 
whose beginning coincides with the decline of the Byzantine 
Empire and which continues during the influx of foreign elements 
in a time of foreign domination, has all the features of a super
ficial development. Here we shall have to concentrate on the 
development of hymnography in the great period of Byzantine 
civilization, from the early days of the Empire to the fourteenth 
century. The destruction of all musical manuscripts prior to the 
end of the Iconoclastic controversy makes it impossible for us to 
follow the development of the music from the beginning of the 
Empire to the end of the ninth century; but we can give a survey 
of the poetical development, from which it can be seen that this 
period was one of the great epochs in the history of music. More
over, we shall be able to show that the treasury of melodies which 
were sung in that period did not vanish together with the books 
which have perished, but was preserved in later manuscripts, 
though in slightly changed form, when the melodies, originally sung 
to the words and stanzas of the Kontakia, were set to new texts 
and sung as melodies of the Odes, the Kanons, and the Stichera.

The codification of the Office restored the preponderance of 
the two ancient Hours, Lauds ("Ορθρος) and Vespers ('Εσπερινός). 
Between the two stand a liturgical night prayer, Apodeipnon, 
corresponding to Compline, to be said after supper, and the 
Mesonyktikon prayers at midnight, which were practically com
bined with the Orlhros.

The Office of Vespers (^Εσπερινός), for example, is built up of 
eighteen, in Lent of nineteen, parts as follows i1

Vespers
I. Initial prayers.

(i) Sacerdotal benediction.
(2) Invocation of the Holy Spirit.
(3) Trisagion. Dominical prayer.

1 The structure of Vespers is given according to F. Mercenier and F. Paris, La Priire des eglises 
de rite byaantin, tome i (1937), pp. 3-4.



VI.
VII.

VIII.
IX.
X.

XL 
XII. 

XIII.

XIV.
XV.

XVI. 
XVII. 

(XVIII.
XIX.
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I
I II. Introductory Psalm (Ps. 103) and sacerdotal prayers in silence.
I III. Great Collect.
j IV. Lection from the Psalter and short Collect.
j V. Vesper Psalms (140, 141, 129, 116) with Stichera (versicles)

inserted between the last few lines of the Psalms.
Procession (on feasts) and Evening Song.
Prokeimenon (response) and Lections of prophecies from the 
Old and New Testaments.
Litany (on feasts) or prayer by the Superior. 
Litany (on Vigils) or Procession.
Aposticha (short hymns).
The Hymn of Simeon ‘Nunc dimittis’ (Luke ii. 29-32). 
Trisagion.
Apolytikion (Hymn before the Dismissal), Troparion followed 
by its Theotokion.
Artoklasia (Breaking of Bread at Vespers, preceding a Vigil). 
Litany of the feast.
Benediction.
Prayer.
Lenten prayers.)
Apolysis (final-benediction).

The central group of the Hesperinos is formed by the Vesper
tine Psalms (ot Λυχνι,κοί) of the fifth part (Pss. 140, 141, 129, 116), 
preceded by Ps. 103 (Εύλογα/ η Ψ^χή Μου» Κύριον), and 
followed by the Evening Song ‘Hail, gladdening Light’ (Φώς 
Ιλαρόν) and the prayer of Simeon (Νυν άπολύας). These psalms 
and songs obviously constitute the oldest poetical layer of the 
Hesperinos. Part IV, which according to the Typikon, the 
Ritual of the Eastern Church, contains a reading from the Psalter, 
was added when psalms having a special reference to the feast 
of the-day were inserted. The hymns and short stanzas, placed 
between the last verses of the Psalmi Lucernarii, or sung during 
the processions or other ceremonies, also had the function of 
connecting the Office with the movable feasts.

IV. THE LITURGICAL BOOKS

The complex structure of the Office required the use of a 
number of liturgical books in which the fixed and movable parts 
of the ritual for the ecclesiastical year were collected. The 
celebration of the Byzantine rite was, as we have learned, in
cumbent on monasteries and churches, but not on individuals.

I! 181 K
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The Byzantine Church, therefore, did not possess books com
parable to the Western breviaries or missals. The texts needed 
for the service were distributed in various books, each of which 
was handed over to clerics, whose function it was to read or 
sing a special part of the Office. These liturgical books varied 
in number and content from the great period of the Byzantine 
Empire to the present day. They are divided into two groups: 
those which contain the regularly recurring items, as e.g. the 
prayers during Mass, and others which contain the variable 
items of the Service, as e.g. the Lessons. Both groups include the 
order for the movable and fixed feasts of the year. Each day of 
the ecclesiastical year is related to both the movable and the 
fixed feasts. In the first group each day is related to Easter, in 
the second group, which represents the year of the Calendar, 
each day is dedicated either to the memory of the Lord, or the 
Theotokos or a Saint, and therefore has its special Service for 
that occasion. The two services are combined and the Typikon, 
the Ritual of the Eastern Church, gives instructions in procedure 
when it is difficult to decide which feast of the day, the fixed or 
movable one, has precedence.

The Byzantine rite derived from that of Jerusalem as can be 
seen from the journal of the pilgrimage of the nun Etheria to the 
holy places1 toward the end of the fourth century; between 383 
and 385. The detailed description she gives of the feasts in the 
Holy Land—e.g. Epiphany, which was not yet detached from 
the Nativity of Our Lord—makes her journal an invaluable 
source for the study of pre-Byzantine liturgy. The description 
of the Liturgy of the Holy Week in Jerusalem is verified by 
several documents. The first is the Old Armenian Lectionary 
published by Conybeare in his Rituale Armenorum (Oxford, 1905), 
PP· 507-27, translated from MS. Anc. Fonds Armen. 20 of the

1 The MS. of the Peregrinatio was discovered by J. F. Gammurini in a convent at Arezzo and 
published in 1887 in Biblioteca dell'Accadentia storico-guiridica, vol. iv (Rome), under the title 
S. Silviae Aquitanae peregrinatio ad loca sancta. P. Geyer published a textual-critical edition of the j 
Peregrinatio in ‘Itinera Hierosolymitana saeculi IV-VIII’ in Corpus script, eccles. lai., vol. xxxix j
(Vienna, 1898). In his article, ‘Le Veritable auteur de la “Peregrinatio Silviae”, la vierge espagnole J
ihheria’, Revue des questions historiques, Ixxiv (1903), 367-97, Dom M. Ferotin attributed the I
journal of the pilgrimage to a Spanish nun, Etheria. The riddle of the name of the pilgrim has not !
yet been completely cleared up, nor that of the exact date of her journey. K. Meister in his study I
‘De itinerario Aetheriae abbatissae perperam nomini s. Silviae addicto’, Rbeinisches Museum fur . i 
Pbtlologie. N.S. Ixiv (1909), 337-92, tried to fix the journey between 533 and 540. H. Petre, in her (
Latin-French edition of the ‘Journal de voyage’ in Sources cbretiennes (Paris, 1948), accepts the -
name Etheria and suggests as date c. 400. A. Baumstark, however, in a penetrating iiturgiological .[
study ‘Das Alter der Peregrinatio Aetheriae’, O.C., N.S. i. 32-76, has shown convincingly that the 
Peregrinatio must have taken place between 383 and 385. {
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Bibl. Nat. in Paris. The manuscript, a translation from a Greek 
original written in the ninth or even eighth century,1 contains, 
according to Baumstark,2 the liturgy practised in the Churches 
of Jerusalem in the late fifth century.

The second document, and in fact the most important source 
for the knowledge of the old liturgy of Jerusalem, is a Georgian 
Kanonarion, i.e. Rule or Or do anni circuli of the seventh century, 
published in Georgian and Russian from two manuscripts by 
K. S. Kekilidze (Tiflis, 1912).3 The particular value of the Georgian 
Kanonarion for the study of Byzantine Chant was seen by A. 
Baumstark and other scholars in the fact that the rubrics, con
nected with the lessons, contain the Incipits of the poems which 
were sung. Thus it was not only possible to find out that a great 
number of Byzantine Troparia originally belonged to the local 
rite of Jerusalem, but also that they were written in pre-Islamic 
days.

To these manuscripts must be added an even more important 
source, the Georgian Codex no. 3 of the Bibl. Nat. in Paris. This 

I is a complete Lectionary with the rubrics ‘according to the rule of
j the very holy city of Jerusalem'. It contains not only the Incipits,
I but the full texts of the chants. In an article, which appeared in
| 1923 in a small German journal, H. Goussen drew first attention
ί to the Lectionary as another source for studying the liturgy and
I the Calendar of the Saints in Jerusalem in early Christian days.4
! A translation of the Georgian Lectionary would enable us to

study in detail the early phase of Christian hymnography. Al
ready from the excerpts from Kekilidze's Kanonarion in Kluge- 
Baumstark’s articles can be seen that some of these early chants 
turn up in Byzantine manuscripts of the tenth century. Un
fortunately the liturgical melodies cannot be deciphered from 
that early type of musical notation and in that of the thirteenth 
they have acquired already a richly ornamented shape. The

1 Cf. F. C. Conybeare, Rituale Armenortim, p. 507.
3 Cf. A. Baumstark, ‘Das Alter d. Peregrinatio Aetheriae’, O.C., N.S. ί (1911), 64.
3 The sections referring to Lent, Easter, Pentecost have been translated into German by T. 

Kluge, that referring to the Nativity by G. Peradze, and published with a commentary by Baum- 
stark. See Kluge-Baumstark, O.C., N.S. v (1915), 201-33 and 359-63; O.C., N.S. vi (1916), 223- 
39; Per adze-Kluge, O.C., Ser. Ill, vol. i (1926-7), pp. 310-18. See also A. Baumstark, ‘Nicht- 
evangelische syrische Perikopenordnungen des ersten Jahrtau sends’, Liturgiegeschicbtliche For~ 
schitngen,Heft 3 (Munster, 1921), pp. 133-723306 F. C. Burkitt, ‘The Old Lectionary of Jerusalem’, 

xxiv (1923), +15-24.
4 ‘Vber georgische Drucke und Handschriften die Festordnung und den Heiligen Kalender 

des altchristlichen Jerusalems betreffend’, Liturgie und Kunst^ iv (1923), 3-42.
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original simple structure, however, is preserved, as I have shown it 
in a detailed analysis,1 in a number of Beneventan manuscripts ί 
of the twelfth and thirteenth centuries. Here one finds the 3 
melodies in bilingual versions, first with the Greek text, followed fl 
by that in the Latin, preserved as venerable relics. These ver- H 
sions date from the time when the chants were introduced in J 
Italy directly from Palestine. Here they were kept in the liturgy J 
particularly in those parts which were occupied by Belisar in the 8 
days of Justinian and which remained for centuries under Byzan- fl 
tine domination. jj

1 See my Eastern Elements in Western Chant, M.M.B. Subsidia, vol. ii, Amer. Ser., no. i (1947), ·:^
pp. 19-31 and pp. 92-110.

2 Cf. his two studies ‘Denkmaler der Entstehungsgeschichte des byzantinischen Ritus’, O.C., 
Ser. Ill, vol. ii (1927), pp. 1-32 and ‘Das Typikon der Patmos-Handschrift 266 und die altkon- 
stantinopolitanische Gottesdienstordnung’, j.E., vi (1926), 90-111, and Lilurgie comparee, 2nd 73 
ed., Chevetogne, 1953, p. 7. ... ..

3 Cf. J. D. Mansi, Sacrorum Conciliorum nova et amplissima collectio, Florence, 1767, vols. xii and 7g 
xiii, Concilium Nicaenum II.

The role of Constantinople differed, according to A. Baum- I
stark,2 from that of Jerusalem in the same way as that of Rome 3
differed from the Gallican rite under the Merovingians. In the if 
first centuries of the Empire Jerusalem was the religious centre fl 
of the East, as Rome was that of the West, and it was the 
spiritual importance of Jerusalem with its holy places which 1 
made its rite the model for the monasteries of the Eastern Em- 
pire. Constantinople, the Imperial City, took its liturgy from fl 
Antioch and developed a rite which took account of the presence 
of the Emperor and the Patriarch at the Divine Service in the 
'Great Church’ in Hagia Sophia; it is the solemn rite for the high 
dignitaries of the Clergy. 3

In the first phase of the Iconoclastic controversy the monas- l| 
teries in Palestine, particularly that of St. Saba in Palestine, .fl 
bore since 727 the brunt of the fight directed against the venera- 3
tion of the Icons. In 787 this first phase had come to an end. The ή
seventh Oeconumenic Council had virtually put an end to the | 
attempts of the Isaurian emperors to place the Church under the 
power of the State.3 At that moment, however, the leadership in fjj 
the struggle between Church and State had shifted from St. Saba : 
in Jerusalem to the Studios Monastery in Constantinople.

When in the second phase of the Iconoclastic controversy, 
the opposition of the monks of the Studios triumphed over the 
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patriarch, who supported the Iconoclastic tendencies of the 
Emperor, the pro-Palestinian sympathies of monasticism led to 
the introduction of certain forms of the cult from Jerusalem, 
particularly of hymns into the rite of Constantinople, The most 
significant fact of the victory of the I mage-worshippers can be 
seen in the introduction of the 'Sunday of Orthodoxy’ by the 
Synod of 843, which was first celebrated on 19 February of that 
Vear. Henceforth a Synodikon was chanted annually from the 
pulpit on the Sunday of Orthodoxy, for which the first Sunday 
of Quadragesima was chosen,1 in which the defenders of Ortho
doxy, emperors, members of the Imperial family, saints, patri
archs, abbots, and monks, were enumerated and praised by a 
thrice repeated ΑΙωνία ή μνήμη (eternal be their memory), whereas 
the names of the offenders of the true faith and heretics were 
followed by a thrice repeated Anathema (Ανάθημα).2

From the end of the Iconoclastic controversy the mixed rite, 
embellishing the Office with Troparia from the rite of Jerusalem 
and Kanons of the Studios monks became the official rite of Con
stantinople and of the Empire.

(1) Typikon (τό Τυπικόν). This book contains the Rule for the 
Service, arranged according to the Calendar of the year and the 
movable feasts; to these are added the rules for the celebration 
of the feasts and of special offices. The oldest example of such 
an Or do anni circuli is the Typikon of the Patmos Codex 266, 
dating from the ninth or tenth century, published by A. Dmit
rievsky in vol. I of his 'Description of the liturgical MSS. in the 
Libraries of the Orthodox Orient’,3 pp. 1-152. It is the Typikon 
of Hagia Sophia in. Constantinople and refers to Patriarch of 
Constantinople as head of the officiating clergy and represents,

: 1 Cf. N. Nilles, Kalendarium Manuale. ϋ (Innsbruck, 1897), 101-21.
; 3 An eleventh-century copy of the Synodikon has been acquired lately by the Bodleian Library 
from the Hoikham Library (MS. Hoikham 172). Prof. A. Raes, S.J.,whom I informed of the content 
of the MS. replied that it represented the original text of the Russian Synodikon which was 
thought lost. Dr. Cyril Mango, of Harvard University and Dumbarton Oaks, whom I had asked 
to give me his opinion about the MS., told me (letter of 14 Feb. 1958) that the date of the Synodi
kon ’can be determined quite accurately (1050-55) on the basis of the commemoration of dead 
emperors, empresses and patriarchs, and the acclamation of those alive at that time’. That the 
text was chanted can be seen from the signs of the Fcphonetic notation (see pp. 251-60) which are 
set even to the quotations of the titles of the Synods to which the lector refers. It must be noted 
that the Synodikon contains not only the praises and curses of the Council of Chalcedon, read on 
Orthodoxy Sunday but also those of the five other Councils, read on the ‘Sunday of the holy 
fathers of the six Oecumenical Councils’, i.e. on the Sunday after 13 July.

3 Opitanie liturgicbeskikb rukopisei^ vol. i (Typika), Kiev, 1895.
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as A. Baumstark points out,1 the state of the liturgy before the 
end of the Iconoclastic controversy, i.e. before the introduction 
of Palestinean elements and, with it, of the richly flowering 
monastic Hymnography. There is, further, no mention of the 
procession on Palm Sunday, nor of the Office τών Αγίων Παθών 
in the night from Maundy Thursday to Good Friday, nor of the 
Lessons during the Offices of the Hours on Good Friday, to which 
Etheria already refers in her description of the Holy Week Ser
vice in Jerusalem towards the end of the fourth century.2 The 
most important instance, however, for assigning the main body 
of the Patmos Typikon to the second half of the ninth century is 
the attribution of the first Sunday of Quadragesima to the 
‘memory of the holy prophets Moses, Aaron and Samuel’, where
as soon after 843 on that Sunday the feast of Orthodoxy was 
celebrated.3

The influence of the rite of Constantinople upon that of Pales
tine can be seen from the Typikon for Lent and Easter of the 
Church of the Anastasis in Jerusalem, published by A. Papado
poulos-Ker ameus from Codex 43 of the Holy Cross Monastery, 
written in 1122.4

The Typikon represents, as Baumstark has shown from topo
graphical evidence, the rite of Jerusalem at about 1009.5 It is, for 
our purpose, one of the most important sources, since it contains 
the liturgical texts—and among them the poetical ones—in full. 
From a comparison with the Patmos Typikon it can be seen that 
a number of poems which are of Constantinopolitanean origin 
are to be found in this Typikon of Jerusalem, which, therefore, 
is the copy of an older one, which must have dated from the 
beginning of the eleventh century.

The mixed rite of Constantinople and Jerusalem which, as 
mentioned before, was accepted throughout the major part of 
the Empire, has come down to us in the eleventh- or twelfth
century Typikon of the Euergetis Monastery in Constantinople, 
Codex 788 of the University Library in Athens.6

1 Cf. A. Baumstark, ‘Das Typikon d. Patmos-Handschrift 266 &c.’, J.L.W. vi. 99.
2 Cf. £thirie, Journal de voyage, ed, H. Petre, pp. 236-8.
3 Cf. A. Michel, ‘Die jahrliche Eucharistia nach dem Bildersturm’, O.C., N.S. xiii-xv (1925), 

151—61. A Baumstark shows that the Patmos MS. is not a pure Typikon, but composed of a Typi
kon, written between the death of the Empress Irene in 802 and that of the Patriarch Tarasios in '' 
806, and of a Synaxarion (Martyrologium) written between 878 at the earliest and 893 at the latest.

4 Cf. Άναλέκτα. 'Ιΐροσολυμιτίκη; Σταχυαλογίαί II, Petersbourg, 1894, pp. 1-254.
s Cf. O.C. v. 229-58. 6 See A. Dmitrievski, O/isanie, i. 256-614.
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Though the manuscript derives from a monastery, its content 

no longer represents the Order and Rule of a single monastery 
but the general 'Byzantine rite" of the mid-eleventh century. 
Since no Typika from the Studios monastery have survived, the 
history of the synthesis of the two main rites remains hidden from 
our knowledge. The fully developed new composite rite occurs 
first in the Typikon of the St. Sabas-Lavra/ representing that 
type of the liturgy ‘which was celebrated at the tomb of St. 
Saba by the Palestinean monks in the ages of the Crusades*.2

The St. Sabas Typikon exists in a great number of manuscripts, 
classified by Dmitrievski in vol. iii of his ‘Description of the 
Liturgical MSS.* The first printed edition of the Typikon ap
peared in Venice in 1545, and this edition was followed down to 
177^ by seven new editions.3

(2) Menaia* (τά Μηναία), A series of twelve volumes, one for 
each month of the year, beginning on 1 September and comprising 
the Proper of the Saints, i.e. the Offices commemorating the 
Saints. The Menaia contain the lives of the saints, special hymns 
with or without musical notation, and prayers. In some editions 
two months are bound in one volume. The history of this collec
tion has not yet been investigated. We may assume that the 
Calendar of the lives of the saints which are nowadays collected 
in the Synaxarium, originally formed the kernel of the Menaia. 
The best extant manuscripts date from the eleventh to the four
teenth centuries. Printed editions exist since the sixteenth cen
tury. The first printing was made in Venice from 1528 to 1596.

(3) Menologion (Μηνολόγιον). This is a kind of Martyrologium; 
it contains the description of the lives of the saints in the order 
of the Calendar of the Eastern Church and its compilation is 
attributed to Symeon Metaphrastes who lived in the second half 
of the tenth century,5 though manuscripts of Menologia of an

■·:··. Documents of this type are collected by A. Dmitrievski in vol. iii of his Opisanie, pp. 1-508
2 Baumstark, ‘Denkmaler d. Entstehungsgeschichte d. byz. Ritus’, O.C., Ser. Ill, vol. ii, p. 28.
3 A recent edition is that by M. SaKveros, Athene, 1913.

.···.::··*·· A reliable explanation of this and the other terms used for the liturgical books of the Byzantine 
Church is given in L. Clugpet’s Dictionnaire grec-frangais des noms liturgiques en usage dans 
PEglise grecque (Paris, 1895), and in R. LI. Langford-James’s A Dictionary of the Eastern Orthodox 
Church (London, 1923), In his L’antica melurgia bizantina, pp. 58-63, P. Lorenzo Tardo gives 
a list of MSS. of Menaia and other liturgical books, but he constantly confuses the two terms 
Menaion and Menologion; in nearly all cases in which he speaks of a Menologion we have to 
substitute the term Menaion.

■■.■■■■/ H. Delehaye, ‘Le Minologe de Mdtaphraste’, Analecta Bollandiana, xvii (1898), 450-1.
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earlier date, and also others, independent of his collection, have 
come down to- us.1

According to their size and content the manuscripts of Meno
logia before Symeon Metaphrastes are divided into three groups:

(i) the great Menologia, or Menologia proper, which contain 
the complete and full texts of the lives of the saints ;2

(2) the abridged Menologia, which are composed of short nar
ratives ;

(3) the Synaxaria in which each life of the saint is condensed to 
half a page. The most famous manuscript of a Menologium 
of the Synaxarium type is the Menologium made for the 
Emperor Basil II (976-1025) towards the end of the tenth 
or beginning of the eleventh century, illustrated by seven 
painters with more than 400 miniatures. A textual critical 
edition of a complete Menologium of group 3 from a manu
script in the Berlin Library, Codex 219, was made by H. 
Delehaye.3

(4) Euchologion (Ευχολόγιου). J. Goar made in 1647 an edition 
with commentary of this book, which is still a most valuable 
source for our knowledge of the Greek Service. Here he defines 
it for the Western reader as Rituale, Manuale and Sacerdotale of 
the Greek Church. It exists in two versions: the ‘Great Eucho
logium ’ contains (1) the ceremonies to be performed by the priest 
and deacon during the Office, and the prayers prescribed forthem; 
(2) the texts of the three liturgies ;4 (3) the rites and prayers for 
the sacraments, benedictions, and other ceremonies. The ‘Little 
Euchologion’ contains parts of it. The prayers of the Eucho- 
logium represent the oldest layer of Christian liturgy; they can 
be traced back to those which are written on Papyrus5 as can be 
seen from the fragment of an Euchologium from Der-Balizeh,6 
dating from the seventh century.

1 ‘Les Menologes grecs’, ibid, xvi (1897), 323-9.
2 Cf. the edition of the lives of the saints commemorated in February and March from an 

illuminated tenth-century Athos MS., now Codex Aiosquensis bibl. Synod. 376 by B, LatySev in 
Menologii anonymi Byxantini saeculi A' quae supersunt, Petro poli, 1911.

3 ‘Synaxarium ecclesiae constantinopolitanae e codice Sirmondiano’, Propylaeum ad Acta 
Sanctorum Novembris, Brussels, 1902.

4 Cf. P. N. Trempelas, At rpets Aaroupyicu, Athens, 1935.
s Cf, Cabrol-Lecl^rq, ‘Releliquiaeliturgicae vetustissimae’, i. 2, in Monumenta Ecclesiae liturgica, \ 

Paris, 1913, pp. cxxxvii-ccx.
-6 Cf. C. H. Roberts and Dom B. Capelie, ‘An Early Euchologium’, Bibliotheque du Museon, 

vol. xxiii (Louvain, 1949) and the literature given on p. 7.
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A critical edition of the ‘Little Euchologium’ has been made 

by P- N. Trempelas.1 For the student of liturgical chant the section 
about the ‘chanted' Office at Lauds and Vespers2 is of particular 
interest. It is largely based upon the treatise Uepi της θείας 
προσευχής3 (On the divine Prayer) by Symeon, Archbishop of 
Thessalonika 1410 -29, and two music manuscripts of the National 
Library in Athens, MSS. 2061 and 2062, the first written between 
1391 and 1425, the second not later than 1385.4 These manuscripts 
contain the music for the psalms and canticles which will be dis
cussed in the section on melismatic chant.

(5) Prophetologion (ΙΙροφητολόγιον). The reading of the lessons 
from the Old Testament is a direct continuation of the practice 
of the Synagogue by the Early Christian Church and Incipits of 
lessons from the Pentateuch, the Proverbs and Prophets are attes
ted in the Old Armenian, the Syro-Palestinean, and Georgian 
lectionaries in Jerusalem in the late fifth century.5 The manu
scripts, approximately x6o, dating from the ninth to the sixteenth 
centuries, show a marked uniformity both in text and liturgical 
instructions, which are much fuller here than in the two other 
lectionaria, the Praxapostoloi and Evangelia.6 The uniformity of 
the text points at a centre where the Prophetologion took its 
present shape, blending elements of the use of Jerusalem with 
those of the Byzantine one,7 and this centre must have been 
the Studios Monastery in Constantinople.8

The lessons were read by a Reader (Αναγνώστης) in a mixture 
between speech and chanting, called Ekphonesis. In order to fix 
the reading musical signs, the so-called ecphonetic signs, were set

1 Μικρόν Εύχολόγιον, 2 vols., Athens, 1950 and 1955.
2 Ibid. ii. 147-274.
3 P.G. civ, c. 535-670.

.··:•...•..4 The dates are given in Ο. Strunk’s article on ‘The Byzantine Office at Hagia Sophia’ in 
Dumbarton Oaks Papers, vols, ix and x (1956). Independently of Trempelas Strunk had made the 
chanted office the subject of a most valuable paper which he read at the Symposium on Byzantine 
Liturgy and Music at Dumbarton Oaks, 29 April-i May 1954. In the enlarged article, printed in 
1956, Strunk was able to refer to P. N. Trempelas' work which confirmed the correctness of his 
solution of the problems with which he had to deal. I am grateful to Prof. Strunk for having 
provided me with microfilms of MSS. 2061 and 2062 to which I am able to refer in this second 
edition of my book.
·.·.··* Cf. A. Rahlfs, ‘Die alttestamentlichen Lektionen der griechischen Kirche’, Nacbricbten von 
der Kgln. Gesellschaft der Wiss. zu Gottingen, Philol.-bistor, KI. (1916), pp. 28-136, particularly 
pp. 59-69 and 78-84.

··.·.··* Cf. C, Hoeg and G. Zuntz, ‘Remarks on the Prophetologium’, Quantulacumque. Studies 
presented to Kirsopp Lake (London, 1937), p. 191.

7 A. Rahlfs, op. cit., pp. 70-1.
8 Hiieg-Zuntz, op. cit., p. 221.



I38 byzantine liturgy

to the text (see pp. 254-6). An edition of the Prophetologion 
with added ecphonetic notation is now in progress in connexion 
with the Monumenta Musicae Byzantinae.1

(6) Apostolos (?1ιτοστολο$·). A similar book, containing the peri
copes from the Acts of the Apostles and the Epistles, arranged 
as they are to be read during the course of the year. The greater 
part of the pericopes are taken from the Epistles of St. Paul. 
The reading from the Apostolos was preceded by three antiphons 
and the Prokeimenon, called Προ κείμενον τοΰ Αποστόλου, now 
reduced to a refrain and a verse. Since each day of the week had 
a particular devotional significance, apart from their function in 
the feasts of the ecclesiastical year, there was a standing list of 
six Prokeimena referring in their text to the dedication of the 
day of the week on which no liturgical feast was celebrated. 
Monday was the day of the Angels, Tuesday that of St. John the 
Baptist, Wednesday the day of the Theotokos, Thursday of the 
Apostles, Friday of the Crucifixion, Saturday of the Dead. The 
Apostolos gives also the standing Koinonikon, i.e. Communion 
Chant, for the days of the week. On Mondays and Thursdays it 
is identical with the Prokeimenon for that day. Thus, e.g. the 
Prokeimenon—Koinonikon for Monday, the day of the Angels, 
runs as follows:

Προ κείμενον, ήχος δ'.
*0 ποιων τούς Αγγέλους αύτοΰ πνεύματα, και τούς λειτουργούς 
αύτοΰ πυρός φλόγα'

Verse Ευλογεί ή ψυχή μου τον Κύριον Κύριε ό Θεός μου 
εμεγαλύνθης σφόόρα·

Αλληλούια, ήχος β'.
Αινείτε τον Κύριον εκ τών ουρανών.

Verse Αινείτε αυτόν πάντες οι /lyyeAoi, αύτοΰ.
Κοινωνικόν

'Ο ποιων τούς Αγγέλους αύτοΰ πνεύματα, και τούς λειτουργούς 
αύτοΰ πυρός φλόγα.

On a high feast, however, e.g. on Easter Day, the cantillation of 
the pericope from the Apostolos was preceded by three antiphons, 
each followed by a Doxology, and the second also by the Tro
parion '0 μονογενής υιός και λόγος τοΰ Θεοΰ. The singing of the 
antiphons was followed by "Οσοι εις Χριστόν2 and the Prokei-

1 M.M.B. Lectionaria, -vol. i, Prophetologium. ed. C. HOeg et G. Zuntz faec. i-iv (1939-60).
* i.e. the verse replacing on high feasts the Trisagion.
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menon appointed for that feast. After the reading from the Acts 
of the Apostles an Alleluia was sung.

(7) Evangelion (τό Ευαγγελίου). This book contains the sections, 
or pericopes (αι περικοπαί), from the four Gospels which are to be 
read during the year, both during Mass and the Offices, and some 
other sections taken from the Gospel for certain special occasions. 
There are two groups of manuscripts: one containing the peri
copes taken from the four Gospels arranged according to the four 
Evangelists, and another appointing the lessons to be read from 
i September during the whole cycle of the ecclesiastical year. 
The Evangelia are mostly calligraphically written on parchment 
of the best quality; the leather cover is often covered with gold 
and jewels. The reading of the text is regulated by musical signs 
written above it, the so-called ekphonetic notation.1

(8) The Psalter (τό Ψαλτηρίου) contains the 150 psalms, divided 
into twenty sections or Kathismata (Καθίσματα). Every kathis- 
ma is subdivided into three parts, called stanzas (στάσεις), of 
from one to five psalms. Attached to the Psalter were, from the 
fifth century, the biblical Odes or Cantica, a group of fourteen 
Odes which were in liturgical use at that time both in Alexandria 
and Jerusalem,  and this number was kept in certain rites, e.g. 
in that of Constantinople until the ninth century. But from the 
sixth century Jerusalem reduced the Odes to nine, a number 
which first appears in the Uspensky-Psalter, Codex gr. 216 of the 
Leningrad Public Library, written in 862 by a monk of the 
Anastasis Church in Jerusalem.

2

3

1 See pp. 251-60.
2 H. Schneider, ‘Die biblischen Oden im Christlichen AI tertum’, Biblica, xxx (1949), 52-65.
3 Ibid., p. 255.

From the first half of the eighth century Troparia were added 
to each of the nine Odes and at a later date the name Odes was 
transferred to these.

(9) Parakletike (ή Παρακλητική). One of the most important 
liturgical books for the study of Byzantine Hymnography. It 
contains the Proper of Vespers (Εσπερινός), Matins (Μεσονυκτι- 
κόν), Lauds (*Ορθρος), and Mass (Λειτουργία) for all the days of 
the year. It is divided into eight parts, each containing the 
Offices for a week. Each of the eight parts is sung in orie of the 
eight ecclesiastical modes (ήχοι); i.e. the first section in the first 
mode (ήχος a), the second in the second mode (ήχος β'), &c. 
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to Pentecost, Anastasima, Theotokia, Antiphons, the Office of 
the 'Akathistos’, certain Canons in praise of Our Lord, the Blessed 
Virgin, and the saints.1

I : 1 Cf. the 2nd ed. of the Horologion, edited at Grottaferrata: Ώρολόγιον (Rome, 1937).
2 Cf, S. Eustratiades, ΕΙρμ&λόγιον (Chennevieres-sur-Marne, 1932), p. 6, see also pp, 8, n, 12,

J 13) i5> «c.

(11) Triodion (Τριωδίαν). It contains the Offices of the ten 
weeks preceding Easter, i.e. from the Sunday of the Pharisee 
and the Publican up to and including Holy Saturday. The 
Triodion got its name from the great number of Kanons it con
tains, which are reduced to three Odes, on Tuesdays even to 
two Odes. A great part of the hymns and, above all, the redac
tion of the Triodion are the work of the monks of the Studios 
monastery in the beginning of the ninth century.

(12) Pentekostarion (τό Πεντηκοστάριον). This book is a con
tinuation of the former, containing the Proper of the Offices 
from Easter Sunday to the first Sunday after Pentecost, the 
Sunday of All Saints (Κυριακή τών Άγιων πάντων). It, too, is the 
work of the monks of the Studios monastery, probably of Theo
dore and Joseph Studites themselves, or of their pupils and 
followers.

(13) Hirmologion (τό Βίρμολόγιον). Exclusively destined for the 
chanter, this book contains the model stanzas (ειρμοί)—with or 
without the melodies—according to which the stanzas of each of 
the nine Odes of the Kanons are to be sung. At an early date the 
chanting of the second Ode, modelled upon the second Song of 
Moses (Deut. xxxii. 1-43) was suppressed, it is said, because of its 
threatening character, so that the second Ode is found only in 
Kanons of the early period. It seems, however, more likely that 
the great length of the Canticle was the reason, since we find the 
second Ode in a Nativity Kanon by Kosmas  and in another 

4 anonymous one. Manuscripts of Heirmologia with musical nota- 
7 tion, which date as far back as the tenth or even the ninth cen

tury, have come down to us; they are most valuable sources for 
j our knowledge of the earliest phase of Byzantine music and

2

1 hymnography. A facsimile edition of a Heirmologion from the
1 monastery of the Georgians on Mount Athos (ή μονή τών "Ιβήρων)
j no. 470 (in Lambros, Catalogue of the Greek MSS. on Mount Athos,
j vol. ii, Cambridge, Mass., 1900, no. 4590), dating from the twelfth
j century, has been published in Monumenta Musicae Byzantinae,
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When the whole cycle has been gone through a fresh beginning ( 
is made with the hymns in the first mode. The Office, which, 3
according to the rules of the Typikon, is taken each day from the ,(j
Parakletike, is combined either with the Office of a fixed feast— ij 
the parts of which are to be found in the Menaia—or with that | 
of a movable feast, for which the lessons, hymns, and prayers 
are collected in the Triodion or Pentekostarion. The Para- j 
kletike has also a second name; it is called 'the Great Oktoechos’ 
(ή μεγάλη "Οκτώηχος)·, i.e. the book containing the eight modes.
An edition of the book is also used which contains only the eight 
Sunday Offices. It is called Oktoechos (without the added words 
η μεγάλη). The latter is generally considered to be an abridged 
version of the Parakletike, but this view is wrong. The Oktoechos, J 
a collection of songs for a cycle of eight consecutive Sundays, 
was already in use in the days of Severus, the Monophysite 
Patriarch of Antioch (512-19).1 From the sixth century onwards 
the repertory of hymns which Severus had introduced was in use i 
in the Church of Antioch. From the Syriac Church the great 
Byzantine hymn-writers, Andrew of Crete and John Damascene, 
took over the repertory of songs, collected in the Oktoechos, and 
adapted it for use in Byzantine monasteries and churches. After 
the end of the Iconoclastic controversy during a renascence of · 
religious activity, the monks of the Studios monastery, but ■;
also Joseph the Hymn-writer, filled in the Offices between the H
Sundays and composed the 'Great Oktoechos’, or the ‘New 
Oktoechos’, i.e. the Parakletike.2 A detailed explanation of the 
musical content of the Oktoechos is given by H. J. W. Tillyard 
in the introduction to his transcription of the Hymns of the 
Oktoechos, Part I, pp. xi-xxiv, and Part II, pp/xi-xx.3

(10) Horologion ('Ωρολόγ^ον) 4 The name is taken from the 
original content of the book, i.e. the prayers of the canonical 
'Hours’. Thus it is comparable to the Ordinarium divini Officii 
of the Roman Church. At a later date the Menologion was added 
and hymns of a certain type, the Apolytikia (Dismissal Troparia 
or Post-Communion chants), Kontakia for the time from Lent

1 J. Jeannin et J. Puyade, ‘L Octoechos syrien', O.C,, N.S. iii. 85-7.
2 J. Pargoire, L'Eglise byzantine, pp. 332-3.
3 H. J. W. Tillyard, Tie Hymns of tbe Octoecbus, M.M.B. Transcripta, vols. iii (1940) and v 

(19+9)·
♦ Cf. N. Borgia, ' Ώρολόγιαν, Diurno delle chiese di rito bizantino’, O.C., num. 56 (Rome, 

1929).
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vol. ii (1938), and C. Hoeg followed up the publication of the 
facsimile by editing the transcription of the Heirmoi of the first 
Echos, made some twenty years ago by Dr. Aglaia Ayoutanti and 
Dr. Maria Stohr, and introducing the transcription by a study of 
the various phases of the notation.1 A second facsimile edition 
was made by Dom L. Tardo of the Grottaferrata Heirmolo- 
gion E γ ii, written in 12812 {Musicae- Byzantinae Monumenta 
Cryptensia, vol. i, Hirmologium e Codice Cryptensi E γ ii, Rome, 
1950). In a separate volume, published in 1951, Dom L. Tardb 
gave an introduction to the facsimile edition and a list of the 
beginnings of all the 1959 Heirmoi which Codex E γ ii contains.

(14) Sticherarion {Στίχηράριον). A bulky volume, the main part 
of whose contents are the Stichera {σπχηρά sc. τροπάρια) of the 
Evening and Morning Office, arranged according to the cycle of 
the ecclesiastical year, the Stichera of the movable feasts from 
Lent to Trinity, those of the Oktoechos, and, in addition, several 
groups of Stichera for special occasions.

While much has been written about the Hirmologion in works 
commenting on the liturgical books of the Orthodox Church, no 
reference to the Sticherarion can be found in them. No explana
tion of either the title or the contents of the Sticherarion can 
be found in the books on the subject by Neale, Nilles, Clugnet, or 
Langford-James. Even Thibaut gives no explanation of the term 
in his Monuments de la notation ekphonetique et hagiopolite de 
I’Eglisegrecque, though he publishes pages from various Sticher aria. 
Only Gast one in his Catalogue des manuscrits de musique byzan
tine and Tillyard in his Byzantine Music and Hymnography give 
a summary of the contents of this important service-book.

The omission of the Sticherarion in all the older books dealing 
with the liturgical manuscripts of the Eastern Church is ob
viously due to the fact that it fell into disuse in the course of the 
fifteenth century, when the melodies became richly ornamented. 
A single volume which contained all the hymns in the florid 
style would have been too bulky for use. The contents of the 
Sticherarion, therefore, were split up into several volumes, each 
of which was given a separate name. This happened long before

1 ‘The Hymns of the Hirmologium, Part I; transcribed by A. Ayoutanti and M. Stohr, revised and 
annotated by C. Hoeg, M.M.B. Transcripta, vol. vi (1952).

2 Cf. A. Rocchi, Coiices Cryptenses (Rome, 1884), p. 427. The reproduction of the original is 
so perfect that with the Codex and the facsimile side by side, the difference was hardly notice
able.



BYZANTINE LITURGY 143
Leo Allatius wrote his Dissertatio de libris et rebus ecclesiasticis 
Graecorum (1646), the main source for all modem works on Greek 
liturgy, and it explains why in these works which are based on 
second-hand information, no mention of the Sticherarion can 
be found.

(15) The Psdtikon (Ψαλτικόν) differs in style from the foregoing 
books of chants; it is destined for the Prot opsalt es, the Soloist, 
and contains chants in a richly ornamented style, whereas those 
of the Hirmologion were of a more or less syllabic type and those 
of the Sticherarion in a syllabic and slightly ornamented style. 
The Psaltikon has come down to us in a small number of manu
scripts which contain the Kontakia,1 the Hypakoai,2 Prokei- 
mena,3 the Allelouiaria,4 and the other ornamented chants at 
Mass and Vespers.

The collection of Kontakia is called Koritakarion (Κοντακάρων 
or Κονδακα/πον) and this name is usually given to the whole 
collection since the main part of the Psaltikon is made up of 
Kontakia.

The fact that the Psaltikon is the Soloist’s book and that the 
melodies in it were never intended for the choir explains why the 
refrains of the Kontakia are missing in all Psaltika: they were 
sung by the choir or by the congregation. The omission of the 
responses by the choir is even more disturbing in the Allelouiaria 
and Doxologies, since it was the custom to let the two or three 
last words of a verse be sung by the choir. Thus, e.g. the two 
verses of Psalm 18 on fol. 200 r. and v. of Cod. Ashbumham. L 64 
are written down as follows:

Soloist. ΟΙ ουρανοί διηγούνται δό£αν θεοΰ, 
ποίησιν δε χειρών αύτοΰ αναγγέλλει

Choir. το στερέωμα.
Soloist. * Ημερα τη ήμερα ερευγεται, ρήμα,

και νΰξ νυκτί
Choir. αναγγέλλει γνώσιν.

(Soloist: The heavens shew forth the glory of God.
And the work of his hands declareth Choir: the firmament 

Soloist: Day to day uttereth speech
And night to night Choir: showeth knowledge.)

1 Cf. pp, 329-39. 1 Hypakoe is a Troparion inserted in certain Kanons after the third Ode.
3 Prokeimena are verses, mostly from the Psalms, which are sung before the reading of a Lesson 

from the Acts and the Epistles.
4 These are Prokeimena which are .sung at Mass before the Lesson from the Gospel.
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The omission of the last musical phrase and cadence of each verse 
makes the transcribing of these richly melismatic lines a difficult 
task.

(16) The Asmatikon (το Άσματικον) is the book for the choir.  
O. Strunk has shown in a paper, read at the Byzantine Congress 
at Salonika in 1953/ that certain manuscripts of the thirteenth 
and fourteenth centuries, written at Messina in the Monastery 
San Salvatore, e.g. Codd. San Salvatore 129, Grottaferrata Γ γ v, 
Vatic, gr. 1606 and San Salvatore 120, combine in one volume, 
together with other chants, the contents of both the Psaltikon 
and Asmatikon.

1

1 Cf. B. di Salvo, ‘Qualche appunto sulla chironomia nella musica bizantina’, Orientalia Chri
stiana Periodica, xxiii (Rome, 1957), 198.

1 Πtn pay μίνα τοΰ θ' λίθους βνζαντινολογίχοΰ Συν^&ρίον, tom. ίί (Athens 1956), p· 274·
3 Cf. Codices Cryptenses, Rome, 1884, p. 422.
4 Cf. C. Hoeg’s Introduction to the facsimile edition in M.M.B., vol. iv; E. Wellesz, ‘The 

“Akathistos”. A Study in Byzantine Hymnography’, Dumbarton Oaks Papers, vols. ix/x (1956), and 
The Akathislos Hymn, M.M.B. Transcripta, vol. ix (1957).

In the Psaltika the Kontakia are reduced to two stanzas, to the 
Prooemium (or Koukoulion) which is now called Kontakion and the 
first stanza, which is called Oikos. There is only one Kontakion 
which has come down to us with the music of all its twenty-four 
stanzas, this is the 'Akathistos' hymn, of which the Laurenziana 
at Florence possesses one complete copy in Codex Ashbumham. 
L 64, and another one in Grottaferrata, Codex Cryptense E β vii, 
a most important Palimpsest, badly damaged through chemicals, 
which were used by the Cardinals Mai and Pitra in order to read 
the underlying Latin text. Cod. E β vii is, as the title says, a 
Psaltikon for the whole year, ascribed to Romanos (Ψαλτικόν 
συν θεω τοΰ ςνιαυτοΰ ολου. ποίημα 'Ρωμανόν τοΰ μελωδοΰ). Α. 
Rocchi,3 in his Catalogue of the manuscripts in the Library of 
Grottaferrata, came to the conclusion that the Codex was written 
between 1214 and 1230, whereas Codex Ashbumham. L64 was 
written in 1289.4

The ornamented style of the melodies, originating in the four
teenth century, made a new form of musical notation necessary, 
with which we shall have to deal later on. The old codices fell 
into disuse and new were written, containing many more signs, 
some of them in red ink, directing the singer where to breathe, 
and how to sing groups of notes. These new books were written 
in an ever-increasing variety from the fifteenth century onwards, 
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and were given different names. This fact explains the great 
number of new names for books which we find in the last period

I of Byzantine music, in that of the Mai'stores who embellish the
I existing melodies in the ‘calophonic’ (καλάφωνον, καλοφωνι,κόν)
j manner.1
I Some of the new titles are colourless, e.g. Anthologia, a title 
f which occurs frequently in tiie catalogues, others point to the
ί kind of liturgical poetry they contain, e.g. Kekragarion, Cheroubi-
ί kon, Dogmatikon. It may suffice to mention the titles of some of
j the chant books since this late period of Byzantine music and the
[ period of transition from Byzantine to Neo-Greek music is beyond
I the scope of our investigation. A discussion of it would, indeed,
I be wholly out of place in this book since it marks the end of a
I great tradition and the replacement of the Byzantine melodies
j by compositions of the Maistores2 written in an entirely different

style.

1 Thus, e.g. Cod. Vatopedi 1498, a fifteenth-century MS., has the title: Στιχηράριον καλοφωνί-κον 
τον όλου ενιαυτό ΰ.

2 The period of the Maistores has been dealt with by: L.-A. Bourgault-Ducoudray, Etudes sur 
la musique ecclesiastique grecque (Parls, i 877) ■ J. B. Rebours, Eraite de psaltique (Paris, 1906); 
Dom L. Tardo, L’antica melurgia bizantina (Grottaferrata, 1938), pp. 76-109. Cf. also: Dom L. 
Tardo, ‘La musica bizantina e i codici di melurgia della Biblioteca di Gj-ottaferrata’, Accademie 
e biblioteche, anno iv (1931)5 ‘I codici melurgici della Vaticana’, Arcbivio star ice per la Calabria ela 

i Lucania, anno ί (1931), pp. 225-48; Emm. G. Pantelakis, ‘Les Livres ecclesiastiques de 1’Ortho- 
' doxie’, Irenikon, xiii. 11.
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CHAPTER VI

EARLY CHRISTIAN HYMNS
I. THE EAGAN AND JEWISH BACKGROUND

THE singing of hymns was an adequate expression of the 
enthusiastic mood of the Early Christians. To the outside 
world it was the most remarkable aspect of their meetings. 

Thus Pliny, the governor of Bithynia, could state in his report 
to Trajan that the adherents of the new creed gathered before 
sunrise ‘carmenque Christo quasi deo dicere secum invicem’. 
Christians of the Apostolic age were accustomed to the singing 
of hymns from their worship in the Synagogue, though it ac
quired for them a greater significance as a thanksgiving for the 
fulfilment of the Messianic prophecies. When they ceased to 
take part in the Jewish ritual, and developed their own service, 
new hymns were added to those which were in use in the 
Apostolic age.

From the very beginnings of an independent Christian poetry, 
however, one of the most characteristic features of the liturgy 
was its tendency to preserve the connexion with the traditional 
Jewish treasury of psalms and hymns, and new hymns were 
modelled on patterns known to the Christian community from 
the Jewish Service. Later on, when Christians came into closer 
touch with the surrounding pagan civilization, a new type of 
hymn was added, modelled on Hellenistic pagan poetry. To 
converts from Greek paganism, the singing of hymns at certain 
hours of the day was not an alien custom, as the Epidaurian 
inscriptions show.1 One of the stelae contains fragments of 
hymns in the form of a breviary for the six daily hours of prayer.2 
Another of the inscriptions refers to the performance of daily rites 
in the liturgy of the temple of Epidaurus. Morning and evening 
hymns were sung, incense was burnt, lamps were lighted.3 
Among the Gnostics, especially, hymns were composed to an

1 IG. iv. 2.
a Cf. P. Maas, ‘ Epidaurische Hymnen Schriften d. Konigsberger gelehrten Ges. ix, geisteswiss, 

KI., vol. v (1933)· The headline rpirp on top of the hymn on the second column of stele B 
indicates that the missing title of the Paean of Ariphron on the first column must have been 
wpa πράιττ).

3 For this and other examples of the pagan ritual see Μ. P. Nilsson, 'Pagan Divine Service in 
Late Antiquity’, Tbe Harvard Tbeol. Review, xxxviii (1945), 63-9.



I
 EARLY CHRISTIAN HYMNS U7

ever-increasing extent: Basilides, Valentinus, Bardesanes, and 
other authors were famous not only in exegesis but also in hymn- 

j writing. The Church, which at first favoured this kind of ecstatic
1 worship, soon recognized the danger of its taking a preponderant

place in religious life, and of the introduction of ideas not con
sistent with the dogma. Towards the end of the fourth century 
the Council of Laodicea prohibited the singing of private (Ζδαυτι- 
κονς) psalms in churches, admitting only The book of the hundred 
and fifty psalms’.1 This step was taken to check the spread of 
heretical ideas, but apparently it did not prevent hymnographers 
from writing poetry which was the expression of their own re
ligious feelings. The order, therefore, had to be renewed by the 
Council of Braga in 563 in a more precise, though less rigorous, 
form.2 All hymns which were not based on passages from the 

ί Scriptures were excluded from use in the liturgical service.
As a result of both edicts the activity of the hymnodists was 

restricted to the reiteration and elaboration of certain poetical 
ideas from the canticles and psalms. We must bear this in mind 
if we are to understand the artistic vigour and skill of the hymn- 
writers, who, undeterred by the difficulty of their task, succeeded 
in producing an uninterrupted flow of inspired poetry.

Because of the hostility of the Church to freely composed 
songs of praise, hymn-writing lost the element of personal wor
ship which it had had in the early days of Christianity, and 
became more stylized. Anyone seeking in the hymns the sort 
of personal expression which is to be found in classical poetry 

. will be disappointed. For this reason Byzantine poetry failed 
to attract or to impress classical scholars of the last century. The 
first impulse to take up the study of Byzantine ecclesiastical 
poetry came, indeed, from liturgiologists, men like Cardinal 
Pitra3 and J. M. Neale4 who regarded the hymns as part of the 
liturgy, and, instinctively, recognized the greatness of their 
poetry. W. Christ, on the other hand, when he edited his 
Anthology of Greek Ecclesiastical Poetry,5 still found it necessary 
to apologize for deserting The elegance and fine freedom of the 
poets of Greece and Rome for the thorny bypaths of Medieval

1 Can. 59. J. D. Mansi, Sacr. Concil. nova et ampl. coll. (1759-67), ii. 574 c.
2 Can. 12. Mansi, op. cit. ix. 778 c—d.
3 L'Hymnographie de I’eglise grecque (1867); Analecta Sacra, i (1876).
4 Hymns of the Eastern Church (1862).
s Anthologia Graeca carminum Christianorum (1871),
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Christian verse’. His cautious defence of the undertaking can 
easily be understood.

The attitude towards art in the nineteenth and early twentieth 
centuries was marked by a determination to find either evidence 
of a progressive stylistic development or the unmistakable ex
pression of personal and original ideas. The art critic of that 
period was therefore bound to underrate any poetry in which 
he could not discover signs of these two factors. To him the 
greatest poet was the man who could apply to himself the words 
of Horace:

Libera per vacuum posui vestigia princeps, 
non aliena meo pressi pede, qui sibi fidet 
dux reget examen.

Such an attitude cannot be maintained if we are to attempt to 
understand Byzantine ecclesiastical poetry. The inspiration of 
the Byzantine hymn-writ er came from a different source. His 
mind, directed towards the Divine, contemplating the mysteries 
of the Holy Trinity, the Immaculate Conception, the Nativity, 
the Life, Passion, and Resurrection of our Lord, the Acts of the 
Apostles, the deeds and martyrdoms of the saints, was bound to 
work within the limits prescribed for him by dogma and the 
requirements of the liturgy. These theological ideas did not 
derive from the teachings of Christ and his Apostles, but from 
Neoplatonic philosophers, especially Plotinus and Proclus, and 
were brought into conformity with the Christian dogma by 
Denys the Areopagite. According to this conception every work 
of art must be considered as an emanation of the Superessential 
(υπερουσίου), made apprehensible through the inspiration of the 
artist. Thus, to the Orthodox Christian, the hymns sung in the 
liturgy are a reflection of the songs of praise sung by the angels; 
the icons of the saints are the image of their superessential exist
ence in heaven. The artist is a man capable of producing a faint 
copy of the original which he sees or hears in a moment of inspi
ration ; the super essential alone is the model for the artist who 
paints his icon in the likeness of Christ or the Apostles, and the 
same is true of the hymn-writer.

II. SYNESIUS

Of the rich treasury of hymns in use in the first centuries of 
the Christian era a small fraction only has come down to us.
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Most of them are composed in poetical prose, some, however, in 
classical metres. From the first century a.d. we possess the 
Odes of Solomon’ discovered in 1909 in a collection of hymns in 
Syriac. The ecstatic diction of these poems is reminiscent of 
their Hebrew prototypes, the Canonical Psalter, the Sapiential 
books, and Isaiah.1 From the Odes’ a direct line can be drawn 
to the hymns of Bardesanes, the author of a new psalter, and of 
his son Harmonius.2 They became so famous that Ephraem, the 
great orthodox opponent of Bardesanes, had to use the metre 
and the melodies of the hymns of Bardesanes in his own poems 
in order to introduce into the ritual poems in accordance with 
the doctrines of the Church.3

Hymns are further to be found in the Apocryphal Acts, 
especially of St. John and St. Thomas. They are transmitted in 
Greek, but the diction shows the characteristics of Semitic 
poetry to such a degree that a translation from Syriac may be 
assumed. A legacy from the pre-Constantinian period is a morning 
and evening hymn, both still in use in the services of the Greek 
Church. The first, Ζΐόξα eV υψίστοις θεω, is an extended version 
of the original on which the Western 'Gloria in excelsis’ is based ;4 
the second, Φως Ιλαρόν αγίας δόξης (Joyous light of the holy glory), 
already attested as an old song by St. Basil, is part of the evening 
prayer.

The hymns composed in classical metres represent an attempt 
by educated men to preserve Greek civilization. The hymn of 
praise to Christ by Clement of Alexandria shows how the master 
of the Catechetical School (c. 190-203) tried to combine the spirit 
of Greek poetry with Christian theology. The hymn stands at 
the end of the 'Paedagogus’.5 Its theme is a thanksgiving of the 
children, i.e. the newly baptized, to Christ the Good Shepherd, who 
saved them from the 'Sea of Evil’. The hymn begins as follows:

Στόμιον πώλων αδαών, 
Πτερον ορνίθων απλανών, 
Οίαζ νηών άτρεκής, 
Ποιμην άρνών βασιλείων 
τούς σονς αφελείς

1 Rendel Harris and A. Mingana, The Odes and Psalms op Solomon (1920), ii. 159.
2 Sozomen, Hist. Eccles, iii. 16.
3 Ibid. iii. 16.
4 Cf. A. Baumstark, ‘ Hymns (Greek Christian) ’ in J. Hastings, Encycl. of Relig. and Ethics.
5 P.G. viii, col. 681. The translation is taken from W. Wilson’s English version of Clement’s 

writings in A.-N.C.L. iv (1867), 345
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τταιδα? άγαρον, ji;
αινεΐν άνιως, ■:;?
ύρνεΐν άδολα»? .. ,·ΐ
άκάκοις στόμ-ασι 'i
παίδων ηγήτορα Χριστόν.

(Bridle of untamed colts, Wing of unwandeiing birds, sure Helm of j 
ships, Shepherd of royal lambs, assemble Thy simple children to praise in 
holiness, to hymn in guilelessness with innocent mouths, Christ the Guide 
of children.) ;
Even in the first lines the style is more highly wrought than that 
of Greek poetry, and, as the poet continues in praise of the ί 
Saviour, his style becomes more and more ecstatic and turns 
from Greek to Semitic diction. Indeed, the aggregation of Ί 
attributes in the following passages sounds more like a litany, j 
a type of euchological prayer deriving from the Jewish liturgy, Ί 
than a Greek poem:

Βροτόας γενεάς 
Σώτερ * Ιησού, 
Ποιρήν, άροτήρ, J
Οΐαξ, στόραον, ί
Πτερόν ουράνιον
ΙΊαναγοΰς ποίμνης ....

(Jesus, Saviour of the human race, Shepherd, Husbandman, Helm, 
Bridle, Heavenly Wing of the all-holy flock . . ..)
Short anapaestic verses follow each other, almost without in
terruption. It is the metre of the Hellenistic poets imbued with 
Oriental thought, and we learn from Clement’s hymn how deeply J 
Christianity spreading from the Orient had infiltrated Greek J 
civilization.

This view is further confirmed when we read the hymns of | 
Synesius, Bishop of Cyrene (c. 409), who brought Neoplatonic ? 
ideas into unison with Christianity. ' J

The first verses of the ninth Hymn1 evoke the spirit of classical j 
Greek poetry:

”Δγε pat, λίγεια φόρμ,ιγξ, 
μετά Τηιαν άοιδάν, ίί
/ζετά Λεσβίαν τε μολπάν
γεραρωτεροις εφ* υμνοις A
κελάδει, Δώριον ωδάν, |

1 Synesius Cyrenensis, Hymni et opuscula, vol. i, Hymni, ed. N. Terzaghi (Rome, 1939). In | 
W. Christ’s Anthologia Gr. carm. Christ, this hymn is the first of the series of ten hymns, 
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twraAcuff ούκ em νυμφαις 
αφροδίσιον γελώσαις, 
θαλερών ovtf errt κουρών 
πολυηράτοισιν τ/βαις· 
θεοκύμονος γάρ αγνά 
σοφίας άχραντος ώδις 
μέλος es θειον επείγει 
κιθάρας μίτους ερεσσειν, 
μελιχρόν δ* άνωγεν άταν 
χθονίων φυγεΐν ερώτων.

(Sound forth, clear-tongued lyre, after the Teian cadence, after the 
Lesbian movement; sing to me in more time-honoured strains a Dorian 
ode, not one for dainty love-laughing girls or for the adolescence of flower
ing youths that cpmpelleth desire; for it is a sacred travail of divine 
wisdom and one unsullied that prompts me to strike the strings of my 
lyre to a divine refrain, and bids me flee from the honied infatuation of 
earthly loves.) Translation by A. Fitzgerald.
But it is the frequent use of antitheses, characteristic of Semitic 
poetry, which adds a new element to that of Greek thought. 
Thus Synesius introduces the language of the Prophets when he 
sings in the first Ode1 (verses 191-6):

Σύ τό τίκτον εφυς, 
σύ τό τικτόμενον, 
συ τό φωτίζον, 
συ τό λαμπόμενον, 
σύ τό φαινόμενου, 
συ τό κρυπτόμενου . . ..

(Thou art the Generator, Thou the Generated; Thou the Light that 
shineth, Thou the Illumined; Thou what is revealed, Thou that which is 
hidden . . ..)

The words of the hymns can convey to us, however, only a 
part of the impression that they must have made upon the 
audience when they were sung to the kithara. Synesius frequently 
refers to the singing of the hymns. He also says proudly that he 
was the first who introduced a new ‘Nomos’, i.e. melody-type for 
the praise of Christ :2

Πρώτος νόμον εύρόμαν 
επί σοί, μάκαρ, άμβροτε,

1 No. iii in Christ’s Anthologia. The following translations are taken from A. Fitzgerald, 
Synesius of Cyrene, The Essays and Hymns, vol. ii.

1 No. vi; No. vii in the Anthologia. Nomos, a term of Greek musical theory, rendered by 
A. Fitzgerald as ‘measure’, means ‘melody-type’.
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yore κύδιμε παρθένου, 
Ίησον Σολυμηϊε, 
νεοπαγέσιν άρμογαΐς 
κρέξαι κιθάρας μίτους.

(I was the first to find the measure established in new harmonies to 
strike the strings of the zither in praise of Thee, Biassed One, Immortal, 
illustrious Offspring of the Virgin, Jesus of Solyma.)
We know from his letters that he practised music and we also 
know1 a song which he used to sing, the Hymn to Nemesis, 
one of the few pieces of Greek music which have come down to 
us. Synesius quotes in a letter (Epist. 95) three lines from 
the hymn.* But we do not know anything about the character 
of the music, nor about its melodic structure. Indeed, we should 
know nothing at all about the character of Early Christian music 
if a fragment of a Christian hymn with musical notation had 
not been discovered in 1918 and published by A. S. Hunt in the 
fifteenth volume of the Oxyrhynchus Papyri in 1922.2

III. THE CHRISTIAN HYMN WITH MUSIC Ϊ■1'
The strip of papyrus which has come down to us contains the I

music and words of the close of a hymn dating from the end of the |
third century. The melody has a compass of eight notes, desig- j
nated by eight letters: R φ σ ο ξ ι ζ e. These letters are used f 
for the Diatonic Hypolydian key, as handed down to us in the 
Isagoge oi Alypius,3 an author of the fourth century; they are J
set for the following row of tones: 4

—9-----*  Q-------- -- -----——------ ' 'i

-q
R φ σ ο ξ i ζ ε ϊί

1 Wilamowitz-Moellendorff, ‘Die Hymnen des Proklos und Synesius’, Sitxber. d, Kgl. Preuss. ■£ 
Ak. d. Wiss., 1907, pp. 277-8.

2 The ‘Christian hymn in Greek with musical notation’ is published under No. 1786, pp. 21-5, ,7
and rendered into modern staff notation by H. Stuart Jones. The problem of the musical notation 
of the hymn was widely discussed in the years following its publication in the fifteenth volume of . 
the Oxyrhynchus Papyri. The principal studies on the subject are: T. Reinach, ‘Un Ancetre 
de la musique d’^glise’, Revue musicale, 1922; H. Abert, ‘Ein neu entdeckter fruhchristlicher 
Hymnus mit antiken Musiknoten’, iv (1921-2), 524-9; R. Wagner, ‘Der Oxyrhynchus ■£
Hymnus’, Philologus, ixxix, N.F.B., xxxiii (1923); H. Abert, ‘Das alteste Denkmal der christlichen 
Kirchenmusik Die Antike, ii (1926). The transcriptions into modern staff notation by Wagner and a

Abert are based on H. Riemann’s rhythmical theories; T. Reinach has his own theory. Though all 7
these scholars, including H. Stuart Jones, recognized the importance of the rhythmical signs in the 
papyrus, none of them made any attempt to render them in the transcription of the music of the si
hymn. Cf. E. Wellesz, ‘The Earliest Example of Christian Hymnody C.Q. xxxix (1945), 34 sqq. J;

3 Musici Scriptores Graeci, ed. C. Jan, Bibl. Peubn., p. 370. ή
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Apart from the signs fixing the pitch, five additional signs 

are used which regulate the rhythm and the execution of the 
melody:

(i) - A horizontal stroke of varying length above one, two, 
or three notes, lengthening their duration.

(2) The hyphen, a slur, binding two or three notes to
gether.

(3) The leimma, a sign for a rest. It can be lengthened by 
a horizontal stroke.

(4) : The colon, obviously marking a short interruption of the 
melodic flow by taking breath.

(5) · A dot, placed above the letter, or, if the tone is length
ened, above the horizontal stroke. It indicates arsis.

Taking these signs into consideration, we arrive at the follow
ing rendering of the text and music of the fragment into modem 
stave-notation:

(i)C letters J

<u-c- “J c- · · ·
ο^,ον Π’αβ'αΐ' *6 &έον

1 , Γ 6 7 f

I ft..
J V ταν η - α>

Λβ letten
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t i Ji Γ6 7 $ w η mi h ig K '/

j , . ,0-CJ σ C3 ιφ^Κ Φ Ή 9·°$ lu ? ? J

IJ "j 10 « 11 2J 24 1$ ii η SO JI U IS 34 3S 36

The doxological formula : νμνονντων δ* -ημών I πατέρα χυίον χαγιον 
πνεύμα (and we sing a song of praise to the Father, and the Son, 
and the Holy Spirit) shows that we have before us the close of 
a hymn to the Holy Trinity. The metre of the text of the frag
ment is based on an anapaestic system handled in a free, even 
irregular, manner, especially in the doxological formula. The 
metre, therefore, is not the result of the archaizing tendency of 
an individual poet of the Alexandrian School, as was assumed 
by some scholars, but of the highly wrought diction to which 
the Hellenistic hymn-writer was accustomed from other hymns 
which he knew from the service. He either translated a Jewish 
or Syrian hymn into Greek, or he wrote a new hymn on the 
pattern of an older one. Setting the words to music he tried to 
write anapaests, the popular metre of the Hellenistic age. But 
when he came to insert the doxological formula, the wording of 
which could not be altered except in slight details, as its text, pre
scribed by the liturgy, was sung to a stereotyped cadence, he had to 
abandon the anapaestic metre and to introduce rhythmical prose.

Comparing the music of the hymn with the other documents 
of Greek music which have come down to us we can see an im
portant difference between the remnants of classical Greek music 
on the one hand and the Christian hymn on the other. With the 
exception of the Paean from the Berlin papyrus, dating from the 
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end of the second or the beginning of the third century a.d., 
no other piece of Greek music shows so rich a flow of melody as 
that of the Hymn to the Holy Trinity. With the exception of 
a few passages all the Greek melodies are syllabic, i.e. a single 
note corresponds to a syllable or a monosyllabic word of the text. 
Even in the Pa&an the florid style is mostly restricted to the 
cadences and is of a more ornamental than structural character.

The music of the Christian hymn is structurally florid. It is 
built up from a number of melodic formulae linked together by 
varying short passages in the manner of a recitative. This 
principle of composition is to be found everywhere in the Middle 
East, but is unknown in old Greek music; it is the same principle 
of composition which has been discovered in both Gregorian and 
Byzantine melodies, and some of the melodic formulae of the 
fragment of the hymn actually show a close relationship to 
Byzantine melody-types. We may assume, therefore, that the 
melodic formulae, particularly that sung to the words of the 
doxology, derive from the Service of the Primitive Church, and 
were taken over by the hymn-writer who either composed the 
hymn to the Holy Trinity on the pattern of an older song of 
praise, or made a translation of a Syriac hymn which he adapted 
to the already existing melody.

In spite of its Greek notation the hymn is an example—the 
oldest one which has come down to us in writing—of the new 
kind of ecclesiastical music modelled on patterns deriving from 
Oriental sources. The scholars who first transcribed the hymn 
into modern staff-notation were wrong in trying to adapt the 
rhythm of the music to the metre of the text, since the hymn does 
not belong to the group of archaizing songs of praise of which 
the hymns of Synesius represent the acme. Its execution is 
regulated by the system of rhythmical signs mentioned above. 
In interpreting the hymn according to the rhythmical nuances 
indicated by these signs we obtain a melody whose structure 
and expression already show the features characteristic of Byzan
tine ecclesiastical music. Thus the importance of the Oxyrhynchus 
find is greater than was at first assumed. "The Christian hymn 
with music’ is the earliest document of Christian music we possess, 
and we learn from it as will be proved explicitly in the following 
chapters—that the music of the Byzantine Church developed in 
an unbroken tradition from the music of the Primitive Church.



CHAPTER VII

ORTHODOX THEOLOGY AND BYZANTINE 
HYMNOGRAPHY

I. THE CHARACTER OF BYZANTINE HYMNS

BYZANTINE hymnography extended over a period of six 
centuries. It began in the second part of the fifth century 

and came to a close in the eleventh, when the introduction of 
new hymns into the service was forbidden by the ecclesiastical 
authorities. The development of Byzantine hymnography is 
divided into two periods, each of them marked by the introduc
tion into the service of a new poetical form. The first, dating 
from the middle of the fifth century to the seventh, produced 
as its main feature the Kontakion; the second, beginning towards 
the end of the seventh century, is characterized by the almost 
complete replacement of the Kontakion by the Kanon, a poetical 
form of greater structural variety and length. In the western 
sphere of Byzantine authority it was only in Italy, where Nilus 
the Younger founded the Basilian monastery of Grottaferrata 
near Rome, that the local school of hymn-writers gave rise to 
a belated flowering of ecclesiastical poetry, which continued until 
the twelfth century. This Western school, however, had no 
influence upon liturgical practice in other parts of the Empire, 
and the singing of the Basilian hymns was confined to monasteries 
of the Greek colonies in Italy.

Byzantine hymnography is the poetical expression of Orthodox 
theology, translated, through music, to the sphere of religious 
emotion. It mirrors the evolution of the dogmatic ideas and 
doctrines of the Orthodox Church from the early days of the 
Eastern Empire to the full splendour of the service at the height 
of its development. Neither the poetry nor the music, therefore, 
can be judged independently of each other; verse and voice are 
intimately linked' together. Nor, since they are part of the 
liturgy, can they be judged according to the aesthetical standards 
which we are used to apply to works of art which are the expres
sion of individual feeling. The monks who composed the hymns 
had to bear in mind that their artistic contributions to the service 
must fit into the place for which they were destined. A great 



158 ORTHODOX THEOLOGY AND BYZANTINE HYMNOGRAPHY ' 

proportion of hymn-writers were humble artisans, whose talent 
just sufficed for the unobtrusive adornment of the liturgy. Some 
of the monks, however, towering above the rest, produced hymns 
of outstanding value, though through the special needs of the 
liturgy their task was made more difficult than that of secular 
poets, who could choose their subject freely and follow their own 
ideas in working it out.

On the other hand, the restriction on the free play of imagina
tion induced the hymn-writers to pay special attention to ele
vated diction, metrical variety, and elaborate structure. This 
tendency coincided with the predilection of the public for formal 
perfection. But whereas in secular Byzantine poetry this ten
dency produced artificiality and sophistication, sacred poetry 
achieved real greatness through the spiritual qualities of the 
hymn-writers. Combining a colourful style, rich in images and 
bold similes, with sensitiveness to structural balance, they suc
ceeded in producing poems which reflect to a remarkable degree 
the spirit of Byzantine worship.

The days of Early Christendom were gone, and with them 
disappeared the expression of individual religious feeling with 
which the faithful had originally participated in the liturgical 
action. The Orthodox Church, in building up a highly organized _■
hierarchical system, regulated the life of the citizen by the I
uninterrupted succession of ceremonies which formed the cycle 
of the ecclesiastical year. For this purpose more hymns were ξ 
needed, and to adorn the feasts of the Church with verse and 
music the hymn-writers strove to keep pace with the splendour ;i 
and solemnity of the ritual. Byzantine hymnography now 
heralds the victory of Orthodoxy and proclaims the triumph of 
the State Church. Before giving an outline of this development 
a few words must be said about the events which led to the 
unification of the Eastern dioceses into one body, the Orthodox 
Church, and of the establishment of an ecclesiastical organization 
which To the last remained a copy of the secular state’.1 These 
events take us back to the closing stage of Early Christian j 
hymnography which is, at the same time, the opening phase of J 
Byzantine hymnography. j

1 S. Runciman, Byzantine Civilisation^ 1936, p. 1 it, J
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II. THE ORTHODOX CHURCH

The Council of Constantinople/ summoned in 381 by Theo
dosius I, the Great, achieved two aims: it crushed the Arian 

! heresy and established the pre-eminence of Constantinople in
? the East. These far-reaching decisions were instigated by the
1 Emperor. Resolved to pursue with the greatest energy his con-
Ϊ stitutional obligations as head of the Church and the 'Equal to
i the Apostles’, Theodosius seized the opportunity offered by
I the Arian contest to unify, centralize, and govern the Eastern
I Church. From the days when she was Byzantium, a city of
J little importance in ecclesiastical affairs, Constantinople, now the
I capital, was under the jurisdiction of the diocesan of Heraclea.2
f The status of the Bishop of Byzantium had long ago been trans-
; formed into that of Patriarch of Constantinople, but in practice
I this change was not recognized by the older sees of Alexandria

and Antioch. Now, the Council declared that the Bishop of the 
capital should have the first place after the Bishop of Rome 
‘because Constantinople is New Rome’.3 Well aware that he 
could only establish his rule on a firm basis with the co-operation 
of a powerful group of the clergy, Theodosius sought support 
from the bishops of the Asiatic provinces, who like himself were 
adherents of the Neo-Orthodox party. His policy strengthened 
the links between the Churches of Antioch and Constantinople, 
but aroused the jealousy of Alexandria, anxious to maintain her 
prominent position.

For some time changes of reign favoured Alexandria in her 
struggle for ecclesiastical supremacy. Theodosius I was followed 
by Arcadius (395-408), under whom Chrysostom was defeated 
and banished by the Patriarch of Egypt. Arcadius was succeeded 
by his seven-year-old son Theodosius II (408-50), who was faced 
with the outbreak of a new dogmatic contest. Nestorius, a repre
sentative of the School of Antioch, became Patriarch of Constanti
nople in 428. He taught that in the one Person of Christ two

1 For a general picture of the dogmatic controversy and of the relation between Church and 
State see A. Harnack, History of Dogma (Engl, tr.), vol, iv; C. Diehl, fustinien et la civilisation 
byxantine au VI* siecle (1901), pp. 315-16 and 4.97-531; J. Pargoire, L’Eglise byxantine de 527-847 
(19°5); J- B, Bury, History of the Later Roman Empire (1923), vol. i, pp. 348-88, vol. ii, pp. 360-94; 
N. H. Baynes, The Byzantine Empire^ pp. 75—98; A. A. Vasiliev, History of the Byzantine Empire 
(1958), i. 80-1.

2 Cf. F. Kattenbusch, Lehrbuch der vergleichenden Confessionskunde (1892), pp. 84—5.
3 Canon .iii. ,
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substances and natures—the Godhead and the manhood—were 
united. ‘Christ is indivisible in His being Christ, but He is twofold 
in His being God and His being man.’1

1 Sertno χϊΐ. For the Nestorian controversy see J. F. Bethune-Baker, Nestorius and bis Teaching 
(1907); F. Loofs, Nestorius and his Place in the History of Christian Doctrine (1914); A. Harnack, 
Lehrbuch der Dogmengescbichte\ vol. ii, pp. 339 sqq.

Cyril, Bishop of Alexandria (412-44), declared the Nestorian 
doctrine of the Incarnation a heresy. The clash between the 
Church and School of Antioch represented by Nestorius and 
Alexandrian theology ended with the victory of orthodoxy. 
At the Council of Ephesus in 431 Cyril, acting as papal legate, 
secured the condemnation and deposition of Nestorius. Thus 
Alexandria, becoming the stronghold of orthodoxy, again streng
thened her position. But Dioscurus, Cyril’s successor, went too 
far by supporting the Monophysite doctrine of Eutyches, and 
by condemning at the ‘Robber Synod’ of Ephesus (449) Flavian, 
Bishop of Constantinople, who had the support of Leo I. Once 
more Alexandria seemed all-powerful, but her triumph was short
lived. Theodosius II died, and was followed by Marcian (450-7), 
who was determined to achieve the complete unification of all 
the Eastern Churches under his administration. Turning against 
the man whom two years ago Theodosius II had supported 
against the Pope, Marcian summoned the Council of Chalcedon 
(451), at which Dioscurus was deposed and exiled.

By accepting at Chalcedon the Christological formula of Leo I 
the clergy reversed their own Armor decision at the Council of 
Ephesus and submitted to the will of the Emperor. The power 
of Alexandria was broken for ever and the struggle within the 
Eastern Church came to an end. The Monophysite party, how
ever, rejected the decisions of the Council of Chalcedon. Basing 
itself in the main upon the doctrine of Cyril, and withdrawing 
from the exaggerated conclusions of Eutyches, the party gained 
a large number of adherents in Egypt, in parts of Syria, and in 
Armenia. Attempts of the Emperors to bring them back into 
the Orthodox Church failed; they could be influenced neither by 
concessions nor by menaces, and during the reign of Justinian 
they finally formed the independent Jacobite Church. The 
enmity of the Monophysites to the Byzantine Empire was so 
strong that when the Musulmans conquered Palestine, Syria, 
and Egypt (633-43), they greeted the Arabs as liberators.
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Rome, on the other hand, though victorious on the dogmatic 

issue, protested against the juxtaposition of Constantinople as 
‘New Rome' with Old Rome’ in the cautiously worded twenty
eighth canon of Chalcedon. Rome had never recognized the 
third canon of the Synod of Constantinople, where the position 
of the Patriarch of Constantinople was based on the political 
argument that the Eastern capital was New Rome. The cathedra 
Petri could not accept the existence of a second city equally privi
leged. ‘Alia tamen ratio est rerum secularium, alia divinarum’, 
wrote Leo I in his Epistle to Marcian (Ep. 104). The Council, 
summoned to end heresy, he continued, had been misused by 
the Patriarch to increase the power of Constantinople. Anatolius 
ought not to disdain 'regiam civitate^i, quam apostolicam non 
potest facere sedem’.1 Here civitas and sedes are contrasted. 
The capital of the Eastern Roman Empire cannot be made an 
Apostolic see; this position can be occupied only by Rome, 
‘una cathedra in uno Petro fundata'. In Pope Leo’s conception 
Rome is not a secular but a spiritual city.2 The Western dogmatic 
view is strictly opposed to the Eastern constitutional formula: 
two Emperors, two capitals, two supreme bishops. It was from 
this formula that the Roman Emperor in the East—the only 
Roman Emperor after the fall of the Western Empire in 476— 
derived his right to establish a monarchy on Oriental lines. Like 
his opponent the Persian King, the Byzantine Basileus became 
undisputedly High Priest of the Empire.

1 S. Leonis Magni Epistolae^ Ep. 104; P.L. liv, c. 995.
2 Kattenbusch, Vergl. Confessionskunde; pp. 90-101.
3 Harnack, Lehrbucb d. Dogmengescb? ii. 407-10.

9181 y

Eastern Christianity had now reached the peak of its interest 
in dogmatic questions. Though passions were not to subside 
during the second part of the fifth century—even causing over 
the question of Zeno’s ‘Henoticon’ a temporary schism with 
Rome (484), and, in the Eastern provinces, an increase of Mono
physite activities—the Orthodox Church, henceforth included in 
the administration of the State, consolidated its position and 
gained in power. This was due to the diplomacy of Leontius of 
Byzantium, the greatest theologian of the sixth century, who 
had removed dogmatic problems from the sphere of hotly con
tested discussion to that of a philosophical treatment, based on 
Aristotelian definitions.3
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The Christ ological orthodoxy inaugurated by Leontius put an " S 
end to dogmatic evolution. Questions of dogma were expounded i 
according to scholastic methods; deviations from the accepted Q 
doctrines treated as heresies. This conservative outlook became -'3 
the starting-point of Justinian’s ecclesiastical policy. In his 3 
decree of 18 October 530 Justinian ordered that the ecclesiasti
cal canons of the four Oecumenical Councils should have the v 
same validity as Imperial laws.1 Heresy became a crime against 
the State. Heretics were deprived of all the privileges of citizen- 3 
ship. In practice, however, heresy was defined in accordance 
with the doctrinal views of the reigning Emperor. Justinian 
himself was the first to evade his own decree by his continued 
efforts to come to terms with the Monophysites. The problem 
remains unsolved as to whether his ■ conciliatory attitude was 3 
determined by the great number of the sect’s adherents or by the 
influence of the Empress Theodora who openly sympathized 
with them. Whatever the reason may have been, the Mono- T 
physites found protection even at the Imperial Court, and gained 
increasing power in Constantinople. Severus, ex-Patriarch of 
Antioch who had been from· the beginning of their reign repeatedly 
invited to come to Constantinople by Justinian and Theodora, 
at last gave way, and in 535 left his exile. On his arrival in the v 
capital he was lodged in the palace. Soon he began to influence 
the new Patriarch Anthimus, whose Monophysite tendencies 
became more and more open. At that moment Pope Agapetus 
arrived in Constantinople, and was reverently received by 
Justinian and Theodora. Informed by Ephraem, Patriarch of S 
Antioch, of the alarming situation, he refused to see Anthimus, 
deposed him in March 536, and consecrated his successor. | 
Justinian submitted to the decision of the Pope. The Synod | 
of Constantinople in May 536 anathematized Anthimus, Seve- I 
rus, and their followers. Three months afterwards Justinian · 
issued a Novel, confirming the decision of the Church by Imperial 
decree.2 Widespread persecution of the Monophysites followed | 
the Imperial enactment. They lost all but three of the episcopal 
sees; their bishops were either imprisoned or exiled. But the |

1 θεσπίζομεν τοίνυν, τάξιν νόμων επεχειν τον; άγιου; εκκλησιαστικού; κανόνα; τον; νπό τών άγιων 
τεσσάρων συνοδών εκτεθεντα; τ} βεβαιωθεντας, . . . τών γάρ προειρημενών άγιων συνόδων και τά δόγματα ■ s
καθαπερ τα; θεία; γραφά; δεχόμενα καί tow κανόνα; ώ; νόμον; φυλάττομεν. Nov. 131. Im-p. lustimant . V 
Novellae^ ed. K. E. Zacharia von Lingenthal, ii. 267. Vf

2 Cf. C. Diehl, Justinien, pp. 336-8. <
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population persevered in their faith in the Monophysite doctrine. 
Secretly helped by Theodora, Monophysite bishops and monks 
came back to the capital. Here J acob Baradaeus1 was consecrated

I Bishop of Edessa by the Monophysite bishops (543). Disguised 
ί as a beggar he travelled through Syria, Armenia, and Asia Minor, 
I consecrating bishops, installing priests, and creating a secret 
ί organization. In 550 he ordained the Patriarch of Antioch. This
j investiture marked the beginning of a separate. Eastern Church,
I called by the name of its founder, the Jacobite Church.2

The religious enthusiasm of the Monophysites, indomitable in 
withstanding all persecutions, is mirrored in the rich treasury 
of their hymns. From Antioch comes the oldest extant hymnal 
of a non-biblical character, dating back to the beginning of the 
sixth century: the so-called Oktoechos of Severus.3 In its original 
form the service-book was a collection of hymns in Greek for the 
main feasts of the ecclesiastical year, similar to the Western 
Breviary. It not only survived the deposition of Severus as 
Patriarch of Antioch, but was enlarged and translated into 
Syriac in the seventh or eighth century, and introduced through
out the whole domain of the Jacobite Church. Another group 
of hymns, originally written in Greek, are the 'Enjane, transla
tions of Greek Kanons.4 The greater part of these hymns came 
from Jerusalem, some probably from Constantinople.5 Future 
investigations into the oldest manuscripts of the Octo echus of 
Severus may prove that in these hymns the oldest layer of 
Byzantine hymnography has been preserved. But the study 
of the 'Enjane, of the Syro-J acobite Church will certainly throw 

ί light on the texts of the Greek Kanons of the first period, i.e. 
from the end of the seventh to the middle of the eighth century, 
and further, on the structure of the Byzantine liturgy at that 

i period.
Justinian, while wavering in his attitude towards the Mono

physites—lenient at the beginning of his reign, aggressive in the 
middle, and compromising at the end—was resolute in combat-

1 The surname Burde'ana, which was given to Jacob bar Theophilus ‘ because his dress consisted 
of a barda'tha or coarse horse-cloth was corrupted into Baradaeus. Cf. W. Wright, A Short 
History of Syriac Literature (1894), p. 85.

2 Ibid.
/ 3 Cf. A. Baumstark, Festbrevier u. Kirchenjahr d. syr. Jacobiten (1910), p. 45.

4 Cf. O. Heiming, ‘Syrische 'Emane und griechische Kanones’, Liturgiegesch. Quellen und 
Forschungen, Heft χχνί (1932), 40-52.

s Cf. A, Baumstark, Festbrevier, p. 95.
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ing paganism. The most significant act in a series of drastic 
measures to extinguish Hellenism was his edict of 529 ordering 
the closing of the Academy at Athens, which had flourished from 
the days of Plato and Aristotle until the death of Proclus (a.d. .A 
485) and still had 'teachers of considerable metaphysical ability’.1 Ώ 
Consequently all schools in Athens and in the provincial cities in 
which the pagan tradition of teaching survived were closed. # 
Thus the last obstacles to establishing the Christian faith as the 
religion of the State were removed. High dignitaries at the 
court, suspect as pagans, were condemned to death, books and 3
statues of the gods were burned, and the study of philosophy J
forbidden. The closing of the Academy at Athens 'marks the M
moment at which the Greco-Latin world gives way to the G
Byzantine world’.2 3

With great energy Justinian began to build up this new world.
His aim was to strengthen the religious life of the Empire by 
creating a powerful ecclesiastical administration, by furthering 7 
the building of churches and monasteries, and by connecting 
secular life to a hitherto unprecedented extent with ecclesiasti
cal ritual. ■

As a visible sign of the centralization of all ecclesiastical power 
in the capital of the Empire, Justinian ordered the building of 
a church whose magnitude and splendour should surpass that 
of all others. During the riots of 532s a church was burnt down 
which had been built by Constantine and dedicated to the 
Divine Wisdom. Instead of repairing the damaged building 
Justinian ordered two architects from Asia Minor, Anthemius 1 
of Tralles and Isidore of Miletus, to build a church capable of 
holding the court, the Senate, the patricians, and a huge crowd. J 
For four years 10,000 craftsmen were at work and on 27 December A 
537 Hagia Sophia was solemnly inaugurated. Justinian, over- 
whelmed by the realization of his dream, is said to have rushed . | 
to the ambo under the vast dome and to have cried: 'Glory to 
God who has deigned to find me worthy to achieve such a work.
O Solomon, I have conquered thee.’4 The whole Empire had '.77 
contributed to the splendour of Hagia Sophia, and when, twenty i 
years after the inauguration, on 7 May 558, the dome collapsed, S

1 J. B. Bury, History of the Later Roman Empire, ii. 369. 3
2 C. Diehl, fustinien, p. 564. ·ΐί
3 Cf. Bury, Hist, of the Later Rom. Empire, vol. ii, ch. xv, § 5, ‘The Nika Revolt’. <3
4 Malalas, Chronogr. 479; Theophanes Cont., Script, rer. byz. 2175 Ps.-Codinus, 143. fj.
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consternation swept over the whole Empire and the destruction 
of the dome was mourned by the poets. Justinian instantly 
ordered the construction of a new, more solid dome, and on 
24 December 562 the Emperor inaugurated Hagia Sophia for the 
second time. During the festivities held on that occasion Paul 
the Silentiary recited the proem of his famous 'Description of 
Sancta Sophia’ in the presente of the Emperor, praising the 
building as the greatest of all his achievements.1

1 ... eon δ αΰ τών πρά^εων'ίτό παμμέγιστον ή κτίσις τοΰ σοΰ νεώ, Friedlander, Paulus Silentiarius, 
108-ϊΐ.

z θεσπίζομεν, μη περαιτέρω μέν sexaginta πρεσβυτέραν; κατά την άγιωτάτην μεγάλην εκκλησίαν 
είναι, διακόνους δέ άρρενας centum, καί quadraginta δέ θηλείας, και υποδιακόνους nonaginta, άνα- 
γνωστας δέ centum decem, και, ψάλτας viginti quinque, ώς είναι τοι* -πάντα αριθμόν τών ευλαβέστατων 
κληρικών τής μεγάλης εκκλησίας ev τετρακοσίοις εΐκοσιπέντε προσώποις, καί centum -προς τοότοις τών 
καλούμενων πυλωρών. -Nov. 3, § 1, ed. Ζ. ν. Lingenthal, vol. i, ρ. yi. '

3 J. Pargoire, L'.Eglise byzantine, pp. 60—1.
·.·· 4 Ibid., p, 100. The hymn is printed by W. Christ and M. Paranikas in Antbol. Gr., p. 52,

The pomp of the liturgy in the days of Justinian can be 
inferred from a decree (535) ordering2 that the number of the 
clergy of Sancta Sophia and of the three churches annexed to it 
should not exceed the figure of 425, that is to say, 60 priests, 
100 deacons, 40 deaconesses, 90 subdeacons, no lectors, and 25 
singers. To these must be added 100 doorkeepers, who did not 
belong to the clergy. But the influx of priests from the pro
vinces could not be stopped, and their number must have 
increased beyond control. In the days of Heraclius (610-41), 
therefore, a new decree had to be issued reducing the number of 
‘Hagiosophitae’ to 80 priests, 150 deacons, 40 deaconesses, 70 
subdeacons, 160 lectors, and 25 singers.3 These figures show that 
even the reduced number of clergy at Sancta Sophia under 
Heraclius exceeded the total number decreed by Justinian for 
the four churches. The dimensions of Sancta Sophia and the 
large number of the clergy celebrating Mass and Office made an 
increased number of hymns and other chants necessary to fill up 
the time required for the various entrances and processions. 
One of these new hymns was the Troparion Ό μονογενής υιός, 
composed, according to Sophronius and Cedrenus, by Justinian 
in 535 θΓ 536·*

The extension of the liturgical ceremonies at Sancta Sophia 
was copied by all the principal churches throughout the Empire. 
The splendour of the ritual was to the faithful the visible mani
festation of the establishment of Orthodoxy, and the spirit of
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the Church Triumphant found its expression in the 'Cherubic 
Hymn’, sung by the choir at the Great Entrance since 574

Οι τά χερουβίμ μυστικώς εικονιζοντες 
και τη ζωοποιώ τριάδι τον τρισάγιον ύμνον προσήκοντες 
πασαν την βιωτικην άποθώμεθα μέριμναν
'Ως τον βασιλέα τών όλων υποδεχόμενοι 
ταΐς άγγελικαΐς άοράτως δορυφορούμενον τήξεσιν 
αλληλούια αλληλούια αλληλούια.2,

(We who mystically represent the Cherubim and sing the thrice-holy 
hymn to the lifegiving Trinity let us lay aside all worldly cares

That we may receive the King of the Universe invisibly attended by 
the angelic orders.

Alleluia, Alleluia, Alleluia.)3

Here the appearance of Christ, invisible to human eyes, is brought 
near to the minds of the faithful by the vision of the anonymous 
poet, who sees the Lord attended by the hosts of the angels like 
the Imperator with his bodyguard. The hymn reveals also the 
element of mystery-initiation in Eastern liturgy.4 When they 
exhort the people to listen to the Cherubic Hymn, the singers 
are no longer the psaltae of the Choir ;s they impersonate the 
Cherubim, angels of the second order of the ninefold celestial 
hierarchy, whose utterance is no mere speaking (Aeyetv) but 
exultant singing (ύμν€Ϊν).β

The mystical element in Eastern Christianity found its purest 
expression in the religious attitude of those who fled from the 
world into the seclusion of monastic life. Justinian professed 
his admiration for them not only because they were virtuous 
and would become ‘citizens of Heaven’7 but because their way 
of life would have a favourable influence on the life of society 
in general. He, therefore, encouraged the foundation of monas
teries throughout the Empire by private acts and legislation, 
working out the most detailed plans for them.8

It was in the monasteries that the liturgical movement began
1 Cf. Cedrenus, Hist. Compend.·. P.G., vol.'cxxi, c. 748 b.
2 Cf. F. E. Brightman, Liturgies Eastern and Western (1896), pp. 377-8.
3 Cf. H, A. Daniel, C^dex Liturgicus. iv(i853), 400.
4 Cf, P. Hendrix, ‘ Der Mysteriencharakter der byz. Liturgie’, B.Z. xxx. 3.
5 efra οί ψάλται ώε μιμητοί αγγέλων προτρεπουσι τον λαόν ει$ τον χερουβικόν ΰμνον. Ps.-Sophronius, 

Commentarius Liturgicus, ch. 20, P.G. Ixxxvii, c. 4000.
6 H. Koch, Pseudo-Dionysius Areopagita (1900), pp. 46 sqq.
7 Nov. 133 (a.d. 539). .
8 Cf. C. Diehl, Justinien, pp. 502 sqq.
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which made the Office the principal regular service of prayer 
and singing of psalms and hymns. Mass was celebrated fre
quently, but not daily; but Office had to be held daily, parti
cularly in all the larger monasteries.1 As a consequence of the 
enlargement of the Office more hymns were required for the 
service. Thus the liturgical development in Eastern monasticism 
led to the growth of Byzantine hymnography.

From the time of the establishment of the State Church on
wards Byzantine ecclesiastical legislation aimed at eliminating 
the peculiarities of the various Eastern rites and at establishing its 
own supremacy in all questions of ecclesiastical discipline. These 
aspirations were fulfilled by the decrees of the Council in Trullo, 
summoned by Justinian II in the capital in the autumn of 691. 
The entire organization of Eastern religious life was codified in 
fo2 canons. Though really only an Oriental Synod, the Concilium 
Trullanum assumed the authority of an Oecumenical Council, and 
gave proof of Eastern independence of the West by its criticism, 
in the fifty-fifth canon, of the Roman usage of quadragesimal 
fasting. Henceforth the divergencies in ritual between East and 
West became more important than their common viewpoint in 
dogmatic questions, and it was differences concerning ritual and 
ecclesiastical discipline which caused the estrangement between 
Constantinople and Rome; the dogmatic difference on the ques
tion of the Procession of the Holy Ghosf, raised by Photius, was 
only the final cause of the breach in 867 ; the liturgical controversy 
between Cerularius and Leo IX in 1054 was the final inducement 
to a permanent schism.

Before the first schism Byzantine orthodoxy had passed 
through a crisis more dangerous than that caused by the Mono
physite or Monothelete heresies; this was the Iconoclastic con
troversy, which threatened the foundations of Orthodoxy for 
more than a hundred years. In its outset a conflict over the 
popular custom of paying reverence to sacred pictures, the 
Iconoclastic controversy passed at a later stage into the sphere 
of politics and finally assumed the character of a social move
ment directed against the wealth of the monasteries. The 
struggle was conducted with passion on both sides; it is difficult 
to reconstruct the situation, since the writings of the Image- 
Breakers have perished and we have to rely on the treatises of

1 Cf. Pargoire, L’Egtise by-zantine, pp. 103—4.
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the Image-Worshippers. Rationalistic writers see in Iconoclasm 
a Puritan reaction against superstition; ecclesiastical authors, 
on the other hand, see in it the intrusion of Imperial ambition 
into the domain of the Church. The unbiased historian, who 
collects and studies the facts, refrains from taking part on one 
side or the other; he sees in the conflict a tragic clash of princi
ples.1 For our task a short delineation of the inner causes of the 
controversy may suffice to explain its reflection in Byzantine 
hymnography.

1 Cf. K. Schwarzlose, Der Bilderstreit (1890), pp. 42—50; A. Lombard, Etudes d’histoire byzantine 
(1902), pp. 124-8; L. Brehier,La Quer^lle des images (1904), pp. 3-4; H. Leclercq, in D.A.C.L. vii 
(1926), col. 180-302. See also the masterly outline of the Iconoclastic controversy by Ν. H. Baynes 
in his 7he Byzantine Empire, pp. 88-93.

1 ‘Placuit picturas in ecclesia esse non debere, ne quod colitur et adoratur in parietibus depin
gatur.’ Mansi, Concil. Coll. ii. it, Concil. Illiberitanum, Can. 36.

Jewish Christians and members of those Churches whose obser
vances were particularly strict had always been hostile to the 
representation of Christ in Early Christian art. They saw in 
such representations a breach of the Mosaic Commandment. 
This attitude found expression in the thirty-sixth Canon of the 
Council of Elvira (306), which forbade pictures in churches or 
paintings of objects of worship on the walls.2 With the spread 
of Christianity among the Gentiles, to whom the mystery of 
the Invisible God had to be made accessible in a familiar form, 
the material representation of Christ, the Virgin, the Apostles, 
and the Saints became inevitable, and was favoured by both 
State and Church, particularly since the reign of Justinian. 
From the middle of the sixth century Eastern piety showed a 
tendency to dedicate churches and monasteries to the Theotokos, 
the angels, and the saints; to place in these sanctuaries icons of 
the Divine Persons and the saints and martyrs to whom they 
were consecrated; and to preserve in them relics to which pil
grimages and processions were arranged at local feasts. Soon the 
veneration of the icons took the form of adoration. The theology 
of Dionysius the Areopagite had developed the Neoplatonic con
ception that the human manifestations of the Supernatural 
Beauty are reflections of the invisible Divine Essence, revealed 
to inspired artisans. It was only necessary to carry these ideas 
a step farther for Byzantine piety to see in the icons the earthly 
personifications of the Theotokos or of the saint, and to confer 
on them the same adoration as on their divine, invisible proto-
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types.1 The icons are, according to Dionysius, 'predetermina
tions' (προορισμοί) ;2 they are pre-existent in God, just as a house 
that is to be built is created first in the imagination of the archi
tect.3 There was a strong tendency in Byzantine theology to 
encourage the adoration of the icons for the sake of religious 
education; they were considered as a means of approach to the 
mysteries of the Church for the uneducated who could not read. 
"The Icon is an aid to the memory (υπόμνημα)’, writes John 
Damascene; ‘it means to the uneducated and uncivilized what 
the book means to those who can read.’4

1 Είτα πάλίν eucoves elal τά ορατά των αοράτων^ και ατύπωτων, σωματικως τύπονμίνων προς 
άμυάράν κατανόησιν. John Damascene, De imaginibus oratio i. n ; P.G. xciv, c. 1241.

2 De div. nom., cap. 5. 3 De imag. or. i. 10; P.G. xciv, c. 1241.
4 Ibid. i. 17; P.G. xciv, c. 1247. 5 Cf. Pargoire, L’EgUse byzantine, p. 181.
6 Cf. Mansi, Concil. Coli, xiii, coi. 329.
7 Cf. Ch. Diehl, Manuel d’art byz. (1910), p. 338.

The conflict broke out in 725 under Leo III (717-41), the first 
of the Isaurian dynasty. Born in the mountainous country of 
the Taurus, at the eastern border of the Empire, Leo was 
influenced by Paulician ideas, which spread in the middle of the 
seventh century and gained many followers in Armenia, Meso
potamia, and Syria.5 As the Paulician sect was an offshoot of the 
Manichaeans, * the representation of the Divine in human form was 
regarded by them as blasphemous. Leo's decree in 726 against 
icon-worship led to a revolt which was suppressed by force, and 
the see of Constantinople was handed over to a patriarch who 
supported the Iconoclastic policy of the Emperor. Thus a 
struggle began between the Emperor and the army on the one 
hand, and orthodoxy represented by the monks on the other, 
which was continued by Leo's successors and lasted, not counting 
a short interval of peace under the Empress Irene, until the 
death of Theophilus in 842. Resistance of the monks, who were 
courageous in opposing the intervention of Imperial power in 
matters of faith, was everywhere quelled. Monasteries were 
closed or secularized, the monks were persecuted, exiled, im
prisoned, or put to death. Images and statues were destroyed; 
codices, particularly those with miniatures, were burnt.6 In 
Constantinople the frescoes of the church at Blachemae, repre
senting scenes from the life of Christ, were destroyed, and the 
mosaics and frescoes of the Patriarchate disappeared together 
with many other famous works of Christian art.7 The long period 
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of destruction explains the loss of all manuscripts containing the 
music of hymns prior to the ninth century. Not a single composi
tion of the greatest of all Byzantine hymn-writers, St. Romanus, 
has come down to us in a manuscript of his period; we do not 
even know whether the writers of Kontakia wrote down their 
melodies in neumatic notation, as was the custom later, or trans
mitted them orally.

After the death of Theophilus on 20 January 842 his widow 
Theodora reigned for her son Michael III, who was under age. 
Suddenly all persecution came to an end and orthodoxy was 
restored. To commemorate the triumph of the Church the new 
Patriarch of Constantinople, Methodius, introduced in 843 the 
Feast of Orthodoxy,1 tvhich is celebrated on the first Sunday of 
Lent? Image-worship, the cult of relics, pilgrimages to sanc
tuaries which possessed miracle-working icons and relics flour
ished even more than before the outbreak of the Iconoclastic 
controversy. To repair the damage done to the decoration of 
churches and monasteries, a wave of artistic activity set in, and 
they were adorned with mosaics, frescoes, and icons. In the 
scriptoria of the monasteries schools of calligraphers copied the 
manuscripts which had escaped destruction, and illuminated 
them. The reaction against the period of puritanism was, in 
fact, so strong that it led to a second golden age of Byzantine 
art, which lasted for nearly three centuries from the beginning 
of the Macedonian to the end of the Comnenian dynasty in 1204. 
From that period a number of manuscripts have come down to 
us, containing both texts and music of the liturgical hymns. 
These manuscripts transmit the rich treasury of hymnody in all 
the various stages of musical notation from the earliest to the 
most fully developed, and they are the source for the study of 
Byzantine ecclesiastical music.

1 The text chanted at the feast was a kind of ‘Blessing and cursing Litany’. It has come down in a 
unique MS. from the Library of the Duke of Leicester, now in the Bodleian Library [MS. Holk- 
'ham 172]. Cf. ‘Die jahriiche Eucharistia nach dem Bildersturm’, O.C., N.S., xii-xiv (1925), 
151-61.

3 N. Nilles, Kalendartum Manuale, ii (1897), 102.



CHAPTER VIII

the POETICAL FORMS: (I) TROPARION AND 
KONTAKION

I. TROPARION

THE rise of the Byzantine Church from an episcopal see to a 
dominating position in the East under Justinian and, finally, 
to independence from Rome, was reflected in the ever-increasing 

activity of Byzantine hymn-writers. Taking their models from 
the Churches of Jerusalem, Antioch, and Alexandria, they 
gradually built up a characteristically Byzantine style by intro
ducing successively, in addition to the mass of originally mono
str ophic hymns, the two great poetic forms characteristic of 
Eastern piety: Kontakion and Kanon. Before we discuss these 
genres of liturgical poetry, which first attracted the interest of 
students in Eastern liturgy and ecclesiastical poetry, we must 
speak about the Troparia:1 from the aesthetic point of view, 
these hymns are as important as the longer forms which de
veloped later; from the musical point of view they are of even 
greater importance, because their texture is richer than that 
of the melodies which are sung to the stanzas of the Kanons.

1 See the article τροπάριον in L. Chignet’s Dictionnaire grec-fran$ais des noms liturgiques (1S95), 
pp· 153-5·

The name Troparion (τροπάρι,ον) was given to short prayers 
which, in the earliest stage of hymnography, were written in 
poetic prose and inserted after each verse of a psalm. In the 
fifth century, when the Troparia were composed in strophic 
form and became longer, these poetical prayers were sung only 
after the three to six last verses of a psalm. Hymns of this kind 
are known to have formed part of Matins and Vespers in churches 
and monasteries of the fifth century. In this period the liturgy 
consisted of psalms, of the nine Odes or Cantica, of certain 
formulae dating back to the earliest times of Christianity, and 
of the Troparia, added by contemporary hymnodists. This 
usage, however, did not apply to monastic congregations living 
in seclusion, such as those of monasteries in the desert. Monks 
of this strict rule, anchorites and hermits, rejected, as we know 
from reports which have come down to us, every kind of singing.
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The oldest of these reports/ referring to the practice of the 

fifth century, is that of Abbot Pambo, who had sent his disciple 
from the monastery in the desert to Alexandria to sell some of 
the products of their manual labour. The disciple returned after 
sixteen days, having spent his nights in the vestibule of the 
Church of St. Mark, where he saw the ceremonies and heard the 
singing of the Troparia. The abbot, observing that the disciple 
was troubled by something, asked for the reason. The young 
monk answered that he felt they wasted so many days in the 
desert singing neither Kanons nor Troparia such as he had 
heard at Alexandria. To these complaints the abbot answered 
in despair that he saw the time coming when the monks would 
abandon their rigid discipline pronounced by the Holy Spirit, 
and would give themselves over to songs and melodies. What kind 
of contrition, what kind of tears could result from the Troparia..., 
when the monk stands in his church or his cell and raises his 
voice like the oxen ? . . . 'The monks did not emigrate into this 
desert in order to perform before God, and to give themselves airs, 
and to sing songs, and to compose tunes, and to shake their hands 
and move from one foot to the other/ but we should offer our 
prayers to God in great fear and trembling, with tears and 
sighings, in reverence and in the spirit of contrition with 
moderate voice.2

Another report, dating from the sixth century, describes the
1 The text of the report, first published by Gerbert in his collection of Scriptores eccles. de 

musica, and quoted by J.-B. Pitra in L’Hymnograpbie de I'eglise grecque is given in full in Christ- 
Para nikas, Antbologia graeca earm. cbrist., pp. xxix—xxx. A free and rather inaccurate rendering 
of the Greek text is given in E. Bouvy’s Poetes et melodes (i886), pp. 338—9. Reference to the report 
is made in H. J. W. Tillyard’s Byzantine Music and Hymnograpby (1923), p. 9, and in O. Tiby’s 
La Musica Byzantina (1938), pp. 127-8.

2 Aeyet ovv αυτω d γέρων ουαί ήμΐν, τέκνον, οτι εφθασαν αί ήμέραι, έν αΐ; νπολείψουσι οί μονάχοι 
την στερεά,ν τροφήν την Std τον άγιον πνεύματα; ρηθεΐσαν και εζακολονθήσονσιν άσματα και ήχον;· ποια 
γάρ κατάνυζις, ποια άάκρνα τίκτονται εκ τών τροπαρίων; ποια γαρ κατάννξι; τώ μοναχω, όταν έν 
εκκλησίη. η εν κελλίω ΐσταται και ΰφοΐ την φωνήν αυτοί ώ; οί βόε;; ει γαρ ενώπιον τοΰ θεού π άριστά μέθα, 
εν πολλή κατανύξει όφείλομεν ΐστασθαι καί ονχί έν μετεωρισμω· και γάρ ονκ έξήλθον οΐ μοναχοί εν τή 
ερήμω ταύτΐ), ΐνα παρίστανται τω θεω καί μετεωρίζονται και μελωοοΰσιν άσματα καί ρυθμίζονσιν ήχου; 
και σείονσι χεΐρας καί μεταβαίνουσι ποδα$·, <£λλ’ όφείλομεν καί μέτριας [τατανηϊ] φωνής τά; προσευχά; 
τω θεω προσφέρειν. Ibid., ρρ. xxix-xxx. The reference to the singing of the hymns accompanied 
by clapping of the hands and rhythmical steps reminds us of the description of the ecstatic 
gesticulations and movements of the Ethiopian saint Jared (Corpus script, christ. orient., Scriptores 
Aethiopici, Ser. Π, vol, xvii, p. 4), and of the present Ethiopian custom of accompanying the 
singing of the Mass by drums and rhythmical gesticulations. Cf. E. Wellesz, ‘ Studien zur aethio- 
pischen Kirchenmusik ’, O.C., N. S. ix. 81—4. Since the Ethiopian practice goes back to that of 
the Coptic Church, this kind of ecstatic singing may have been customary in Alexandria in the 
days of Pambo, and we may well understand that monks of strict discipline rejected a kind of singing 
which they considered as a relapse into paganism, or, as Pambo puts it: χυθήσεται d rouj εις τρόπον; 
καί εις τον; λόγον; τών Ελλήνων.
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visit of the Abbots John and Sophronius to Nilus, abbot at 
Mount Sinai.1 John and Sophronius came to see Nilus on a 
Sunday. They found him with two disciples at the top of the 
mountain. When they arrived it was the hour for Vespers. The 
abbot began the service with theDoxology (Jo'^a Πατρί), followed 
by the first Psalm (Μακάριος) and the hundred and fortieth 
(Avpte, έκέκραξα), without singing the customary Troparia (χωρίς 
τών τροπαρίων); he continued with the prayers Φώς ιλαρόν and 
Καταξίωσαν2 and ended with Symeon’s prayer Νυν άπολνεις 
(Luke ii. 29-32). After Vespers a meal was served. When they 
had finished they began to celebrate Matins. They said first the 
Hexapsalm (Psalms iii, xxxvii, Ixii, Ixxxvii, cii, and cxlii) and 
the Lord’s Prayer; then, with subdued voice, they recited the 
entire cycle of the 150 Psalms, divided into three groups (στάσεις) 
of fifty Psalms. After the first group the abbot said the Lord’s 
Prayer and the Kyrie eleison. Then they sat down and one of 
the disciples read the Epistle of St. James. The same order of 
prayers and lessons was repeated after the second and third 
group of Psalms; after the second an Epistle of St. Peter was 
read, after the third an Epistle of St. John. The recitation of the 
Psalms was followed by the nine Odes, again repeated in a sub
dued voice, without the Troparia (άνευ τροπαρίων); they sang no 
Mesodion (μεσωδιον)3 after the third and sixth Ode, but said the 
Lord’s Prayer and the Kyrie eleison. After having said the Lauds 
(αίνοι = Psalms cxlviii, cxlix, and cl) without the Troparia, they 
ended with the Doxology, the Lord’s Prayer, the Kyrie eleison, 
and a short prayer.

John and Sophronius were astonished by the omission of all 
the hymns and asked Nilus why he did not follow the practice 
of the ‘catholic and apostolic Church’. Nilus tried to convince 
them that he did. But they asked: ‘Why do you sing Troparia 
at the Vespers of the holy Sunday neither to Κύριε, έκέκραξα 
(Psalm cxl), nor to Φώς Ιλαρόν; nor at Matins the Θεός Κύριος,4 
nor to the recitation of the Psalms the Sabbath-jKdtfAfsw#-

: 1 Cf. J.-B. Pitra, luris eccles. graec. bistoria, ii. 220, and Christ—Paranikas, Antbol. graeca carm. 
cbrist., pp. xxx-xxxii.

2 The first word of the prayer: Καταξίωσαν, Kjpic, A τη eunepa, read in the Greek Church during 
the second part of Vespers.

..··.·3 /xeowStoy apparently means a short hymn, sung between the third and fourth, and the sixth 
and seventh, Canticle.

4 &eos Κύριος και eneipqvev ημΐν ζΰλογημ,ύνος 6 ύρχόμ.€υος Α όνόματι Κυρίου has its place before 
the Hexapsalm and is followed by the Troparion of the feast.
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ta,1 nor the Troparia of the Three Children to the Canticles; nor 
the Πάσα πνοή to MeyaAiipet,2 nor Άνάστασιν τοΰ σωτηρος to the 
Doxology?’3

From this report the following facts can be ascertained about 
sixth-century liturgy: (i) In early Byzantine liturgy Vespers and 
Matins already contained most of the elements they contain 
to-day. (2) The singing of Troparia formed part of the ritual of 
the Orthodox Church. (3) The Troparia had their fixed position 
in the Canonical Hours; this fact can be inferred from the sur
prise of John and Sophronius at the liturgical practice of the 
abbot of Mount Sinai. Nilus obviously adhered to the rigid rule 
of fourth- and fifth-century solitaries, who rejected singing as 
harmful to the spirit of contrition, the state of mind essential to 
monastic piety, as can be seen from the anecdote about Pambo 
and his disciple.

The first Byzantine hymn-writers to Te mentioned by name 
are Anthimus and Timocles, who flourished in the middle of the 
fifth century, in the days of Leo I (457-74). Both Anthimus, the 
Orthodox poet, and Timocles, the Monophysite, had a large 
following in Constantinople.4 But none of the Troparia of these 
hymnodists have come down to us, or at any rate not under their 
names. Among the large number of anonymous Troparia which 
the Byzantine service-books contain, some compositions of the 
poets of Early Byzantine hymnography may have survived, but 
no convincing proof of the fact is possible.

We should have no information about the state of fifth-century 
hymnography if a group of Troparia of Auxentius had not been 
transmitted in a Vita of the saint.5 In the days of Theodosius II 
Auxentius came from his native land, Syria, to Constantinople 
to take up military service in the Imperial Guard. He became 
a member of a circle to which John Monachus, Marcian, Setus,

1 Kathisma: (i) one of the twenty sections into which the Psalter is divided, apart from the 
three Staseis; (z) a Troparion which is sung sitting. The term Sabbath-X«iZ>rj?w<zr<z obviously 
refers to the Troparia sung during the third part of the Orthros.

2 p.eyaAtii>« ή Ψυχή μου τον Κύριον is the beginning of the ninth Canticle; the antiphon Πασα 
■πνοή αινεσάτω τον Κύριον is sung in the present service before Lauds.

3 According to present-day usage the Resurrection-Troparion of the Great Doxology is sung 
after the Trisagion.

4 τφ τψ ctci . . . “Ανθιμος και Τιμοκλής οί τών τροπαρίων -ποιηταί ύγνωρίζοντο. Cedrenus, Com
pendium Historiarum, i. 612 (C.S.H.B.'). According to Theodore the Lector’ s Excerpta ex Eccl. Hist., 
P.G. Ixxxvi, cc. 173—5, Anthimus introduced the Vigils τάς παννυχίδας into the Service.

3 Cf. Vita S. Auxentii, P.G. cxiv, c. 1412. According to Pitra, Analecta Sacra, ρ. xxii the Vita 
was written by Georgius, a pupil of Auxentius.
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and other citizens of high rank belonged, all of whom led a strict 
Christian life. Many of them gave up their private occupation, 
took orders, and retired from the world. Auxentius lived as a 
solitary on a mountain near Chalcedon in Bithynia, but had to 
leave his seclusion for a time by order of the Emperor Marcian 
to take part in the Council of Chalcedon. He became a famous 
preacher, and pilgrimages were made to his cell on Mount Oxia. 
Here, according to the Vita, Auxentius received the pilgrims 
one by one, gave advice, and taught them to chant simple 
Troparia, consisting of two or three phrases (τροπάρια από δύο 
ρητών η τριών). When they had learned them, they all chanted 
together, and the singing of the crowd went on for several hours. 
Finally the Saint intoned in the following manner the 'Song of the 
three Holy Children’, which forms the eighth Ode of the Byzan
tine Psalter. He sang the first hemistich of each line, and the 
crowd responded with the second, as the author of the Vita 
indicates:

Auxentilis: Ευλογείτε, πάντα τά έργα Κυρίου τον Κύριον.
The people: 'Υμ,νειτε και ΰπερυψουτε αυτόν εις τούς αιώνας.
(Ο all ye works of the Lord, bless ye the Lord: praise Him and magnify 

Him for ever.)

The Troparia of Auxentius, transmitted in the Vita, were 
rearranged by Pitra in the form of a hymn consisting of seven 
stanzas.1 From the text of the Vita we learn that each Troparion 
formed a short prayer, interspersed between the parts of his 
address to the pilgrims, but that an inner connexion existed 
between the Troparia, since Auxentius taught the pilgrims to 
sing them in their proper order (κατά τάξιν).

This breaking up of a hymn consisting of a number of stanzas 
is in conformity with the liturgical practice mentioned above of 
singing a short hymn after each verse of a psalm. In this first stage 
of Troparion-writing the stanzas were loosely linked together. 
Later on, however, all the Troparia are linked by a common 
thought and have the same unity as a lyrical poem built up 
from.a number of stanzas. We also learn from the Vita that a 
Troparion need not necessarily be performed by a single person, 
but could also be sung by a choir. The fragment of the hymn of 
Auxentius runs as follows:

1 Cf. Pitra, Analecta Sacra, p. xxiii.
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(l) Πτωχός και πενης 

ύμνοΰμέν σε, Κύριε'
(2) Ζτρατιαί εν ούρανοΐς 

ύμνον άναιτέμίΓουσιν, 
καί ήμεΐς οι της γης 
την δο^οΛο/ιαν

άγιος, άγιος, άγιος Κύριος,

πληρης ό ουρανός 
καί η γη της δόξης σου.

δόξα τω Πατρι
δόξα τω Υΐω
δόξα τω άγιω Πνευματι, 
τω λαλησαντι δια των 

προφητών
(3) Δημιουργέ πάντων, 

εΐπας και εγεννηθημεν, 
ενετείλω και έκτίσθημεν· 
πρόσταγμα εθου 
και ου παρελειίσεται' 
σώτερ, εΰχαριστοΰμέν σοι.

(4) Κύριε τών δυνάμεων, (6) ‘0 καθήμένος έττί τών Χερουβίμ
επαθες {και) άνεστης, 
ωφθης καί άνελήφθης. καί τους ουρανούς άνοίξας
ερχη κρΐναι κόσμον1
οΐκτείρησον καί σώσον ή μας. οΐκτείρησον καί σώσον ή μας.

(5) ’Κν ψυχή τεθλιμμένη 
προσπίπτομεν σοι 
και δεόμεθά σου, 
Σώτερ τοΰ κόσμου* 
συ γάρ εϊ θεός 
τών μετανοούντων.

(7) Άγαλλιασθε, 
δίκαιοι, εν Κυρίω, 
ττρεσβεύοντες υπέρ ημών' 
δόξα σοι, Κύριε, 
ό θεός τών άγιων.

(ι) We, the poor and the needy, praise thee, 0 Lord; glory to the Father, 
and to the Son, and to the Holy Spirit, who spake by the Prophets.

(2) The Heavenly Hosts send up a hymn, and we upon earth the song of 
praise: Holy, holy, holy Lord, heaven and earth are full of Thy glory.

(3) Creator of all, Thou didst speak, and we were begotten; Thou didst 
ordain, and we were created; Thou gavest the command, and it shall 
not pass away. Saviour, we thank Thee.

(4) Lord of hosts, Thou didst suffer and Thou didst arise; Thou didst 
appear, and Thou didst ascend. Thou art coming to judge the world, 
have pity upon us and save us.

(5) With contrite heart we fall down before Thee and beseech Thee, 0 
Saviour of the world, for Thou art the God of the penitent^

(6) Thou who sittest above the Cherubim and hast opened the heavens, 
have pity upon us and save us.

(7) Rejoice, ye righteous, in the Lord and intercede for us. 
Glory to Thee, O Lord, the God of the saints.

1 This line from the text in the Ftta is omitted in Pitra’s version of the hymn.



THE POETICAL FORMS: (i) TROPARION AND KONTAKION 177
In a study on the hymn T. M. Wehofer1 pointed out that 

Auxentius was inspired by Hebrew poetry both in form and 
style· He therefore published the hymn in a form which made 
apparent the correspondence of the stanzas 2, 6, and 7 as anti
strophes to 1, 4, and 5. The third stanza, consisting of two verses 
of equal length, has no antistrophe. The correspondences in 
thought between strophes and antistrophes are emphasized by 
bolder type.

The hymn consists of two parts: an invocation, comprising 
the first three stanzas, and a prayer, comprising the last four 
stanzas. The first two stanzas are contrasted by means of anti
thesis. The 'poor and needy’ (Ps. cviii. 22) in the first stanza are 
contrasted with the 'multitude of the heavenly host’ (Luke ii. 13) 
in the second. The common thought in both is the praise of 
God; the words of praise in the first stanza are taken from the 
doxological formula and the Nicene Symbol; in the second from 
Isaiah’s vision of the Seraphim (Isa. vi. 3). The third stanza, 
standing by itself, is connected with the second by concatenatio : 
ό ουρανός και η γη are the works of the Creator of the universe, 
who is addressed, with a term occurring in the Symbol of the 
Synod of Sirmium (359), as Δημιουργέ πάντων. With the excep
tion of this invocation, these lines are an echo of Psalm cxlviii. 5 
and a paraphrase of St’ οΰ τά πάντα εγ ενετό from the Nicene 
Symbol. The following lines are based on Ps. xxxii. 9. The last 
line Σώτερ, εύχαριστοΰμέν σοι links the invocation with the prayer.

In the second part the fourth and fifth stanzas together form 
the antithesis to the sixth and seventh. The first line of the 
fourth stanza Κύριε τών δυνάμεων (Ps. Ixxix. 8) corresponds to 
the first line of the sixth '0 καθη μένος επι τών Χερουβίμ (Ps. Ixxix. 
2). The second and fourth lines of the fourth stanza are influenced 
by the Nicaeno-Constantinopolitanum: παθόντα και ταφεντα, και 
ανασταντα . . . καί πάλιν ερχόμενον μετά δόξης κριναι ζώντας και 
νεκρούς; but άνελήφθης has its origin either in the Symbol of 
Sirmium or in the Nicaenum: both have the same formula («rat 
τεσσαράκοντα ημερών πληρουμενων άναληφθεντα εις τους ουρανούς), 
which does not occur in the Nicaeno-Constantinopolitanum. The 
invocation Οΐκτείρησον (Ps. iv. 2) και σώσον ημάς is identical in 
both the fourth and sixth stanzas, whereas the contrast between

1 ‘ Untersuchungen zum Lied des Romanos auf die Wiederkunft des Herrn’, Sitzungsber. d. 
Ak. d. Wiss. in Wien, Phil-Hist. KI. cliv, part 5 (1907), pp. 11—15.
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the ‘poor and needy’ on the one hand, and the ‘righteous’ on 
the other, is continued in the fifth and seventh stanzas. The 
sinners cry to God in contrition, ev ψυχή τεθλιμμένη (Ps. xxxiii. 
6, 19 or 1. 19); the righteous, who rejoice in God, αγαλλίασή, 
δίκαιοι, εκ Κνρίω (Ps. xii. 5-6 or Ps. xciv. 1) are asked to intercede 
for the sinners. The antithesis between the ‘poor and needy’ and 
the ‘righteous’ is maintained up to the last lines of the correspond
ing stanzas; but the last invocations, σύ γάρ el Θεός τών μετα- 
νοονντων and δόξα σοι Κνριε, o Geos' τών άγιων, express the assur
ance of the preacher that there is hope for all, because the Lord 
is not only Θεός τών άγιων (the mention of the saints points to 
the religious attitude of the post-Nicene period), but also Θβο? 
τών μετανοουντων.

The analysis of the hymns shows that Auxentius drew heavily 
on the Psalms for both thought and diction; to a lesser extent 
on passages from other parts of the Scriptures, from the Symbols, 
and, finally, on liturgical formulae. From the Vita we know 
that the Troparia were sung to simple melodies which the 
pilgrims were able to learn quickly.1 Even without that informa
tion it would be reasonable to assume that the Troparia were 
sung in a kind of psalmody; either to the usual psalm-tunes or 
to those of a paraphrase. It is certain that neither the text nor the 
melody showed any signs of artistic individualism, but followed 
the usual liturgical pattern.

From the sixth century a monostrophic Troparion 'Ο μονο
γενής νιος has come down to us, attributed, as has already been 
said, to Justinian.* The hymn is a poetical paraphrase of the 
Constantinopolitanum, of which, in his decree of 533, Justinian 
speaks as ‘the holy Creed or the Symbol’ :2

'0 μονογενής υιός και λόγος τοΰ θεοΰ, 
αθάνατος υπάρχων, 

και καταδεξάμενος διά τήν ήμετέραν σωτηρίαν 
σαρκωθηναι εκ της αγίας Θεοτόκου 
και αειπάρθενου Μαρίας, 

ατρεπτως ενανθρωπήσας, σταυρωθείς τε, Χρίστε ο θεός, 
θανάτω θάνατον πατήσας, 

εις ών της άγιας τριάδας
συνδοξαζόμένος τω πατρι και τω άγίω πνευματι, 
σώσον ημάς.5

1 P.G. cxiv, C. 1415· 2 . . . τό άγιον μάθημα ήτοι το σάμβολον. Cod. Iliitin. I. ί. y,
3 The text of the Troparion is taken from Antbologia graeco, cartn. cbrist., p. 52.
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(Only-begotten. Son and Word of God, Thou who art Immortal,
Who wast pleased, for our salvation, to become flesh from the holy 

Mother of God
And ever-Virgin Mary, Thou who, immutable, puttedst on man’s nature 
And wast crucified, Christ our God, crushing death through death, 
Who art One of the Holy Triad, glorified with the Father and the Holy

Spirit,
Save us.)

Here, too, the work of the hymn-writer is limited to para
phrasing passages from the Symbol, and to adding the doxologi- 
cal formula and the prayer for salvation. The style of the music, 
we may assume, followed the pattern of syllabic psalmody, with 
groups of notes at the half- and full closes of each line.

Besides the Troparia another genre of ecclesiastical poetry, 
the Kontakion, began to flourish at the beginning of the sixth 
century, more independent of the Scriptures in its content and 
more extended in form. Its growth coincides with the increase 
of Byzantine piety in the Justinianic era.

II. KONTAKION

The rise of the new poetical form is associated with the names 
of the great Melodoi Anastasius, Kyriakos, and, above all, of 
Romanus. No evidence is available to determine the date at 
which the Kontakion was received into Byzantine liturgy. No 
reference to it is to be found in Byzantine documents or writings 
during the time it was in use. Even the name Kontakion only 
occurs for the first time in the ninth century; the monk who 
composed a hymn of that kind called it Hymn (υ/χι/or), Psalm 
(ψαλμός), Poem (ποίημα or έπος), Song (ωδρ or ασμα), Laud 
(atvos), or Prayer (προσευχή or δέησι,ς).1

The Kontakion (kovtoklov or κονδάκιον) consists of from eigh
teen to thirty, or even more, stanzas all structurally alike. The 
single stanza is called Troparion; its length varies from three to 
thirteen lines. All the Troparia are composed on the pattern of 
a model stanza, the Hirmus (ςίρμός). A Kontakion is built either 
on the pattern of a Hirmus specially composed for it, or follows 
the metre of a Hirmus already used for another Kontakion, or 
group of Kontakia. At the beginning of the Kontakion stands 
a short Troparion, metrically and melodically independent of

1 Cf. E. Mioni, Romano il Melode (1937), p. 10.
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it: this is the Prooemium (προοίμων) or Kukulion (κουκούλων)} 
which, at a later stage, often consists of two or three stanzas. 
Prooemium and Kontakion are linked together by the refrain, 
the Ephymnium (έφύμνιον), with which all the stanzas end, and 
by the musical mode (ήχος).1 The occurrence of the refrain at 
the end of each stanza indicates that the Kontakia were sung 
by a soloist, the choir singing the refrain.

The stanzas of the Kontakion are connected either alpha
betically or by an acrostic, in the following way. The first letters 
of the stanzas either are the letters of the alphabet in its usual 
order, or form a short sentence containing the name of the hymn
writer and the title of the poem. The acrostic is indicated in the 
title of the Kontakion. From the title we learn (i) the day of 
the feast on which the Kontakion is sung, (2) the feast for which 
it is composed, (3) the acrostic, (4) the musical mode of the 
melody. Let us take for example the Kontakion ‘Joseph the 
Chaste’ by Romanus which the Orthodox Church sings on Easter 
Monday. The title runs as follows :2

Τη αγία και μεγάλη Bevrepa. Κοντάκιον el? τον * Ιωσήφ φέρον ακροστιχίδα 
τηρδβ* Αλφάβητου 'Ρωμανού. Πλάγιος S'. Προς το Ο νίός σου παρθένε 
πανάμωμε.
From the title we learn that the Kontakion in honour of Joseph 
was sung on Monday in Holy Week; further, that each stanza 
began with a letter of the alphabet, followed by an acrostic 
consisting of the two words Αλφάβητου *Ρωμανού, that the melody 
was written in the fourth plagal mode and modelled on an 
already existing hymn beginning with the words '0 υως σου 
παρθένε πανάμωμε. The Kontakion consists of forty stanzas, each 
beginning with one of the following letters.
αβγδεζηθικλμνξοπρστυφχφω αλφαβήταν ρ ω μ α ν ο υ.

The acrostic most frequently to be found indicates that ‘the 
humble Romanus’ is the author of the poem: φέρου ακροστιχίδα 
τήνδε' τοΰ ταπεινού ρωμανοΰ, ΟΓ του ταπεινού ρωμανοΰ τούτο τό 
ποίημα, or τοΰ ταπεινού ρωμανοΰ ο ψαλμός.

It sometimes happened that the hymn-writer wanted to write 
more stanzas than there were letters in the acrostic. In that

1 J.-B. Pitra, Analecta Sacra, i, pp. liv-lxxviii; G. Cammeiii, Romano ilMelode (1930), pp. 51-72;
E. Mioni, Romano, pp. 11—17.

2 K. Krumbacher, ‘ Studien zu Romanos’, Sb. B.A. (1898), p. 135.
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case he had to use some of the letters of the acrostic twice for 
two consecutive strophes, e.g.:

ττοΰ ταπεινόν γαβρνηλ ό ύμνος οΰτος αμήν άρμην.1
In another case, in the poem of an anonymous hymn-writer in 
memory of St. John Chrysostom, the principle of doubling letters 
is carried even farther. The direction from the title:

φερον ακροστιχίδα τηνδε · εις τον χρνσόστομον
is executed as follows: et? τον χχρρυυσσοοσσττομ,ον.2

At the time when the Kontakia were written the Greek lan
guage had already lost the difference between long and short 
vowels, the basis of the quantitative metre of classical poetry; 
ω had become equal to ο; η, et, and ot were pronounced as a short 
t at as e. A new system of versification had developed based on 
the principle that all the stanzas had to have the same number 
of syllables as the Hirmus on which they were modelled and that 
the stress accents had to have the same place in all the stanzas 
as in the verses of the Hirmus.

The discovery that the hymns, which were transmitted in 
Byzantine liturgical manuscripts and in the printed Service
books of the Greek Church as prose texts, were composed in an 
elaborate rhythmical scheme of lines of varying length was made 
by Pitra in 1859,3 and expounded in detail in his Hymnographie 
d& Veglise grecque (Rome, 1867). He also drew attention to the 
following passage from an unpublished treatise on prosody by 
the grammarian Theodosius,4 in which the two main principles 
of Byzantine hymnography are laid down: 'He who wants to 
compose a Kanon, has first to set the Hirmus to music; then he 
shall let the Troparia follow, which must have the same number 
of syllables as the Hirmus, and the stress-accents on the same 
syllables (i.e. in all the lines corresponding to the leading line of 
the Hirmus), and preserve [the features of] the model.’5

The composition of a Kontakion, or, at a later date, of a 
Kanon, was a task which a poet could not achieve who was not

1 K. Krumbacher, 'Die Akrostichis in der griech. KirchenpoesieSi. B.A. (1903), p. 613.
2 Ibid., p. 597.
3 Cf. the Introduction to the present book, pp. 3 sqq.
4 Analecta Sacra, p. xlvii.
5 εάν τι; θελτ/ ττοι/ρσαι κανόνα, πρώτον 3εΐ μέλισσα τον ειρμόν, εΐτα επαγαγεΐν τά τροπάρια, ΐσοσυλλα- 

βονντα και όμοτονονντα τώ εΐρμω, καί τον σκοπόν άποσύζοντα. Theodosius of Alexandria, quoted 
by Pitra, op. cit., p. xlvii.
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also a skilled musician.1 Music and poetry had to make a single 
entity. To adapt the Troparia to the melody of the Hirmus 
it was not sufficient to make each line, corresponding to a line 
of the model strophe, of equal length, i.e. with the same number 
of syllables, but the stress accents must also fall on the same 
syllable as in the Hirmus, in order to make the accentuated notes 
of the melody coincide with the accentuated syllables of the 
stanzas.

The Kontakion makes its appearance suddenly, without ante
cedents. Byzantine hagiography attributes its introduction into 
Eastern liturgy to Romanus, who is praised by Germanus, the 
author of a hymn in honour of the saint, as

Πρώτη καλών απαρχή 
ώφθης, σωτηρίας αφορμή, 
*Ρωμανέ ττατερ ημών' 
αγγελικήν γάρ υμνωδίαν συστησάμενος, 
θεοπρεπώς επεδείξω την πολιτείαν σου.2

(Earliest first-fruit of beautiful (hymns), thou wast manifested a means 
of salvation, Romanus our father, composing the angelic hymnody, thou 
hast shown thy conversation meet for God.)

This monostrophic hymn was sung on i October, the day on 
which the Eastern Church celebrates the feast of St. Romanus. 
In order to show the combination of "Voice and Verse’ in a 
Byzantine panegyric poem we give the hymn in full, according 
to the version of a thirteenth-century Sticherarion, Codex 1499 
of the Vatopedi Monastery on Mount Athos.3 The melody, 
composed in the second plagal mode,4 runs as follows:

1 det δέ τον ποιητήν έμπειρον είναι τής μουσικής, ΐνα μελίζτ) καλώς τά ποιήματα. Ibid., ρ. xlvii.
2 Cf. Pitra, Analecta sacra, p. xxvi.

’ 3 The term Sticberarion has been explained in p. 142. Cf. also the Introduction to the present 
writer’s edition of ‘ Die Hymnen des Sticherarium ffir September ’, in M.M.B. Transcripta, vol. i 
(1936), pp. xi—xiii, and xxix-xxxvii.

4 Cf. H. J. W. Tillyard, ‘ Signatures and Cadences of the Byzantine Modes A.B.S., No. 
xxvi (1923-5), pp. 83-4.



THE POETICAL FORMS: (i) TROPARION AND KONTAKION 183

dy - ye - λι - κήυ . . γαρ ύ - fivcp - δί -αν σν - στη -

σά - fie ~ v°S> θε - ο - πρε - πώς ε - πε - Set - ξω την πο - λί

ρα - σμών χαΐ κιν -Sv - νων λυ - τρω - θή - ναι τους ά - νν - μνοί/ν - τάς σε.

The association of the name of Romanus with the rise of the 
Kontakion makes it possible to fix the date of its reception into 
Byzantine liturgy within the first decades of the sixth century. 
Romanus was a Jew by birth. He was bom at Emesa on the 
Orontes, became deacon at Berytus in northern Phoenicia, and 
went to Constantinople in the days of Anastasius I (491-518)1 to 
join the clergy of the Theotokos Church. Here, according to 
the legend, he was given the gift of hymn-writing by a miracle 
and composed more than a thousand Kontakia. In August 555 
part of Constantinople was destroyed by an earthquake. The 
disaster was commemorated every year on the day it had hap
pened by hymns and prayers. Romanus, who in his Kontakia 
frequently alludes to contemporary events, mentions the earth
quake in a ‘Psalm1, which was sung on Wednesday of the third

1 The feast of St. Romanus is celebrated on i October. From the Vita of the Saint in the 
.famous Menologion of Emperor Basilius Π (Cod. Vatic. 1613) we learn that Romanus lived in 
the days of Emperor Anastasius (όη τών χρόνων 'Αναστασίου τοΰ βασιλείας)^ but there were two 
Emperors of that name, Anastasius I (491—518) and Anastasius II (713-16). Pitra, Grimme, De 
Boor, Maas, Papadopoulos-Kerameus were in favour of the earlier date; Christ, Gelzer, Vailhe, 
and Petrides of the later. Krumbacher changed his opinion several times. In 1905 Papadopoulos- 
Kerameus succeeded in solving the problem by discovering in a hagiographic^l MS. containing 
the Life of St. Artemius, a passage, stating that the hymns of Romanus were sung in the days of 
Heraclius (610-41). At the same time P. Maas published an article, ‘ Die Chronologic der Hymnen 
des Romanus’, B.Z. (1906), pp. 1-44, in which he proved from references in the hymns to con
temporary events that Romanus lived in the sixth century. A survey of the controversy about the 
chronology of Romanus is given in G. Cammelli’s Romano il Melode (1930), pp. 11—18.
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week of Lent.1 Since the Kontakion was obviously written 
under the immediate impression of the disaster,2 and no event 
later than it is mentioned in a poem by Romanus, it may be 
assumed that he died shortly after 555.

The maturity of diction in the Kontakia of Romanus, his 
mastery of the problems which the form offered to the Melode 
make it difficult to accept the tradition that he invented the new 
poetical genre in a moment of inspiration. We can, however, 
hardly disregard the fact that Romanus was considered by 
Byzantine hagiographers as the first hymn-writer to compose 
Kontakia, and that no Kontakia earlier than his have been 
found in Byzantine liturgical manuscripts. The answer to 
these apparently contradictory facts is that antecedents of 
the Kontakion existed in Syriac ecclesiastical poetry, and that 
Romanus, being of Syrian origin, was well acquainted with 
them. It was his great achievement to have adapted them to 
the spirit of Byzantine hymnography, and to have introduced 
the new form of ecclesiastical poetry into the liturgy of Con
stantinople.

Investigations carried out by Grimme, Meyer, Maas, Emereau, 
and Baumstark3 have shown that the essential features of the 
Kontakion derive from the main forms of Syriac poetry in the 
fourth and fifth centuries, viz. Memra, Madrasha, and Sogitha. 
Of these three forms, the Memra, the poetical homily, must 
be regarded as the most important for the development of the 
Kontakion. Like the Memra, the Kontakion had its place in 
the Morning Office after the reading of the Gospel and para
phrased the text of the Scriptures. There is, however, a notice
able difference between Memra and Kontakion. The Memra 
invariably has the character of a sermon, while the Kontakion 
in the most perfect hymns of Romanns loses the homiletic 
character and, by assimilating elements from Madrasha and

1 Cf. E. Mioni, Romano, p. 86.
2 425 Ψαλμοΐς εγεραιρον ποτέ εβλεπον δέ άρτι

Σοφίαν και Ειρήνην, τούς ναούς τούς ιερούς
δυνάμεις τάς ενόόξους κείμενους εις το έδαφος,
τής άνω πολιτείας (Ibid., ρρ. ιοο—ι.)

43° °ί τοΰ βαπτίσματος υιοί.
3 Cf. Η. Grimme, Der Stropbenbau in den Gedicbten Ephraems des Syrers (1898); W. Meyer 

(Speyer), ‘Anfang u. Ursprung der lat. u. griech. rythm. Dichtung’, Abb. B.A, xvii. 2 (1884); 
P. Maas, ‘Das KontakionB.Z. (1910), pp. 290 sqq.; C. Emereau, Saint Ephrem le Syrien (1919), 
pp. 97 sqq.; A. Baumstark, ‘Festbrevier u. Kirchenjahr der syrischen Jakobiten1, Studien «. 
Geschicbte u. Kultur des Altertums, iii (1910).
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h Sogitha, develops into a poetical description of the object of
f the feast on which it is sung.1

1 Cf. C. itmereau. op. cit., p. 100.
2 Campbell Bonner, ‘The Homily on the Passion by Melito Bishop of Sardis’, Studies and 

Documents, xii (1940).
3 Cf. E. Wellesz, ‘Melito’s Homily on the Passion. An Investigation into the Sources of Byzan

tine Hymnography’, y.T.S. xliv (1943), 41—52; P. Kahle, ‘Was Melito’s Homily on the Passion 
. j originally written in Syriac ? ibid., pp. 52-6.
ii ■ 4 The heptasyllabic line is the typical scheme in Ephraem’s homilies. Cf. C. Emereau, Saint
q Ephretn, pp. 40 sqq. and pp. 50-1; he also makes use of tetrasyllable and heptasyllabic lines (τοΰ

αντον λόγον τετρασύλλαβα, τον αντοΰ λόγον επτασύλλαβα')· Ibid., ρρ. 39 and 52—3.
3 Studies and Documents, xii. 87. Cf. E. Wellesz, ‘Melito’s Homily’, J.T.S. xliv. 45.

The hypothesis of the Syrian origin of the Kontakion has 
recently been strengthened, but at the same time set in the right 
perspective, by the discovery of the Greek text of the Homily 
on the Passion by Melito, Bishop of Sardis, dating from the 
middle of the second century.2 Fragments of the homily in 
Syriac have been known for a long time, but were regarded as 
being written in prose. Investigations3 into the style and struc
ture of both the Greek and Syriac texts, however, have shown 
that Melito’s Homily on the Passion is composed in oratorical 
prose, which makes use of all the features typical of Semitic 
poetry. The entire homily is written in lines of from four to 
seventeen syllables. Lines of from seven to nine syllables are 
most common.4 Rhyme is frequent, both in the Greek and Syriac 
texts, not as a formal element, but as a means of emphasizing 
certain lines of either parallel or antithetic content.

The discovery of Melito’s homily makes it evident that the 
creation of the poetical sermon can no longer be attributed to 
Ephraem the Syrian (f 373) or his immediate predecessors. This 

i form goes back to the early daysof Christianity and has developed 
from sermons in oratorical prose. Let us illustrate the develop
ment from the Early Christian sermon in the days of Melito to 
the Kontakion by giving a few examples showing the connexion 
of the poetical homily with the preceding Lesson.

“ Second century
Melito, Homily on the Passion

(l) Ή μεν γραφή της Εβραϊκής όξόόου άνεγνωσται, 
:j και τά ρήματα τοΰ μυστηρίου 8ιασ€σάφηται,

πώς τό πρόβατον θυζται 
και πώς ο λα.ό$· σωζζται.
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(2) Τοίνυν ξύνετε, ώ αγαπητοί' 

ούτως έστιν καινόν και παλαιόν, 
άΐδιον και πρόσκαιρου, 
φθαρτόν και άφθαρτον, 
θνητόν και αθάνατον 
το τοΰ πάσχα μυστήριον.

((ι) The Scripture of the Hebrew Exodus has been read, and the words 
of the mystery have been explained; how the sheep is sacrificed and how 
the people are saved. (2) Therefore, hear ye, beloved: thus the mystery of 
the Passover is new and old, eternal and transient, corruptible and in
corruptible, mortal and immortal.)1

1 Studies and Documents, xii. 168 (C. Bonner’s translation). Cf. G. Zuntz, ‘On the opening 
sentence of Melito’s Paschal Homily’^Tfo Harvard Theological Review, xxxvi (1943), 299-315.

2 S. Ephraemi Syri Opera, i, ed. S. J. Mercati (Rome, 1915), p. 143.
3 P.G. Ixxxv, c. 225. Other examples are given by P. Maas in his study on the Kontakion, 

B.Z. xix. 289.
4 Pitra, Analecta Sacra, p. 78.

Fourth century
Ephraem, ‘Encomium in honour of Basil the Great’ :2

Κλίνατε μοι άκοάς, 
αδελφοί αγαπητοί, 
διηγήσομαι ύμϊν 
καλλίστην διήγησιν.

(Listen to me, beloved brethren. I will relate to you a beautiful tale.)

Fifth century
Basil of Seleucia, Oratio in Herodiadem :3 4

Την της 'Ηρωδιάδος όρχησιν 
ή τών Ευαγγελίων σήμερον 
ήμΐν στηλιτεύει φωνή.

(The voice of the Gospel to-day proclaims to you the dance of Herodias.)

Sixth century
Romanus, Kontakion of the Ten Virgins'.*

Τής ίεράς παραβολής 
τής εν εύαγγελίοις 

άκούσας τών παρθένων 
έξέστην, ενθυμήσεις 

και λογισμούς άνακινών, 
πώς την τής άχράντου 
παρθενίας αρετήν 
αί δέκα μέν έφύλαξαν
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rat? πέντε Se π·αρ0ενοι$· 
εγενετο 
ακαρπος ό πόνος.

(Hearing the holy parable of the Virgins from the Gospel, I was dis
traught, revolving thoughts and reasonings: how it came about that the 
ten virgins preserved the virtue of undefiled virginity, while for five their 
toil was barren.)

The influence of Ephraem on Romanus has been shown in 
a study already mentioned by Wehofer on the ‘Hymn on the 
Second Coming of Christ’, by Romanus. Both were firm ad
herents of the Orthodox Church and held the same views on 
the much discussed dogmatic questions of Early Byzantine theo
logy·' Christology and Mariology. In his Kontakion on the 
δεύτερα παρουσία Romanus drew largely on Ephraem’s sermons 
on the same subject. His dependence on Ephraem goes so far 
that some of the stanzas of his Kontakion are paraphrases of 
passages from Ephraem’s homilies, and he follows his model so 
closely that not only the same thoughts but even the same words 
are used. The technique of Romanus can be studied, as has been 
done by Wehofer, by setting side by side a stanza of Romanns, 
the sixteenth Troparion, based on Matt. xxiv. 30-1, and the 
corresponding passage from Ephraem’s homily:

Romanus1

1 Cf. T. W. Wehofer, ‘ Untersuchungen zum Lied des Romanos auf die Wiederkunft des
Herrn’, Sitxber. d. Ak. d. Wtss. i. Wien, phil.-his.t. KI. div (1907), 1—195. The Canticum de ludicio
Extrema was first published by Pitra in Anal. Sacra, pp. 35-43· A textual-critical edition was made
by K. Krumbacher in 1 Studien zu Romanos’, Sb. B.A. (1898), pp. 163-83; G. Cammelli’s edition
of the Kontakion, op. cit., pp. 215-49, based on Krumbacher’s edition. The sixteenth Troparion
is analysed by Wehofer in his study, pp. 82—8.

Νυμφίε θειε, σωτηρ ημών, 
ΐνα δείξης1·2? σου

330 την άνείκαστον^ ουναμιν(2> 
αγγέλων'·4 * *- πάντων^ τά τάγματα1·3^ 
καί τών αρχαγγέλων^ 
άνυμνοΰντα προτρέχουσιΝ1 
προ τοΰ θρόνον σου, κύριε'

335 φλόέβ3) 8έ πάλονσιν'9· ουτοι 
πυρός^·10^ κατακαίουσα 
καί την γην έκκαθαίρονσα' 
και ποταμός*·11^ Se 
πεπληρωμένος^12^

340 φρικτοΰ^14) πυρός^13^ προτρέχει·1·7^ 
Χερουβείμ^131 και Σεραφειμ^ώ Se

Ephraem

μετά δόάηςί'2> άνεικάστοιΝ^ 
προτρεχόντων^ τών ταγμάτων1·3^ 
ενώπιον της δόζης αυτού 
άγγέλων<4!, αρχαγγέλων'^ 
πάντεφ·6· φλόγες^ πυρό^ο) οντες^ 
και ποταμός^·11^ πληρηςΙ12/ πνρόφΛ3> 
έν φοβερώέϊ4) ροιζηματι.
Χερουβιμ^ώ έχοντα τό βλέμμα κάτω 
και Σεραφίμ^1(>) ιστάμενοι 
και κρνβοντα τά πρόσωπα^17) 
και τους πόόας εν τέσσαρσι πτέρυξι 
τών πύρινων^ κεκραγότα μετά φρίκης
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και λέγοντα^^ έτερον προς έτερον' 
τρισάγιος 
τρισάγιος 
τρισάγιος^ ό κύριος.
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μετά τρόμου^17'1 λειτουργοΰσι' 
και δοξολογονσι 
λέγοντες^'1 άπαυστως

345 τθ1' ύμνον τον τρισάγιον·^) 
τά πρόσωπα κρύπτουσώ17'1 
κραυγάζοντα· Δόξα σοι} 
Κριτά δικαιότατε.

(Romanus:
Divine Bridegroom, our Saviour, that Thou mayest show Thine in

comparable power, all the ranks of the Angels and Archangels, praising 
Thee in song, run forth before Thy throne, O Lord: They flit as a flame of 
fire which bums and cleanses the world; and a stream runs forth filled 
full of awful fire. Cherubim and Seraphim serve Thee in fear and glorify 
Thee, singing incessantly the thrice holy hymn. They cover their faces 
and cry aloud: glory to Thee, most righteous Judge.)

There is, however, a marked difference between the two poets: 
Ephraem is verbose, Ramanus concise; he uses half as many 
words as his predecessor to describe the same situation. There 
is further, at least by Western aesthetic standards, a difference 
of poetical quality between the hymn-writers: Ephraem has 
written, for example, most excellent hymns on the Nativity; 
but they cannot match the effect of the famous hymn of 
Romanus, beginning with the words:

(Η παρθένος σήμερον 
τον υπερούσιον τίκτει 
και η γη το σπηλαιον 
τω απρόσιτα) προσάγει, 

άγγελοι μετά ποιμένων 
Οοξολογονσι, 

μάγοι 3έ μετά αστέρας 
οδοιπορονσι · 

δι’ ημάς γάρ έγεννηθη 
παιδιον νέον 
ό προ αιώνων θεός.

(The Virgin to-day bears the Superessential and the earth brings the 
cave to the unapproachable. Angels give praise with shepherds and Magi 
journey with a star. For the God who is before the ages was born for us a 
young child.)

Romanus is the poeta vere Christianus of the age of Justinian. 
His Christology is closely related to that which was made the
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basis of civil law by the Emperor in his Codex. He glorifies the 
Nativity, the Life, and Passion of Christ, the mystery of the 
relation of the two Natures in Christ. His religious practice is 
that of the average Byzantine Orthodox Christian, whose adora
tion includes an ever-increasing circle of saints and martyrs;1 
but he shares with him the polemic spirit against heretics and 
pagans. His Kontakia contain violent outbursts against Nes- 
torius and Eutyches, as well as against the spirit of ancient Greek 
poetry and philosophy; they occur suddenly and most effectively, 
and demonstrate the homiletical character of the Kontakion far 
more convincingly than investigation on historical or philological 
lines could do.

Let us take as an example the Hymn on Pentecost,2 based on 
Acts ii, describing the miracle of the descent of the Holy Spirit. 
In dramatic language Romanus assures his listeners that all who 
believe in Christ shall "speak one word, not many and proclaim 
one God, not many*.3 The Kontakion seems to have come to 
an end with the profession of the Creed. But with the eighteenth 
Troparion Romanus suddenly changes the subject. He asks, 
should not those who speak "with other tongues’ rank before all 
others ? And he continues :4

(18) Τί φυσωσι και βαμβαινονσιν 
οι "Ελληνες ;
τΖ φαντάζονται, προς 'Άρατον 
τον τρισκατάρατου ;
τΖ πλανώνται προς Πλάτωνα ; 
Δημοσθενην τί στεργουσι 
τον ασθενή ;
τί μη ορώσιν "Ομηρον 
ονειρον αργόν ;
τί Πυθαγόραν θρυλοΰσι 
τον δικαίως φιμωθεντα ; 
τί Se και μη τρεχουσι 
και σεβουσιν οΐς ενεφανίσθη 
τό πανάγιον Πνεύμα;

1 A complete edition of the poetical works of Romanus by P. Maas is still unpublished. For the 
time being the collections by Pitra, Christ, Krumbacher, Maas, Cammelli, and Mioni must be 
consulted. Prose translations in English of the ‘Ode for a dead Brother ’ and the ‘ Death of S. John 
the Baptist’ by Tillyard have been published in his Hyz. Music and Hymnograpby.

2 Analecta sacra, pp, 157—64.
3 Ibid., p, 163.
4 Ibid,, p. 164.
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(19) ‘Υμνήσωμεν, αδελφοί,

τών μαθητών τάς γλώσσας, 
οτι ον λόγω κομφώ, 
άλλ* εν δυνάμει θεία 
εζώγρησαν ττάντας' . . .

(Why do the Greeks boast and puff themselves up ? Why do they dream 
of Aratos the thrice accursed ? Why do they err after Plato ? Why do they 
love Demosthenes the feeble ? Why do they not see that Homer is a vain 
dream ? Why do they prate of Pythagoras who rightly has been silenced ? 
And why do they not hasten and honour those to whom the All-holy Spirit 
appeared?—Let us praise, brethren, the voices of the disciples, because 
they captured all men by divine power, and not by fine words.)

Romanus, in his revolt against the greatest minds of the 
Classical world, is not unaware of their greatness. But it must 
be remembered that he does not address his audience as a 
rhetorician but as a preacher speaking from the pulpit, like his 
predecessors the three Cappadocians or John Chrysostom. Like 
the latter he contrasts the Christian ideas and ideals with those 
of the Greek thinkers, orators, and poets, and tries to create in 
the minds of his audience appreciation of the divine truth, con
veyed by the words of the Apostle, which Romanus takes from 
the Gospel and paraphrases in a diction no less poetical than 
that of the greatest classical authors.1

1 The polemic spirit in the poems of Romanus has been criticized by P. Maas in his study ‘Die 
Chronologic der Hymnen des Romanos’, B.Z. (1906), pp. 1-44. We may, however, understand 
the attitude of Romanus better by comparing his passages against the Greeks with those of a great 
contemporary poet, Paul Claudel, when the author speaks in his ‘Magnificat’ as defensor fidei in 
an age filled with the spirit of religious indifference: ‘Restez avec moi, Seigneur, parce que le 
soir approche et ne m’abandonnez pas! —Ne me perdez point avec les Voltaire, et les Renan, 
et les Michelet, et les Hugo, et tons les a utres infames! ’ Cinq Grandes Odes (1907), p. 108.

2 Pitra, Anal, sacra, p. xxi.

Romanus is the outstanding figure in Byzantine hymnography. 
Until the twelfth century his Kontakion on the Nativity was sung 
every year at Christmas, during dinner in the Imperial Palace, 
by a double choir of singers from Sancta Sophia and the Church 
of the Apostles.2 His fame was, indeed, so great that he was 
considered the paramount Melodos, and more Kontakia than he 
wrote were ascribed to him in order to heighten their value. Thus, 
as has already been mentioned, we read in the title of Codex 
Grottaferrata E β vii—which in its main part is a Kontakarion, 
a cycle of Kontakia for the ecclesiastical year—that this Psalti
kon (i.e. the book for the Soloist) is the work of the 'Melode
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Romanus’. The ascription of all the Kontakia to Romanns is 
obviously an exaggerated tribute, as can be seen from the large 
number of Melodoi whose names appear in the Kontakaria, and 
the figure of a thousand Kontakia mentioned in the Synaxaria 
should be understood merely to indicate his great productivity 1

1 See the Index of Melodoi in Ν. B. Tomadakis’s edition of the works of Romanos, 'Ρωμανόν τον 
Μΐλψ&οΰ ΰμνοι, ii (Athens, 1954), 363 sqq.

2 The name Akathistos (a privativum and καθίζ^ν) means that the hymn was sung not sitting, 
i.e. standing.

3 Cf. A. Baumstark, ‘Das Typikon der Patmos Hs. 266 und die altkonstantinopolitanische 
Gottesdienstordnung’, J.L. vi. 98-111.

4 /tat otar ή3δομάδα τών νηστειών κΐλ(ΰα ό πατριάρχης etre τη μίση, eire rfi μ(τά ταΰτ-ην ΐβδομά&ι 
γίνεται η παννυχίς ev Βλαχίρναις οΰτως. A. Dmitrievsky, Ο pt same liturgicbeskikb rukoptset, i (Typika), 
Kiev, 1895, p. 124.

s Cf. P. de Meester’s Greek and Latin edition of the Ακολουθία τοΰ Ακαθίστου νμνου «γ την 
wrtpayiav βΐοτάκον—Officio dell’inno Acatisto in onore della Santa Madre del Dio, Rome, 1903.

The uncertainty of authorship is particularly embarrassing in 
the case of the most famous hymn of the Byzantine Church, the 
‘Akathistos’ {Ακάθιστος ύμνος) *2 We learn from the Patmos 
Codex of the Typikon of Constantinople, which represents the 
Ritual of the tenth century,3 that the hymn was sung either dur
ing the Vigil of the Saturday in the middle of Lent or during that 
of the following Saturday.4 s The titles of the hymn in the Konta
karia, however, indicate that the Akathistos was originally sung 
on the feast of the Annunciation, on 25 March. It is now sung in 
four sections during Matins of the first, second, third, and fourth 
Sunday in Lent, and in tote during the Vigil of the fifth Saturday 
in Lent. That day, the ‘Sabbath of the Akathistos Hymn’, has a 
special office?

The Akathistos hymn has in early manuscripts two Prooemia, 
one which serves as an introduction to the content, the other 
which praises the Theotokos as saviour of Constantinople and 
commemorates her victory by this hymn of thanksgiving. In 
the Office of the Akathistos’ the first Prooemium To προσταχθεν 
μνστικώς . . . (the Angel, understanding the secret command . . .) 
is first separated from the hymn and placed as Apolytikion 
(άπολντίκιον) at the end of Vespers. In the Office of the Orthros, 
i.e. Matins, it precedes the second Prooemium Τή ύπ€ρμάχω 
στρατηγω τά νικητήρια (To the invincible Leader I, thy City, 
freed from danger, dedicate the thanksgiving for victory . . .) 
which, as will be seen, is of a later date than the first one.
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The Akathistos1 has a form unique in Byzantine hymnography. 

It is a Kontakion of twenty-four stanzas, forming an acrostic of 
the letters of the alphabet. The Kontakion is divided into two 
main sections, each of twelve stanzas. The content of the first 
group is the story of Christ from the Annunciation to the flight 
into Egypt and Simeon’s recognition of God in the Child Jesus. 
The second part contains the praise of the Mystery of the In
carnation and a comment on its effect upon mankind, ending 
with a prayer to the Mother of God. The formal uniqueness of 
the Akathistos consists in the blending of the Kontakion with a 
garland of Salutations (χαιρετισμοί) which are appended to the 
odd stanzas. These odd stanzas have the same refrain as the 
Prooemium:2 ‘Hail, Bride unwedded’ (Xcupe, νύμφη ανύμφευτε), 
the even stanzas the refrain ‘Alleluia’ (Αλληλούια).

In his narrative of the events from the message of the Angel to 
the flight into Egypt the poet makes extensive use of direct 
speech in the dialogues between the Angel and the Virgin, in 
the salutations of John the Baptist, the shepherds, the Magi, 
Simeon, the crowds of the strangers and the faithful and, finally, 
of the poet himself. Two heterogeneous elements of poetry are 
blended together with great skill and effect: the dramatic in 
the description of events and situations, and the lyrical in the 
panegyrics to the Virgin.3 The formal problem is handled with 
great ingenuity. Twelve Troparia, each consisting of nineteen 
lines and the refrain Χαΐρε, νύμφη ανύμφευτε, alternate with an 
equal number of shorter stanzas consisting of seven lines and the 
refrain Αλληλούια. Each of the twelve Troparia of twenty lines 
consists of two equal parts. In the first seven lines the poet 
describes the events and introduces the dramatis personae, fre
quently by direct speech; in the second part he praises the Theo
tokos through the voices of the Angel, of the saints, of the nar
rator, and the crowd, in the style of the Early Christian litanies.4 
The Troparia of seven lines and the Alleluia-refrain correspond 
in their content to the first parts of the extended Troparia.

1 The problems of the form of the Akathistos, its origin, and background, are discussed in niy 
paper ‘The “Akathistos”. A Study in Byzantine Hymnography’, Dumbarton Oaks Papers, ix and x 
(1956), 141-74, and my book The Akathistos Hymn, M.M.B. Transcripta, vol. ix (1957), Introduc
tion, pp. vii-xcii, Transcription, pp. 3-88.

z Both Prooemia have, in fact, the same refrain; but I refer to the original Prooemium (Koukou- 
lion) To ττροσταχθόν, whereas the, second one took the already existing refrain from the hymn.

3 The adoration of the Virgin in Byzantine poetry is the subject of a study by J.-B. Thibaut, 
Panegyrique de I’lmmacuiee 'pgo^')·

. 4 Cf. A. Baums t ark, ‘Ein friihchristliches Theotokion’, O.C., N.S. ix (1920), 36-61.
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By addressing the Theotokos with an unending stream of 

attributes the poet created a poem1 which combines the features 
of the Kontakion with those of the Litany, as can be seen from 
the first Troparion, describing the appearance and salutation pf 
the Angel:

/Ιγγελο? πρωτοστάτης 
ονρανόθεν επεμφθη 
είπεΐν τη θεοτόκω τό Χαΐρε. 
καί συν τη άσωμάτω φωνή 
σωματούμενόν σε θεωρών, Κύριε, 
εζίστατο και ιστατο, 
κραυγάζων προς αυτήν τοιαΰτα *

Χαΐρε, δι* ης η χαρά εκλάμφει·
Χαΐρε, δί’ τ^$· ή άρά εκλείψει·
Χαΐρε, τοΰ πεσόντος Ά3άμ η άνάκλησις·
Χαΐρε, τών άακρυων της Ενας η λυτρωσις·
Χαΐρε, ύφος 3υσανάβατον ανθρωπίνους λογισμοΐς·
Χαΐρε, βάθος 3υσθεώρητόν ·■ και αγγέλων όφθαλμοΐς- 
Χαΐρε, οτι υπάρχεις βασιλεως καθεόρα·
Χαΐρε, οτι βαστάζεις τον βασταζοντα πάντα· 
Χαΐρε, άστηρ εμφαίνων τον ήλιον·
Χαΐρε, γαστηρ ενθεου σσρκώσεως·
Χαΐρε, 3ι φς νεουργεΐται η κτίσις· 
Χαΐρε, δι’ ης βρεφουργεΐται α Κτίστης· 
Χαΐρε, νύμφη ανύμφευτε.

(A captain of the angels was sent from heaven to say to the Virgin 
‘Hail!’, and seeing Thee, Lord, become corporeal, he was amazed and 
stood still and cried out to her with incorporeal voice: ‘Hail, thou through 
whom joy will shine forth! Hail, thou through whom the curse will be 
lifted. Hail, Restoration of the fallen Adam. Hail, Redemption of the 
tears of Eve. Hail, Summit inaccessible to human minds. Hail, Depth 
scarce visible even to angels’ eyes. Hail, because thou art the seat of the 
King. Hail, because thou bearest the Bearer of all. Hail, Star who makest 
visible the Sun. Hail, Womb of the divine Incarnation. Hail, thou through 
whom the creation is regenerated. Hail, thou through whom the Creator 
becometh a babe. Hail Bride unwedded.’)

1 For parallels to the blending of narrative and panegyric elements in earlier homiletical prose- 
poetry see, e.g., the Encomium in S. Manam Deiparam, by Cyril of Alexandria, P.G. Ixxvii, c. 
1032 D,

Χαίροις Μαρία το κειμήλιον rrjs 
Χαίροις Μαρία ή -περι-στερά. η αμίαντοί' 
Χαίροις Μαρία ή λαμπάς ή άσβεστοι' κτλ.

6181 Ο
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The question whether the hymn is the work of Romanus or of 

another Melodos has been widely discussed during the past fifty 
years, i.e. from the moment the question of the date of Romanus 
had been settled and it was an established fact that he came to 
Constantinople during the reign of the Emperor Anastasius I ' 
(491-518).1 The attribution of the Akathistos to Romanus was 
questioned on the basis of two arguments. The first one was that 
in some manuscripts the hymn-is ascribed to the Patriarch Ser
gius,2 in others to George Pisides,3 in the Latin version to the 
Patriarch Germanus,4 and by Papadopoulos-Kerameus even to 
Photius.5 In a single manuscript only, in Cod. Thessalonic. 
Blataion 41, fol. 193, the name of Romanns appears as an alterna
tive to Sergius:

1 A. Papadopoulos-Kerameus found in Codex 30 of the University Library in Messina the report
of a miracle which happened during the reign of the Emperor Heraclius (610-41): a boy was healed 
while he sang the Troparia of the ‘humble Romanus’. Cf. his article “Ό χρόνος της άκμήί τοΰ 
’Ρωμανόν'’, Νεα Ήμερα, xxix (Sept. 1905)· Romanus must have lived in the sixth century, since he 
was known in the seventh century. Papadopoulos’s discovery made it impossible to place Romanus 
in the eighth century.

3 Cf. W. Christ-M. Paranikas, Antbologia gr. cam. cbrist., p. 140; J.-B. Pitra, Analecta Sacra, 
i. 250.

J Migne, P.G. xcii, c. 1353 sqq.
4 Cf. M. Huglo, ‘L’Ancienne version latine de 1’hymne acathiste’, Museon, Ixiv (1951), 44-61. 

Huglo ascribes the Prooemium to Germanus, but points out that his investigation into the Old 
Latin version produced no argument against Romanus’s authorship.

5 A. Papadopoulos-Kerameus “'Ο Ακάθιστος νμνος, οί 'Ρώς καί ό πατριάρχης Φώτιος”, Βιβλ. , 
Μαρασλη, vol. ccxiv (Athens, Χ903). .1

6 Cf. C. Itmereau, ‘Hym nograp hi Byzantini. Acathisti Auctor’, E.O. xxi (1922), 259-63. ί
7 Cf. N. Baynes, ‘The Supernatural Defenders of Constantinople’, Melanges Paul Peeters I, j

Analecta Bollandtana, Ixvii (1949), 172. The article is reprinted in N. Baynes, Byzantine Studies ’·■
and other Essays (London, 1955), pp. 248-60.

οντοι οι θείοι οικοί εισιν ώς nves λε'γονσι Σέργιου τον τηνικαΰτα. τον . . . 
Κωνσταντινουπόλεως' άλλοι δέ τοΰ θείου *Ρωμανού [διακόνου] τοΰ μελω3οΰ. 
δήλον δε εστιν από τών ε'λ...... 6

(These divine stanzas are, as some say, the work of Sergius, at that time 
. . . of Constantinople; according to others, however, the work of the 
divine Romanus, deacon and hymn-writer. . . .)

The second argument in favour of one of the three Patriarchs 
of Constantinople—Sergius in the seventh, Germanus in the 
eighth, Photius in the ninth century—was the fact that the 
‘Akathistos’ was regarded as a ‘Hymn of Victory’ because of its 
Prooemium in which Constantinople praises the Theotokos for 
having saved ‘Her City’7 from deadly peril. The hymn, therefore,
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was connected with one of the sieges which threatened Con
stantinople, In the Synaxar1 for the Akathistos the* singing of 
the hymn is mentioned in connexion with the following three 
sieges: (1) in 626 by the Avars, Persians, and Slavs in the days of 
Heraclius when, in the absence of the Emperor, the Patriarch 
Sergius raised the spirit of the defenders and, after the miraculous 
liberation of the City, intoned the Akathistos in the Church of 
the Theotokos in the Blachernae-quarter. (2) 673-7 by the Arabs 
in the reign of the Emperor Constantine Pogonatus. (3) 717—18 
under Leo III, the I saurian, which ended with the destruction of 
the fleet of the Arabs and the lifting of the siege on 15 August 718. 
According .to the Synaxar the Patriarch Germanus sang the hymn 
in the night after the victory in the same church and the people 
responded with the refrain. In commemoration of the victory 
it is said the singing of the Akathistos was repeated every year 
during the Vigil of the feast of the Annunciation on 25 March. 
The Russian siege of 860 is not mentioned in the Synaxar, and 
it was chiefly A. Papadopoulos-Kerameus who supported the 
Photian authorship. But his pamphlet2 was rejected by M. 
Thearvic in an article for which P. V. Winterfeld had provided 
material from his at that time unpublished study of the old 
Latin version of the Akathistos in a ninth-century St. Gall MS.3 
Printed, however, in journals which were not easily accessible 
to Byzantinists Thearvic’s article and Winterfeld’s study, which 
was soon afterwards published,4 passed practically unnoticed; 
we shall see later how important the evidence from the Latin 
version turned out to be.

The first decade of this century proved to be the most fertile 
for the investigation of the poetical and theological background 
of the Akathistos, and it became clear that the Christological 
problems of the Akathistos were those of the age of Romanus, 
expounded by him in some of his other Kontakia.5

1 Printed in Migne, P.G.·, xcii, c. 1348-53. The Synaxaria are the equivalent to the Western 
Acta Sanctorum.

a Cf. p. 194 note 5. .
3 M, Thearvic, ‘Photius et 1'Acathiste’, E.O. vii (1904), 293-300.
4 Cf. P. V. Winterfeld, Έΐη ab endian disc hes Zeugnis uber den ΰμνος ακάθιστοί der griechischen 

Kirche’, Zeitschrift f. deutsches Altertum u. deutscbe Litteratur, Bd. 47 (1904), pp. 8i~8,
5 The main articles in which these questions have been discussed are: P. Maas’s review of P. de 

Meester’s articles on the Akathistos in Bessarione, Ser. II, vols. vi (1904), vii (1905), in B.Z,, xiv 
(1905), 644· See also P, Maas, ‘Die Chronologic d. Hymnen d. Romanos’, B.Z. xv (1906), 1-45; 
‘Das Kontakion’, B.Z. xix (1910), 285-306; A. Baumstark’s review of J. Strzygowski’s book Der 
serbiscbe Psalter, B.Z. xvi (1907), 656-8; P. F. Krypiakiewicz, ‘De hymni Acathisti auctore’,
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Although, as work progressed, the scales turned more and 

more in,favour of Romanus’s authorship of the Akathistos, it 
needed evidence on which to base a new approach to the ques
tion, i.e. to disprove the view, suggested by the Synaxaria, that 
the Akathistos was composed as a ‘Hymn of Victory’. In his 
study De Hymni Acathisti auctore, P. F. Krypiakiewicz had clearly 
shown1 that of the two Prooemia of the Akathistos, the To 
προσταχθεν μυστι,κώς λαβών er γνώσα (understanding the secret 
command) must be the original one; first, it follows the usual 
pattern and gives the argumentum, the content in brief, of the 
following Kontakion; secondly, it has the same refrain as the 
Kontakion; thirdly, it is composed of words and phrases to be 
found in the Kontakion. Krypiakiewicz’ argument was, indeed, 
so conclusive that it was accepted by C. del Grande in his study 
and edition of the Akathistos.2

It was Dom Huglo’s publication of the Latin version3 of the 
Synaxarium, the Prooemium and the twenty-four stanzas of the 
Akathistos from Codex Paris, Bibliotheque Mazarine 693, foil. 
109 V.-115 v. which made it evident that Photius and the Russian 
siege of 860 had to be discarded, because the Patriarch Germanus 
and details of the siege are mentioned in the Latin version which, 
on the evidence of its vocabulary, must have been made ‘between 
the third-fourth of the eighth century and the middle of the 
ninth’, though the manuscript dates from the end of the eleventh 
or the beginning of the twelfth century. This date is supported 
by the old Latin version in the St. Gall MS. which, as has already 
been mentioned, was published by Winterfeld in 1904, but re
mained unnoticed, until Dom Huglo referred to it. The St. Gall 
MS. C.78 has only the Synaxarium and the beginning of the 
Hymnus; but since the text in this ninth-century manuscript 
corresponds to that of the later manuscripts, Dom Huglo is cor
rect in assuming that all these manuscripts go back to an even 
earlier manuscript which is lost.

Comparison of the Latin text with the Greek text provided

B.Z. xviii (1909), 357-82. A survey of these articles is given in my paper ‘The “Akathistos''. 
A Study in Byzantine Hymnography’, Dumbarton Oaks Papers, ix-x (1956), 143-74, and in my 
book The Akatbistos Hymn, M.M.B. Transcripta, vol. ix (1957), pp. xx-xxxiii.

1 B.Z. χνΐϋ. 361,
2 C. del Grande, L’Inno acatisto (Florence, 1948), p. 17.
3 Dom M. Huglo, ‘L'Ancienne version latine de I’hymne acathiste’, Museon, tome Ixiv (1951)1 

pp. 27-61.
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further evidence for an early dating of the Akathistos. The ex
amination of the Latin text showed that it differed from that of 
the best Greek manuscripts in exactly the same words and phrases 
as the manuscripts written in the Basilean monasteries in south 
Italy and Sicily. This peculiar version of the Akathistos, how
ever, did not originate in south Italy and Sicily, as was the general 
opinion, but came from the St. Catherine’s monastery on Mount 
Sinai1 as can be seen from the text of the Akathistos in the tenth
century Kontakarion, Codex Vindob. suppl. gr. 96, which came 
from Mount Sinai and has the same divergencies from the text 
based on the Constantinopolitanean version, as the south Italian 
Greek Codices and, consequently, that of the Bibliotheque Mazar
ine in Paris, which contains the Latin text.

If we take into account (1) the time which must have passed 
before the Latin copies were made from the lost original, (2) the 
time it must have taken for the hymn to become so famous that a 
Latin translation was considered desirable, (3) the fact that the 
translation was made from the Sinaitic version—which differs 
so widely from the original that considerable time must have 
passed for these variants to arise—we must come to the con
clusion that the Akathistos hymn itself—without the Prooemium 

νπίρμάχω στραττ^γω must belong to the period in which the 
Kontakion flourished; this was the age of Romanns.

’ Cf‘^· <The AJca^hlstOsDumbarton Oaks Papers, ix and x (1956), 165,· The Akathistos
Hymn, M.M.B, Transcripta, ix (1957), pp. xxiii-iv.



CHAPTER IX

THE POETICAL FORMS: (II) KANON
I. ORIGIN AND DEVELOPMENT

THE last period of Byzantine hymnography began towards 
the end of the seventh century, with the introduction of the 
Kanon (κανών) into the Orthros, the Morning Office. The Kanon 

is a complex poetical form, made up of nine Odes (ψδα/), each of 
which originally consisted of from six to nine Troparia. At a later 
date, owing to the introduction of a number of additional mono- 
strophic stanzas, only three of the Troparia of each Ode were 
used in the service. Structurally, therefore, the Ode is no 
different from a short Kontakion; the difference between the 
two forms lies in their content. The Kontakion is a poetical 
homily; the nine Odes of every Kanon are modelled on the 
pattern of the Nine Canticle^ from the Scriptures and have 
the character of hymns of praise. Whatever the object of a 
Kanon may be—the celebration of a feast of Christ or the 
Theotokos, or the commemoration of a saint or a martyr—the 
hymn-writer had to allude in each of the nine Odes to its 
scriptural model.

Originally Kanons were composed only for Lent; at a later 
date, for the period between Easter and Pentecost.1 The new 
hymns replaced the singing of the canticles, which from.now 
onwards were only recited and were followed by the singing of 
the Kanons. At a later date, when Kanons were composed for 
all the feast days of the ecclesiastical year, the custom of reciting 
the Canticles before the singing of the Kanons was maintained 
during Lent and between Easter and Pentecost; on other 
days the canticles were omitted and replaced by the Kanons.2 
The second Ode, modelled on the canticle ‘Give ear, O ye 
heavens’ (Deut. xxxii. i-43), was, on account of its mournful 
character, only used in Lent, and in consequence Kanons des
tined for other parts of the ecclesiastical year were subsequently 
composed without the second Ode.

1 Cf. A. Baumstark, ‘Psalmenvortrag und Kirchendichtung des Orients’, Gottesminne^ vii. 8 
(1912-13), p- 551·

2 Cf. A. Baumstark, Liturgie compares (1939), pp. 28-9.
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Before entering into a more detailed examination of the new 

poetical genre we shall try to explain the reasons for the replace
ment of the Kontakion by the Kanon. In all the histories of 
Byzantine literature the view is put forward that, artistically, 
the Kontakia rank higher than the Kanons. Western scholars, 
therefore, find it difficult to understand how it was possible for 
the Kanon to displace the older form of ecclesiastical poetry in 
such a short time and so completely that only a few isolated 
stanzas from Kontakia remained in liturgical use. It was Pitra 
alone, whose judgement on all questions of Byzantine hymno
graphy can still be regarded as the most authoritative, who pro
vided an explanation. He pointed out that the new Melodes 
composed most of their hymns in the dark days of the Icono
clastic controversy. The hymn-writers of this period, threatened 
with persecution, exile, and death, were no longer preoccupied 
with the elegance of their diction, but only with the expression 
of the sombre mood of their age in their hough and passionate 
songs’.1

From the days of Justinian, and the development of monasti
cism on a broader basis, the mystical element in Byzantine 
theology penetrates every form of Byzantine piety. It permeates 
the works in the new poetical form, the Kanons, which obviously 
reflected the religious ideas and the atmosphere of the Byzantine 
Church at its height better than the poems of earlier generations 
of hymn-writers. Instead of the homiletic style of the narrator, 
heightened by the introduction of direct speech, which is charac
teristic of the Kontakion, we now find hymns of praise in an 
exultant or eschatological mood, expressing dogmatic ideas by 
the means of reiteration and variation. These highly elaborate 
repetitions produce in the listeners a mystical mood, which was 
intensified by the solemnity of the ritual, and the visual impres
sion of the icons. Direct speech, already known from the Kon
takia, now occurs to such an extent that the effect of this kind 
of poetry on the listener is sometimes almost that of a mystery 
play. On the feast of the Annunciation of Our Lady on 25 March, 
for example, the Pericope from the Gospel (Luke i. 26-38) is 
turned by Theophanes Graptos into a Kanon, composed—except 
for the first stanza of the first Ode and the whole of the ninth 
Ode—in the form of a dialogue between the Angel and the

1 Pitra, Anal, sacra, ρ. xxxvii.
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Theotokos.1 The dialogue, opened by the Angel, begins with the 
second stanza of the first Ode:

1 Cf. Κανών eis τον ευαγγελισμόν τής Θεοτόκου. Christ and Paranikas, Antb. gr., pp. 236-42.

ώδη a7. 
’Αδέτω σοι, δέσποινα, 

κινών την λύραν τοΰ πνεύματος 
dautS ό προπάτωρ σου* 

άκουσον, θύγατερ, 
την χαρμοσύνην

φωνήν προς τοΰ αγγέλου· 
χαραν γαρ μηνύει σοι 

την άνεκλάλητον.

'0 άγγελος.
Βοώ σοι γηθόμενος · 

κλΐνον τό ούς σου και πρόσχες μοι 
θεοΰ καταγγέλλοντι 

σύλληφιν άσπορον· 
εύρες χάριν γάρ 

ενώπιον κυρίου 
ην εύρεν ουδέποτε 

άλλη τις, πάναγνε.

'Η Θεοτόκος.
Γνωσθητω μοι, άγγελε, 

τών σών ρημάτων η δύναμις· 
πώς εσται δ εΐρηκας ;

λέγε σαφέστατα, 
πώς συλληψομαι 

παρθένος ούσα κόρη ; 
πώς δέ και γενησομαι 

μητηρ τοΰ κτίσαντος ;

'Ο άγγελος.
Αολίως με φθέγγεσθαι 

διαλογίζη, ώς έοικε, 
και χαίρω θεώμενος 

την σην ασφάλειαν* 
θάρσει, δέσποινα* 

θεοΰ γάρ βουλομένου 
ραδιως περαίνεται 

και τά παράδοξα.
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(David, thy forefather, O lady, shall sing to thee, plucking the lyre of 

the spirit; listen, 0 daughter, to the joyful voice of the angel, for he an
nounces to thee an inexpressible joy.

The Angel: In joy I cry to thee. Incline thine ear and listen to me 
announcing the unbegotten conception of God. For thou hast found 
favour before the Lord as no other has ever found, O immaculate.

The Mother of God: Make known to me, O Angel, the meaning of your 
words, how shall what you have said come to pass. Speak plainly: how 
am I, being a maid, to conceive, and how am I to become the mother of 
the Creator?

The Angel: It appears that you believe me to be speaking deceitfully, 
and yet I rejoice to see your circumspection. Take courage, O lady, for, 
through the will of God, even the incredible is easily accomplished.)

The first, third, fourth, fifth, and sixth Odes are built up of 
four stanzas. Each stanza begins with a letter of the alphabet 

άκροστυχίς κατ αλφάβητου), in order. The last two Odes^ the 
eighth and ninth, each of them built up of six stanzas, have their 
own alphabetic acrostic. In the eighth Ode the scheme is as 
follows. The stanzas have eight lines. In the first stanza the 
second letter of the alphabet is put at the beginning of the third 
line, the third letter at the beginning of the fourth, the fourth 
letter at the beginning of the fifth:

Ακούε, κόρη παρθένε άγνη, 
ειπάτω δη ό Γαβριήλ 

Βουλήν ΰψίστου άρχαίαν άληθινην. 
Γενοΰ προς υποδοχήν έτοιμη θεοΰ· 
Α ιά σοΰ γάρ ό αχώρητος 

βροτοΐς άναστραφησεται · 
διό και χαίρων βοώ *

{Refrain) ευλογείτε πάντα τά έργα Κυρίου τον Κύριον.
.(Listen, Ο pure Virgin, let Gabriel announce the old and true counsel 

of the Most High. Prepare for the reception of God; for, through thee the 
Boundless is to dwell among mortals. Therefore joyfully I cry: praise ye 
the Lord, all ye works of the Lord.)

The same scheme is used throughout the Ode.
In the ninth Ode, too, each stanza contains four letters of the 

acrostic, but the scheme is a different one: the stanzas are built 
up of seven lines, and the order of the letters is reversed. The 
acrostic begins with Ω and ends with A, as can be seen from 
the first stanza of the ninth Ode:
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Ώ? €μ,0ύχα> θεοΰ κιβωτώ
Ψανετω /χηδα/χώ? χειρ άρ,νήτων 
Χείλη δέ πιστών τη θεοτόκω άσιγητως 
Φωνήν τον άγγελον άναμ,έλποντα 

εν αγαλλιάσει βοάτω ·
' (Refrain} Χαιρε κεχαριτωμενη ’ 

ό Κύριος μ,ετά σοΰ.
(The hand of the uninitiated must not touch the living Ark of the Lord. 

The lips of the faithful shall cry in ecstasy to the Mother of God, and never 
cease, echoing the voice of the angel: ‘Hail, full of grace, the Lord is with 
thee.’)

The introduction of a different type of acrostic into the two 
last Odes is contrary to the custom of Byzantine hymnographers. 
W. Christ, therefore, maintains that these two last Odes were 
added by John Monachus.1 This fact, however, would not ex
plain the ending of the first acrostic at the close of the seventh 
Ode, which is not in conformity with the general practice of 
extending the acrostic over the whole poem. The problem, there
fore, remains open for further investigation.

1 Cf. Anth. gr,, p, 236, footnote.
2 See the study of the present writer on Ότε σταυρφ~Ο quando τη crwcein ‘Eastern Elements 

in Western Chant’, M.M.B.., Amer. Ser., vol. i.

The most significant difference between Kontakion and Kanon 
lies in the increased use, and the greater variety, of the music 
in the new poetical genre. All the stanzas of a Kontakion are 
sung to the melody of the Hirmus, which is kept, as far as we can 
gather, to a simple syllabic type, in which preponderance is 
given to the words of the hymn. The Kanon had originally nine, 
but in later usage mostly eight, different Hirmi, sung to a small 
number of Troparia in each Ode. This fact alone may be taken 
as a sign that in the new genre the weight had shifted from the 
words to the music. But the music itself was of a different type. 
Originally there may have been no marked difference between 
the music of the Hirmus of a Kontakion and that of a Kanon. 
But Byzantine music shows such a marked tendency to become 
increasingly florid2 that we are entitled to assume that the music 
of the Hirmi of the Kanons changed at a relatively early date 
from its originally strictly syllabic structure to a more orna
mented style, which made use of groups of two or three notes set 
to a single syllable of the text.
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The Odes of the Annunciation Kanon were sung to melodies 

from Odes of other Kanons. The first Ode was sung to the melody 
of the first Ode of the Kanon τό στόμα μου on the feast 
of the anniversary of the death of the Theotokos; it runs, 
according to Cod. Iviron 470, fol. 651··, as follows:

L4 - νοί - to στο - μα μου καί πλη - pa> - θή - σε - ται ττνευ - μα - το?,

και λο - γον e - pev ~ ξο ~ μαι τη βα - σι - λί - δι μη -

~ τρί, και ο ~. φθή - σο - μαι φαι - δρώς παν - η - γιι - ρΐ- ζων,

καί ά - σω γη - θό - με - νοί ταυ - της τά θαυ - μα - τα.

If the four stanzas of the first Ode of the Annunciation Kanon 
are sung to this melody, it will be seen how admirably the words 
fit the music.

The tendency of the Orthodox Church to transfer the emphasis 
from the words to the music, which had its origin in the increasing 
splendour of the service, may explain why the study of the 
Kanons is less attractive from the literary point of view than 
that of the Kontakia. From the liturgical point of view, however, 
words and music form an indissoluble whole, and the examina
tion of the music will show that the melodies cannot be studied 
and appreciated without the texts from which they receive their 
expression and rhythmical nuances. But the question still re
mains to be answered of why the Orthodox Church eliminated 
the Kontakia at the end of the seventh century and replaced 
them by the Kanons.1 The reason for this change may be found 
in the development and the expansion of the liturgy.

1 See the present writer’s paper ‘Kontakion and Kanon’, Atti del Congresso_ Internationale di 
Musica sacra Rome 19,50 (Tournai, 1952), pp. 13T 3·
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The .great period of homiletics came to an end in the fourth 

century and was followed, as is generally accepted, by the decline 
of the art of rhetoric. Its place in liturgy was taken by the poeti
cal homily which finally developed into the Kontakion. By the 
nineteenth Canon of the Council in Trullo (692) the daily preach
ing, especially on Sundays, was made obligatory for all the higher 
clergy.1 This is exactly the date of the replacement of the Kon
takion by the Kanon. We may assume that the Kontakion sung 
after the reading of the Gospel in the Morning Office had to make 
way for the sermon of the preacher. But as the liturgy needed 
the embellishment of hymns, the singing of the Kanons, which 
had hitherto been customary only during Lent and between 
Easter and Pentecost, was introduced throughout the entire 
ecclesiastical year. This liturgical change, caused by the reintro
duction of the spoken sermon, seems to have been the decisive 
factor in eliminating the Kontakion and in introducing the Kanon.

Byzantine hagiography ascribes the invention of the Kanon to 
Andrew of Crete, who was bom at Damascus c. 660 and died as 
Bishop of Crete c, 740.2 Though his orthodoxy was doubted on 
account of his monotheletic tendencies, the Eastern Church ad
mitted his Kanons into the liturgy and made him a saint after 
his death.

The Kanons of Andrew of Crete, most of them of an exceptional 
length, show the genre fully developed. His main work is the 
'Great Kanon’ (ο μέγας κανών) of the Mid-Lent week, consisting 
of 250 Troparia, divided into four sections: a stanza of the 
Kanon corresponds to nearly every verse of the canticles.3 The 
'Great Kanon’ is a penitential hymn and must be sung in a 
spirit of contrition (pera συντετριμμένης καρ3ία$ καί φωνής), each 
Troparion being followed by three prostrations.4 The Eastern 
Church holds this hymn in the highest esteem and regards it 
as ‘the King of Kanons’. Andrew of Crete is certainly one of 
the greatest hymn-writers and, like Romanus, indefatigable in 
turning scriptural examples to the purpose of penitential con
fession.5 He owes much to Romanus, and his technique can best 
be illustrated by showing how he worked on the pattern of his

1 on δεΐ tows τών εκκλησιών ττρθ€στώτα$· Α πάσαι? μέν έξαιρέτω; δέ ταΐ; κνρι&καΐ;,
πάντα τον κλήρον καί τον λαόν εκδιδάσκαν τον; τη; εύσεβεία; λόγον; .... Mansi, Sacr. concil, coll,, 
Cone. Quinisextum, Can. xix. 2 Cf. S. Vailhe, ‘ Andre de Crete', Echos d·'orient, 1902.

3 Christ and Paranikas, Antb. gr., p. xlii. 4 Cf. Nilles, Kalend. Man. ii. 148.
5 J. M. Neale, Hymns of the Eastern Church2 (1863), p. 23.
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1 model in paraphrasing the Proemium Ψυχή μ,ου by Romanus in 
j the fourth Ode of his ‘Great Kanon’.
j Ψυχή μου, ψυχή μου,

ανάστα, τι καθευδεις ; 
τό τέλος έγγίζει 
και μέλλεις θορυβεΐσθαι · 
άνάνηψον οΰν, 
ϊνα φείσηταί σου Χριστός ο θεός, 
ό πανταχοΰ -παρών 
και τά πάντα πληρών.

(Romanus)1
(My soul, my soul arise; why sleepest thou? The end is coming, and 

thou wilt be confounded. Be sober, that Christ the Lord may spare thee ; 
for He is everywhere and filleth all things.) Transl. by H. J. W. Tillyard.

Έγγίζει, ψυχή, τό τέλος, 
έγγίζει και ον φροντίζεις, 
ουχ ετοιμαζτμ 
ο καιρός συντέμνει, διανάστηθι ■ 
εγγύς επί θύραις ό κριτής έστιν 
ώς οναρ, ώς άνθος ό χρόνος 
τοΰ βίου τρέχει · 
τί μάτην ταραττόμεθα ;
Ανάνηψον, ώ ψυχή μου, 
τάς πράξεις σου, ας είργάσω, 
άναλογίζου,
Kat ταντας* βττ oyzeat προσαγαγε 
και σταγόνας στάλαξαν δακρύων σου' 
ειπέ παρρησία τάς πράξεις, 
τάς ενθυμήσεις
Χριστώ, καί. Βικαιώθητι.

(Andrew of Crete)3
(The end is near, O Soul, it is near, and you take no heed. You make no 

preparation. The time is growing short; arise. Near, at the door, stands 
the Judge.

Like a dream, like a flower the time of life is running out. Why are we 
confused by vain thoughts ?

Be sober, my soul, consider the works which you have done, and 
put them before your eyes, and let your tears run down. Confess your 
works and thoughts freely to Christ and be justified.)

1 Ah th. gr., p. 90.
2 Tamms in Chris t-Paranjkas is obviously a misprint.
3 Ibid., p. 150. Cf. K. Krumbacher, Gescbichte d. byz. Lit.2, p. 667.
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The first school of Kanon-writers flourished in the monastery of 
St. Sabas, near the Dead Sea, in the middle of the eighth century. 
The leading masters among a group of Greek, Syrian, Armenian, 
and Coptic monks were John Damascene and his foster-brother 
Kosmas of Jerusalem. Byzantine literary criticism considered 
the Kanons of these hymnographers as matchless,1 and this I 
judgement has been confirmed by Neo-Greek writers on the S
history of Byzantine hymnography.2

John Damascene (c. 675-c. 748) lived during the first period of 
the Iconoclastic controversy. His position in the Eastern Church 3 
can be compared to that which Thomas Aquinas holds in the 8 
Western. His De fide orthodoxa has rightly been called The great- < 
est theological effort of Eastern scholasticism’,3 his adherence to 
orthodoxy made him a powerful defender of the Icons in his 
three apologetical orations De imaginibus * and his editorial work - |
on the Oktoechos gave him a prominent place In the history of 
Byzantine liturgy.5

II. THE STRUCTURE OF THE KANON <8

(«) The Resurrection Kanon
Among the hymns of John Damascene the Kanon for Easter 8

Day, called ‘The Golden Kanon’ or ‘The Queen of Kanons’, holds 8
the most prominent place. 8

In order to give the reader an idea of the style and the tech- 
nique of the first group of Kanon-writers, the full text of the Greek 
hymn is given, together with the prose translation by Neale,6

1 οί γονν άσματικοί κανόνες 'Ιωάνναν τε καί Κοσμά σνγκρασιν ουκ ξαντό ουδέ δάξαιντο αν, μεχρις ϊ 
δ καθ' ήμά? βίος περαιωθήσεται. Suidas, Lexicon, ed. Bernhardy, i. 2, p. 1028.

z Cf. G, Papadopoulos, Σνμβολαί As την Ιστορίαν nap' ήμΐν εκκλησιαστικής μουσικής (1890), :.·.;3
ρρ. 154 ^’2.

3 Η. Β. Swete, Patristic Study (1909)5 Ρ· ΙΙ3· Λ·
4 T.G., vol. xciv, cc. 1232-1420.
5 Cf. Tillyard, By %. Music and Hymnography, p. 21.
6 The Greek text follows the version of Christ and Paranikas in the Anthologia graeca, pp. 218-21.

The translation is taken from J. M. Neale’s A History of the Holy Eastern Church, vol. i, pp. 880-5. :;'3
Neale handled the Greek text with great freedom, but his translation has the advantage over other . 'd 
attempts at finding English equivalents for the Greek words, since he drew on the language of the 
Authorized Version of the Bible just as John Damascene drew on that of the Greek New Testa- 
ment. In consequence the modern reader who does not know Greek is able to see the close connexion S 
between the language of John Damascene, and all other hymn-writers, and that of the Scriptures. 
From the earliest days of investigations into the music of Byzantine hymns the words and the 
melodies of the Hirmi of Άναστάσεω? ήμερα have been made the object of studies by Western |
scholars. The most detailed of these is Dom H. Gaisser’s Les ‘Heir men1 de Paques dans I’Office grec 
(Rome, 1905), first published in O.C. iii (1903), 416-510. H. J. W. Tillyard has given a literal 
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who has also made the famous poetical version of the hymn/ 
beginning with:

’Tis the Day of Resurrection:
Earth! tell it out abroad!2

It should be noted that the Khnons were not sung without a 
break, but with Troparia and short_ Responses of the choir, sung 
after each of the Odes.

Κανών els την κυριακήν τοΰ Πάσχα 
ήχος a' 
ωδη α\

Άναστασεως ήμερα, 
λαμπρυνθώμεν λαοί' 

πάσχα κυρίου, πάσχα* 
εκ γάρ θανάτου προς ζωήν 

και εκ γης προς ουρανόν
Χριστός ό 

ή μας 8ιεβίβασεν, 
επινίκιον άγοντας.

Καθαρθώμεν τάς αισθήσεις 
και όψόμεθα 

τω άπροσίτω φωτι 
τής άναστάσεως Χριστόν 

εζαστράπτοντα, και 
‘χαίρετε' φάσκοντος 

τρανώς άκουσόμεθα, 
επινίκιον αόοντες.

Ουρανοί μεν ετταζίως 
εύφραινεσβωσαν, 

γή 8ε άγγαλλιάσθω’ 
εορταζετω 8ε κοσμος 

όρατος τε άπας 
και αόρατός'

Χριστός γάρ εγηγερται, 
ευφροσύνη αιώνιος,

translation of the Hirmi and a transcription of the music from an early-fourteenth-century MS., 
Cod. Cantab. Trin. 1165 in his study ‘The Canon for Easter’, Laudate, vol. i (1913), pp· 61-71. 
I have published a transcription from Cod. Iviron 470 in Tresor de musique byzan tine, i (Paris, 
1934), 3-6·
·.■: E See Neale, Hymns of the Eastern Church2 (1863), pp. 33-48.

:·:··2 This poetical version (abridged) has been included in the repertory of hymns of the Anglican 
Church; see, e.g., Hymns Ancient and Modern.
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First Mode. First Ode
On the day of the Resurrection let us, O people, be clothed with glad

ness ; it is the Pascha, the Pascha of the Lord: for from death to life, and 
from earth to heaven, hath Christ our Lord caused us to pass over, singing 
the Hymn of Victory.

Cleanse we our souls, and we shall behold Christ, glittering in the un
approachable light of the Resurrection; and we shall clearly hear Him 
exclaiming, Hail! and singing the Hymn of Victory.

Let the Heavens, as it is meet, rejoice, and let the earth exult: and let 
the whole universe, visible and invisible, keep festival. For Christ hath 
arisen, and there is eternal joy.

ωδη γ'.
Λεΰτε πόμα πίωμεν καινόν

ούκ εκ πέτρας άγονον τβρατουργού/χενορ, 
άλλ’ αφθαρσίας πηγήν

εκ τάφον όμβρήσαντος Χριστοΰ, 
εν ω στερεόν μέθα.

Νυν πάντα πεπλήρωται φοιτάς, 
ονρανος τε καί γή και τά καταχθόνια· 

εορταζετω δέ πάσα κτίσις 
την εγερσιν Χρίστον, 

εν ω στερεούμεθα.
Χθες σννεθαπτόμην σοι, Χρίστε, 

συνεγείρομαι σήμερον άναστάντι σοι· 
σννεστανρονμην σοι χθες· 

αυτός με συν8ό£ασον, σωτήρ, 
εν τη βασιλεία σου.

Third Ode
Come, and let us drink the new drink, not produced by miracle from the 

barren rock, but the fountain of immortality, bursting from the tomb of 
Christ, in whom we are established.

Now are all things filled with light; earth and heaven, and that which is 
under the earth. Now then let all creation keep festival for the Resurrec
tion of Christ, in whom we are established.

Yesterday, O Christ, I was buried together with Thee; to-day with 
Thee arising, I arise. Yesterday I was crucified together with Thee: 
glorify me, O Saviour, together with Thyself in Thy Kingdom.
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ώδή S'.

Έπι τής θείας φυλακής 
ο θεηγόρος Άββακούμ 

στητω μεθ* ημών και δεικνύτω 
φαεσφόρον άγγελον 

διαπρυσίως λέγοντα· 
σήμερον σωτηρία τώ κοσμώ 

ότι ανέστη Χρίστος ώς παντοδύναμος.
"Αρσην μεν ώς διανοίξας 

την παρθενεύουσαν νηδυν 
πέφηνε Χριστός· ώς βροτδς δέ 

άμνδς προσηγόρευται· 
άμωμος δε ώς άγευστος 

κηλΐδρς τό ήμέτερον πάσχα, 
και ώς θεός αληθής τέλειος λέλεκται.

1 Ως ενιαύσιος αμνός 
ο εύλογουμενος ήμΐν 

στέφανος Χριστός έκονσίως 
υπέρ πάντων τεθυται 

πάσχα τό καθαρτήριον, 
και αύθις εκ τοΰ τάφου ώραΐος 

δικαιοσύνης ήμΐν ελαμψεν ήλιος.
'O θεοπάτωρ μεν Δ αν ιδ 

πρό τής σκιώδους κιβωτοΰ 
ήλατο σκιρτών· ο λαό? Se 

τοΰ θεοΰ ο άγιος, 
την τών συμβόλων εκβασιν 

ορώντες, εύφρανθώμεν ενθεως, 
ότι ανέστη Χριστός ώς παντοδύναμος.

Fourth Ode
Upon thy divine watch-tower, Habakkuk, Prophet of God, stand with us 

and show the Angel of light continually proclaiming, To-day is salvation 
to the world, for Christ, as Almighty, hath arisen.

Christ appeared as a male, opening the Virgin’s womb; and, as mortal, 
He is named a Lamb. Spotless is our Pascha called, as being without taste 
of blemish, and, as true God, He is named perfect.

As a yearling lamb, our blessed Crown, Christ, was of His own accord 
sacrificed as the expiatory Pascha for all; and again shone forth to us 
from the tomb, the beautiful Sun of Righteousness.

6181 p
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David, the Divine Father, leapt and danced before the mystic Ark; but 

we, the holy people of God, beholding the forthgiving of the symbols, let us 
rejoice in God, for that Christ, as Almighty, hath arisen.

ωδη e .
Όρθρίσωμεν ορθρου βαθεος 

και αντί μύρον τον ύμνον 
προσοίσωμεν τ<ρ δεσπότη' 

και Χρίστον όψόμεθα 
δικαιοσύνης ήλιον, 

πάσι ζωήν άνατέλλοντα.
Την άμετρόν σου εύσπλαγχνίαν 

οι ταΐς τοΰ α,δου σειραΐς 
συνεχόμενοι δεδορκότες 

προς τό φως ηπείγοντο, 
Χρίστε, άγαλλομένω ποδί, 

Πάσχα κροτοΰντε^ αιώνιον.
Προσέλθωμεν λαμπαδηφόροι 

τώ προϊόντι Χριστώ 
εκ τοΰ μνήματος ώς νυμφίω, 

και συνεορτάσωμεν 
ταΐς φιλεόρτοις τάξεσι 

Πάσχα θεόν τό σωτήριον.
Fifth Ode

Let us arise very early in the morning, and instead of ointment let us 
bring a hymn to our Lord. And we shall behold Christ, the Sun of Right
eousness, causing life to spring forth to all.

They that were held by the chains of Hades, when they beheld Thy 
gentle pity, O Christ, hurried onward to light, applauding, with joyful foot, 
the Eternal Pascha.

Let us draw near with lamps in our hands, to Him that as a Bridegroom 
comes forth from the tomb. And let us, with the company that loves the 
Feast, celebrate-together the saving Pascha of the Lord.

ωδη s'/.
Κατήλθες εν τοΐς κατωτάτοις της γης 

και συνέτριφας μοχλούς 
αιωνίους κατόχους 

πεπεδημένων, Χριστό, 
και τριήμερος

ώς εκ κήτους ’ Ιωνάς 
εξανέστης τοΰ τάφου.
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Φυλάξας τά σήμαντρα σώα, Χρίστε, 

έξηγέρθης τοΰ τάφου, 
ο τά? κλεις της παρθένου 

μη λυμηνάμενος 
εν τώ τοκω σου, 

και άνέωξας ημΐν 
παραδείσου τάς πύλας.

Σωτηρ μου^ζών τε και αθυτον 
ιερεΐον ώς θεός 

σεαυτον έκουσίως 
προσαγαγών τώ πατρι 

συνανέστησας 
παγγενη τον Άδαμ, 

άναστάς εκ τοΰ τάφου.

Sixth Ode
Thou didst descend into the lowest parts of the etarth, O Christ; and 

having broken the eternal bars which held the prisoners, Thou didst on the 
third day, as Jonah from the whale, rise again from the tomb.

Thou didst preserve inviolate the seals, 0 Christ, when Thou didst rise 
from the tomb: Thou didst not burst the bars of virginity in Thy birth, 
and didst open to us the gates of Paradise.

My Saviour, Who didst offer Thyself to the Father, a living and un
sacrificed victim, as God, Thou didst raise, together with Thyself, Adam 
and all his race, when Thou didst arise from the tomb,

ώδη ζ',
'Ο παΐδας εκ καμίνου ρυσάμενος 

γενόμενος άνθρωπος 
πάσχει ώς θνητός 

και διά πάθους τό θνητόν 
αφθαρσίας ενδύει ευπρέπειαν, 

ο μόνος ευλογητός τών πατέρων 
θεός και υπερένδοξος.

Γυναίκες μετά μύρων θεόφρονες 
όπίσω σου έδραμον* 

ον δέ ώς θνητόν 
μετά δακρύων έζητουν, 

προσεκύνησαν χαίρουσαι ζώντα θεόν, 
και Πάσχα τό μυστικόν σοΐς, Χριστέ, 

μαθηταΐς εύηγγελίσαντο.
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Θανάτου εορτάζομεν νέκρωσιν, 

αόον την καθαίρεσιν, 
άλλης βιοτής 

της αιώνιον απαρχήν, 
και σκιρτώντες νμνοΰμεν τον αίτιον, 

τον μόνον ευλογητόν τών πάτερων 
θεόν και ΰπερενόοζον.

'Ως όντως ιερά και πανεορτος 
αυτή ή σωτήριος 

ννξ και φωταυγής, 
τής λα μπροφόρου ή μόρας 

της εγέρσεως ουσα προάγγελος, 
έν ή τό άχρονον φως εκ τάφου 

σωματικώς πάσιν επελαμφεν.
Seventh Ode

He that delivered the children from the furnace became man, and 
suffered as a mortal, and by suffering, endued the Mortal with the beauty 
of immortality, He, the God of our Fathers, that is only blessed and most 
glorious.

The holy women followed after Thee with their ointments. But Him 
whom they sought 'with tears as a mortal, they worshipped with joy as 
the Living God, and announced to Thy Disciples, O Christ, the glad tidings 
of the mystic Pascha.

We celebrate the death of death, the destruction of hell, the first-fruits 
of another and eternal life. And with exultation we hymn the Cause, the 
God of our Fathers, that is only blessed and most glorious.

How truly holy, and all-celebrated is this night of salvation and glory! 
This night that precedes the splendour-bearing day! in which the Eternal 
Light burst in His Body from the tomb, and shone upon all.

ω8ή η'.
Αυτή ή κλητή και άγια ήμερα, 

ή μία τών σαββάτων, 
ή βασιλις και κυρία, 

εορτών εορτή 
και πανήγυρίς εστι πανηγυρεων, 

εν ή ενλογοΰμεν
Χριστόν εις τους αιώνας.

Αεΰτε τοΰ καινόν της άμπελον γεννήματος, 
τής θείας ευφρόσυνης, 

εν τη ενσήμω ήμερα
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της έγέρσεως

βασιλείας re Χριστού κοινωνήσωμεν, 
νμνοΰντες αυτόν

ως θεόν εις τούς αιώνας.
Άρον κύκλω τούς οφθαλμούς σου, Σιών, και ιδε· 

ιδού γάρ ήκασί σοι
θεοφεγγεΐς ώς φωστήρες - 

έκ δυσμών και βορρά
και θαλάσσης καί έωας τά τέκνα σου, 

έν σοι ενλογοΰντα
Χρίστον εις τούς αιώνα?.

Πάτερ παντοκράτορ και Aoye και πνεύμα, 
τρισιν ένιζομένη

έν ύποστάσεσι φύσις, 
υπερούσιε

και ύπέρθεε, εις σε βεβαπτίσμεθα 
και σέ ενλογοΰμεν

εις πάντας τούς αιώνας.

Eighth Ode
This is the chosen and holy day, the first of all Sabbath-days, the Feast 

that is lady and queen of Feasts, and the solemn Festival of solemn 
Festivals, in which we bless Christ for ever and ever.

O come, and let us participate in the new fruit of the Vine, heavenly joy, 
in the glorious day of the Resurrection, of the kingdom of Christ, honour
ing Him as God, for ever and ever.

Lift up thine eyes round about thee, 0 Sion, and see; as lights, illumined 
of God, thy children come to thee, from the East and from the West, from 
the Sea and from the North, blessing in thee Christ for ever and ever.

Father Almighty, and Word, and Spirit, united nature, and three Per
sons, superessential, and God Most High, in Thee have we been baptized, 
and we bless Thee for ever and ever.

ωδή θ'.
Φωτίζου, φωτίζου, η νέα 'Ιερουσαλήμ’ 

ή γάρ Sofa Κυρίου 
έπι σέ άνέτειλε’

χόρευε νΰν και άγάλλου, Σιών 
σύ 8έ, αγνή, 

τέρπου, θεοτόκε, 
έν τή έγέρσει τοΰ τόκου σου·
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"Ώ θείας, ώ φίλης, ώ γλυκύτατης σου φωνής.

μεθ’ ημών άψευδώς γάρ 
επηγγείλω εσεσθαι 

μέχρι τερμάτων αίώνος, Χρίστε· 
ην οί πιστοί 

άγκυραν έλπίδος
κατέχοντες άγαλλόμεθα.

ΤΩ Πάσχα το μέγα 
καί ιερώτατον, Χρίστε· 

ώ σοφία καί λογβ 
τοΰ θεοΰ καί δυναμις, 

δίάου ημιν έκτυπώτερον 
σοΰ μετασχεΐν 

έν τη άνεσπέρω 
ήμερα της βασιλείας σου.

Ninth Ode
Arise and shine, New Jerusalem; for the glory of the Lord hath risen 

upon thee. Rejoice and exult, 0 Sion! and thou, pure Mother of God, joy 
in the Resurrection of thy Son.

0 heavenly and dear and most sweet word! Thou hast promised, 0 
Christ, to be with us, and Thou canst not lie, until the end of the world! 
We, the faithful, exult, holding that Thy word as an anchor and hope.

O great and most holy Passover, Christ! O Wisdom and Word and 
Power of God! grant us more expressly to partake of Thee, in the day of 
Thy kingdom that hath no evening.

The relation of the eight Odes of the Resurrection Kanon—the 
second Ode is, of course, omitted on Easter Day— to the eight 
Canticles can easily be traced, though the leading theme running 
through all the Odes is the idea of the liberation of the soul 
through the Resurrection of Christ from the bondage in which it is 
kept in the body. The feast of the Resurrection inspired John 
Damascene with a Hymn of Victory, similar to that which Moses 
sang after the passage of the Red Sea (Exod. xv). The trend of 
thought of the first Ode is: Moses led the children of Israel 
through the Red Sea, Christ led us from earth to heaven; Moses 
from the bodily captivity to freedom, Christ from the enslave
ment in which the soul was held before His appearance, to the 
freedom of spiritual life.

In the third Ode, John Damascene uses a bold simile: Hannah,
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the wife of Elkanali, was barren, yet through the grace of God 
she became the mother of Samuel. Moses smote the barren rock 
and brought forth water for the 'thirsty congregation and their 
beasts'. We, John says, do not need water 'produced by miracle 
from the barren rock'; through Christ we drink the new drink 
from 'the fountain of immortality’.

The fourth Ode is modelled on the Prayer of Habakkuk 
(Hab. iii). The Prophet stood upon the watch-tower {Hab. ii. 1) 
and saw the Holy One coming (Hab. iii. 3). Thus we pray that 
we may stand with the Prophet and see the Angel of light coming; 
for Christ has 'shone . . . from the tomb’. The fourth stanza of the 
Ode evokes the vision of David dancing 'before the mystic Ark’ 
and exhorts us to 'rejoice in God for that Christ, as almighty, 
has arisen’. This line is based upon the last three verses of the 
fourth Canticle: Εγώ δε εν τω Κνρίω άγαλλίάσομ,αι, κτλ.

The fifth Ode takes up the idea of the first line of the Prayer of 
Isaiah (xxvi. 9) : ’Εκ νυκτός όρθρίζει, τό πνεΰμά μου προς σέ, ο Θεός ; 
but instead of shutting ourselves up in our chambers, as Isaiah 
advises the Jews to do (Isa. xxvi. 20-1), because 'the Lord 
cometh out of His place to punish the inhabitants of the earth for 
their iniquity’, we are to welcome Christ with lamps in our hands, 
Him who has left the tomb and has arisen as victor. This thought 
is followed up in the sixth Ode, and related to the Prayer of 
Jonah (ii. 2 -9) in the fish’s belly.

While the connexion between the Hymn of the Three Holy 
Children, which forms the content of the seventh Canticle, and 
the seventh Ode of the Kanon can be seen from the first line of 
the Ode 'He that delivered the children from the furnace’, the 
connexion between the Hymn of the Three Holy Children and the 
eighth Ode is not clearly worked out. An allusion to the Canticle 
may be seen in the words of the third verse of the Ode: 'as lights, 
illumined of God, Thy children come to Thee’; but since the 
eighth Ode of a Kanon generally refers to the object of the feast 
for which the Kanon is written, it is rather the exultant mood of 
both hymns which links them together than a common trend of 
thought.

The theme of the ninth Ode of a Kanon had to be the praise 
and adoration of the Theotokos; it is based on the Magnificat 
(Luke i. 46) and bears in the Byzantine Psalter the title: ’-Οδή της 
Θεοτόκου. In the Resurrection Kanon, however, John Damascene 
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wanted to confine his words of praise to the subject of the 
‘queen of feasts’; he begins with Isa. Ix and addresses Mary only 
in the last line of the first stanza: ‘and thou, pure Mother of God 
joy in the Resurrection of thy Son!’. Next in one of his most 
inspired stanzas J ohn Damascene evokes the picture of the City 
of God, the city of the kingdom ‘that hath no evening’, and 
returning to the praise of Christ, he ends the Kanon in the same 
exultant mood in which he began it.

The melodies of the eight Odes of the Resurrection Kanon 
have come down to us in many musical manuscripts, dating from 
the tenth century to the fifteenth, most of them providing slight 
variants, but some of them showing a structure substantially 
different from that in the bulk of the Hirmologia. In order to 
show the extent of the divergencies the melody of the first Ode 
is given in three versions: the first is taken from a Hirmologion 
of the Iviron monastery (Cod. Iviron 470, fol. 5r ), the second from 
a Saba-manuscript in the library of the Patriarchate in Jerusa
lem, dating from the end of the thirteenth or the beginning of 
the fifteenth century (Cod. Saba 599, fol. 21·), the third from an 
autograph manuscript by the musician John Koukouzeles, written 
in 1302 (Cod. Koukouzeles). The transcription of the other Odes is 
based on Cod. Iviron; the versions of Cod. Saba are added in the 
case of the fifth and sixth Odes.

Odel

I
Easter Day

Cod. Ivjrou

Cod. Saba

v:.----------- -------- z z--------
Ά - να - ατά - σε - ω? ή - μέ - ρα, λαμ - ττρυν - 8ώ μεν λα ~ ol‘

μεν λα - vi'

'3 ^71/

Ά - να - στά - σε - ως η - με - ρα, λαμ - ττρυν - θΰ>

Cod. Koukouzeles

Ά - να - στα - σε ~ ais ή - με - ρα, λαμ - ττρνν - 0ώ μεν λα ~ oi'
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Ζϊα - σχα Ku - pl - ον, Πά - σχα' εκ γάρ θα ~ νά - του προς

S.

77ά _ αχα Κν - ρί - ον, Πά - σχα' εκ γάρ 8α - νά - του προς

C.

Πά ~ σχα Κυ - ρί - ον, Πά - σχα' εκ γάρ θα - νά - τον irpos
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Ode III

4εΰ - τε no - μα ηΐ - ω - μεν καί - νόν, ονκ έκ ηέ - τρας ά - γό - ναυ

~ ρα - τουρ - γοό - - - με - νον, άλλ’ ά ~ φθαρ - σί - as

εκ τά - φον 6μ - βρή - σαν-τος Χρι - στον, έν ιρ στε - ρε - ον - - με - θα.

Ode-IV

β g=rt-"=sti

'E - nl ttjs θεί - as φν- λα- κης θε - τ] - γό - ρος Άβ - βα - κούμ

*ΞδΞΪ 
—

ΣΙΖΣΐΕ
Λ

ίΞ^ΪΞΕΞ
-- ------ ------------------- μ_j-- j__j--1^__---------

στή-τω μεθ’ η - μών, και δει-κνν - τω φα - εσ - φό - ρον αγ - γε - λον δι - α-



THE POETICAL FORMS: (2) KANON 219

Ode VI

Κατ - ηλ - θες εν τοΐς κα - τα> - τά τοις τής γης,
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Ode VII

πα - ώ? θνη - τό$,- νος άν - θρω - πος καί Si - ά πά - 0ου?
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το θνη - τον a. - φθαρ - σΐ - as ev - So - « eo - rtpe - iret -

Ode VIII

Αν - τη ή κλη - τη καί ά - γί - α ή - μ£ - - ρα,

Χρι - στον eis τού? αι - ΰ> - vas.



τίρ-πον, θί - ο - τό - xe, ά' rjj i-γόρ-ατι την τό - κου σου.

"‘**’*^* 
(ά) Canticle and Ode

The connexion between the words of the Canticles and those of 
the Odes is more apparent in John Damascene’s Kanon for the 
first Sunday after Easter, the Κυριακή τοΰ Άντιπάσχα, which is 
also the feast of St. Thomas the Apostle. The Hirmus of the 
first Ode runs as follows

(l) “Άσωμεν πάντως λαοί 
τω εκ -πίκρας δουλί/ας 
Φαραώ τον 'Ισραήλ άπαλλάξαντι, 
και ev βυθφ θαλάσσης 
ττοδι άβρόχω όδηγησαντι, 
ωδήν επινίκιον, 
ότι δίδόξασται.

(Let us sing, all ye people, a hymn of victory unto Him who hath 
delivered Israel from the bitter bondage of Pharaoh, and who led them 
dry-shod in the depths of the sea: for He is magnified.)

The prototype of the stanza is the first lines of the first canticle 
(Exod. xv. 1-4):

“Ασωμεν τω Κυρίω, Ινδόξως γάρ δεδόξαοται- Ιππον και αναβάτην ερριψεν εις 
θάλασσαν.

1 The melodies of this and the following eighteen Hirtr.i, transcribed from Cod. Iviron, are 
given in Appendix I, ΙΊ9.
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Βοηθός καί σκαπαστης έγανατό poc αίς σωτηρίαν · ουτός μου Θαός, και 

δοξάσω αυτόν- Θαός τοΰ πατρός μου, και υψώσω αυτόν.
Κύριος συντριβών πολέμους, Κύριος ονομα αύτω.
"Αρματα Φαραώ και την δύναμιν αύτοΰ αρριψαν αίς θάλασσαν· απιλάκτους 

άναβάτας τριστάτας καταπόντισαν αν Ερυθρά θαλάσση.
(Let us sing unto the. Lord, for He is gloriously magnified.
The horse and the rider He has thrown into the sea.
The Lord is my strength and my protector, and He is become my 

salvation: He is my God, and I will glorify Him; the God of my father, 
and I will exalt Him.

The Lord breaks the battle; the Lord is His name.
Pharaoh’s chariots and his host He has thrown into the sea; He has 

drowned the chosen captains of his horsemen in the Red Sea.

This is not an isolated case. The study of the Hirmologion1 
shows that a great number of Hirmi of the first Odes by Andrew 
of Crete, John Damascene, Kosmas of Jerusalem, and of later 
hymn-writers are paraphrases of the first lines of the Hymn of 
Victory, e.g.:

(2) “Λσωμαν τω Κυρίω ωδήν Επινίκιον· 
τον Φαραώ γάρ πόντω ακάλυψα 
και αποδήγησα1, λαόν ον αρρύσατο 
αν ΰψηλφ βραχίονι 
καί αν χαιρί κραταια, 
ότι όαόόξασται.

Kosmas (Hirmol., ρ. 9)

(Let us sing unto the Lord a hymn of victory, for He has drowned 
Pharaoh in the sea and led the people whom He set free with mighty arm 
and strong hand : for He is magnified.)

(3) “Ασωμαν ησμα καινόν τώ Θαώ 
τώ ακ δούλαίας Φαραώ 
λυτρωσαμένω τους υιούς Ισραήλ 
και αν έρημιρ τούτους διαθράψαντι, 
ότι ανδόξως δ αδόξαστοι.

Andrew' of Crete (Hirmol., ρ. 13)

(Let us sing a new song unto God, who has released the sons of Israel 
from the bondage of Pharaoh, and fed them in the wilderness: for He is 
gloriously magnified.)

1 Reference is made in the following quotations to the ΕΙΡΜΟΛΟΓΙΟΝ, edited by Sophronios 
Euuratiadcs (Chcnnevicret-sur-Marne, 1932).

’ The MSS. use ότοδι{γ>?σ«} (p. 227) for tyo&fffrioas.
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(4) Α,σωμεν ωδήν τώ &<■& :;ΐJ

τω μόνω νικητή τον θανατον 
ότι εξήγαγε λαόν, ”
ώς εκ δουλείας Φαραώ, 
τών τον αδου ταμείων.

Elias the Patriarch (Hirmol., p. 15) ?3

(Let us sing a hymn unto the Lord, who alone has conquered death, for 
He led out the people from the chambers of Hades, as from the bondage 
of Pharaoh.)

(5) “Ασωμεν τώ Κ,νρίω 
τώ εν θαλάσση -πάλαι 
λαόν καθοδηγήσαντι 
καί έν αυτή τον Φαραώ 
πανστρατι βυθίσαντι ■-$
ωδήν επινίκιον, C
ότι δεδόξασται.

loannes Monachus (Hirmol., p. 38)

(Let us sing a hymn of victory unto the Lord, who of old guided the 
people through the sea, and sunk therein Pharaoh with all his host: for 
He is magnified.)

(6) Α,σωμεν τω Κυρίω ασμα καινόν 
οτι παραδόξως τόν ’Ισραήλ διεσωσε 
δουλειάς λυτρωσάμενος, 
και τνραννονντας εχθρούς 
εκάλνψε θάλασσα.

loannes Monachus (Hirmol., p. 41)

(Let us sing a new song unto the Lord, for He preserved Israel marvel
lously, releasing them from bondage, and the sea covered their imperious 
foes.)

(7) "Ασωμεν ασμα καινόν 
τώ λυτρωτή καί Θεώ ημών, 
οι διά σταυρόν ρυσθεντες 
τον νοητού Φαραώ 
και οικειωθεντες τη στρατιά 
τών αυλών ουσιών, 
οτι ενδό^ως δεδόζασται.

Damianus Monachus (Hirmol., p. 77)

(Let us sing a new song unto our God and Redeemer, we who are delivered 
through the Cross from the spiritual Pharaoh, and have become compan
ions of the army of the immaterial essences: for He is gloriously magnified.) ■
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(8) ’/Ισωμεν τω Κυρίω τω ποιησαντι

( θαυμαστά τέρατα
ί έν Ερυθρά θαλάσστ) ·
ξ πόντω γάρ έκάλυψε
ί. τούς εναντίους,

καί έσωσε τον * Ισραήλ· 
αύτω μόνω ασωμεν 
OTL όεόόςασταν.

Germanus the Patriarch (Hirmol., p. 78)

(Let us sing unto the Lord who worked wondrous signs in the Red Sea, 
for He covered the enemy with the waters and saved Israel: to Him alone 
let us sing, for He is magnified.)

(9) Μσο/χαί σ<Η, Κύριε, ο Θεός μου 
οτι έξηγαγες λαόν 
δουλείας Αίγυπτου,

; έκάλυψας Se άρματα
Φαραώ και την δύναμιν.

Germanus the Patriarch (Hirmol., p. 103)

(I will sing unto Thee, O Lord my God, for Thou hast led out the people 
from the bondage of Egypt, and hast drowned the chariots of Pharaoh

J . and his host.)
(ίο) "Ασωμεν ωδήν επινίκιον 

τω μόνω Θεω, 
τω ποιησαντι παράδοξα · 
πάλαι γάρ τον Φαραώ 
πανστρατι έν θαλάσση έβύθισεν.

Andrew of Crete (Hirmol., p. 105)

(Let us sing a hymn of victory to the one God, who performed marvels, 
for of old He sank Pharaoh with all his army in the sea.)

(11) "Ασωμεν τω Κυρίω τω ποιησαντι 
θαυμαστά τέρατα 
έν Ερυθρά θαλάσση 
ωδήν επινίκιον, 
οτι δεδόζασται.

Germanus the Patriarch (Hirmol., p. 135)

(Let us sing a hymn of victory unto the Lord, who worked wondrous 
. signs in the Red Sea: for He is magnified.)

(12) Ασωμεν τω Κυρίω 
τω τον λαόν δουλείας

6181 Q
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Αίγυπτου άπαλλάζαντι 
και Φαραώ βυθίσαντι.

Germanus the Patriarch (Hirmol., p. 168) 
(Let us sing unto the Lord who has delivered the people from the bon

dage of Egypt and sank Pharaoh in the deep.)
(13) "Ασωμεν τω Κυρίω, 

ένόόξως γάρ δεδό^ασταΐ' 
οτι διεσωσβ λαόν 
χειρός Φαραωνιτιόος.

loannes Monachus (Hirmol., p. 200) 
(Let us sing unto the Lord, for He is gloriously magnified; He preserved 

the people from the hand of the Egyptian.)
(14) τω Κνρίω πάντες λαοί

Tip εν θαλάσστ] ’Ερυθρά 
τον Φαραώ βυθίσαντι 
επινίκιον ωδήν 
αδοντες, οτι δεύόζασται.

loannes Monachus (Hirmol., p. 227)
(Let us sing, all ye people, singing a hymn of victory unto the Lord, 

who sank Pharaoh in the Red Sea, for He is magnified.)

In some of the Hirmi the influence upon the hymn-writer of the 
first verses of the ninety-seventh Psalm of the Byzantine Psalter 
is noticeable, particularly of the first and second lines:

"Ασωμεν τω Κνρίω ασμα καινόν, οτι θαυμαστά εποίησεν ό Κύριος, 
"Εσωσεν αυτόν -η δεξιά αύτοΰ, και δ βραχιων ό άγιος αντοΰ.
(Let us sing unto the Lord a new song, for the Lord has worked miracles:

His right hand and His holy arm have saved Him.)

In other Kanons the connexion with the Hymn of Victory is 
worked out in a more subtle way, e.g.:

(15) Τον Φαραώ σνν άρμασιν εν ττ} θαλάσστ] 
Χριστός κστεπόντισε 
και ώήγαγε λαόν 
νμνοΰντα και λεγοντα" 
ασωμεν τω Κνρίω, 
ενδόξως γάρ δεδό^ασται.

Germanus (Hirmol., p. 16) 
(Christ has drowned Pharaoh with his chariots in the sea, and He has 

led the people through, singing and saying: ‘Let us sing unto the Lord, for 
He is gloriously magnified.’)
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(16) ’E^dp^et πάλαι νεανικών αδουσα

Μαριάμ η προφητις 
άσμα καινόν 
τω έν θαλάσση ‘Ερυθρά 
8ιαγαγόντι λαόν · 
έξάρχει δέ νυν 
τών ά~’ αιώνας κτισμάτων 
αδουσα καινότερου 
τω την αγνήν θεόπαώα 
έζ αγόνου και στείρας 
προαγαγόντι γαστρος.

in Nativitatem Deiparae, Georgius Sikeliotes (Hirmol., p. 18)

(Miriam the prophetess of old took the lead among the maidens, singing 
a new song to Him who led the people through the Red Sea. But now she 
takes the lead of all the creatures created from the beginning, singing a 
song more new to Him who led forth the pure maiden whose child is 
divine, from a barren and unfruitful womb.)

(17) Έπι την άβυσσον μολών 
ό ‘Ισραηλίτης λαο? 
ω8ην άνεμελπε 
τω έν χειρι κραταια 
Οννατώς συντρίψαντι πολέμους 
Φαραώ τοΰ τυράννου, 
ασωμεν τω Κυρίω, 
έν8όξως γάρ όεάόζασται.

Cyprianus Monachus (Hirmol., p. 49)
(Descending into the abyss, the people of Israel raised a hymn unto 

Him who broke the battle of King Pharaoh mightily with His strong hand. 
Let us sing unto the Lord, for He is gloriously magnified.)

(18) Θαυμάσια τά έργα σου, Κύριε, 
και η ψυχή μου γινώσκει σφόόρα' 
έκάλυψας γάρ Φαραώ 
καί την ovvap.iv αυτόν 
εις θάλασσαν Έρυθράν 
και έποόηγησας λαόν 
ύμνον σοι βοώντα’ 
[τώ Κυρίω ασωμεν, 
ένοόζως γάρ δεδο^ασται.]

Elias the Patriarch (Hirmol., p. 240)

(Wonderful are Thy works, O Lord, and my soul knoweth it right well. 
Thou hast covered Pharaoh and his host in the Red Sea and Thou hast 
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guided the people, singing a hymn to Thee. [Let us sing unto the Lord, 
for He is gloriously magnified.])

(19) Τω έν νεφέλη φωτεινή 
τον ’Ισραήλ όοηγΎ^σαΛπι. 
ωδήν έπινίκιον 
λαοί πάντες ασωμεν.

Αηοη. (Hirmol., ρ. 140)
(To Him who led Israel in the shining cloud, let us sing a hymn of 

victory, all ye people.)
It often happened that the hymn-writer had to compose a 

Kanon for a feast whose object could not easily be connected 
with the Hymn of Victory. In such a case the poet had to work 
out a solution which was satisfactory from both the liturgical and 
the artistic point of view. The solution could rarely be achieved 
in a short stanza; more space was needed to connect the object 
of the feast with the Passage of the Red Sea. The Hirmus was 
generally composed upon a paraphrase of the ‘Passage’, and in the 
following stanzas of the Ode the hymn-writer had to effect the 
transition to the object of the feast. There are only a few Kanons 
in which the hymn-writer succeeded in combining both the allu
sion to the Canticle and that to the feast in the Hirmus itself. 
An example of such a combination can be found in the Kanon 
for the feast of the Exaltation of the Holy Cross (ets την νψωσιν 
τον τψίον σταυρόν) by Kosmas of Jerusalem.

To πέλαγος Έρνθρας 
διατμηξας πάλαι. 
Sta ζηράς ύ t/ηγαγ ε 
τον ’Ισραήλ ρυσάμενος- 
νΰν Se Χρίστος σαρκωθείς 
έκ Παρθένου εϊλκνσε 
λαόν εθνών τό πλήρωμα 
δομησας εκκλησίαν 
οΰρανότυπον τάγμα’ 
Sto αυτώ ασωμεν 
ώς Θεω ημών, οτι δε8ο£ασται.

(Hirmol., ρ. 224)
(Of old, dividing the Red Sea, He led Israel over dry land and rescued 

them. Now Christ, incarnate of the Virgin, has rescued the people, the 
fullness of the Gentiles, by building the Church, ordered according to the 
heavenly pattern. Therefore let us sing unto Him, unto our God, for He is 
magnified.)
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III. THE LATER DEVELOPMENT OF HYMN-WRITING

From the beginning of the ninth century the Studios* mona
stery at Constantinople became the centre of Byzantine hymno
graphy. The community belonged to the Order of The Sleepless1 
(ot Ακοίμητοι), so called from the unceasing recitation of the 
Office, night and day, instituted by its first Hegumen, Alexander. 
The monastery was founded in 462 by a Roman Consul, Studios, 
and became a stronghold of orthodoxy, particularly in the days 
of the Iconoclastic controversy. Its most famous abbot was 
Theodore, who established its famous school of calligraphy. 
Theodore Studites (759-826) joined the community together with 
his two brothers Joseph and Euthymius and, at the age of thirty, 
was elected Hegumen of the great abbey in succession to his 
uncle St. Plato. Through his sufferings for the cause of orthodoxy 
and his defence of the images he became one of the great figures 
of the Iconoclastic controversy: under Leo the Armenian he was 
exiled, imprisoned, scourged, and left for dead; under Michael 
Curopalata he enjoyed more liberty, but he was an exile at the 
time of his death.1 The Eastern Church raised Theodore to 
the rank of a saint, and celebrates his memory on the nth of 
November, the day of his death.

Theodore, together with other hymn-writers of the Studios, 
inaugurated a second great period of the Kontakion. His poetical 
diction is more elaborate than that of Romanus, who was his 
chief model, but is a no less convincing expression of religious 
ardour. The dependence of Theodore on Romanus in some of 
his hymns can be seen by setting side by side the eighth Troparion 
from the Canticum de mortuis by Romanus and the second Tro
parion from the Kontakion In monachorum cxsequiisCy Theodore.2

Romanus
Έξιστάμενος βλέπω τό όραμα 
ότι άπνοος ό χθες μ.οι συνόμιλος- 
άπεπαύσθη φωνή άγορευονσα, 
οφθαλμός θεωριών άπεληλατο-3 
τά πάντα όργανα έσίγησαν 
ό θεός γάρ συνέκλεισε τούτους, ώς 

γραφεί,
1 Cf. Neale, Hymns2·, ρ. 99.
3 άπεπαΰβη, άπεληλατο: see Pitta’s iiote X, op

Theodore
Φρικνόν βλέπω και ξένον τό όραμα- 
ότι άπνονς ό χθες μοι σννόμιλος, 
άπεπανθη3 φωνή άγορευονσα 
οφθαλμός θεωρών άπεληλατο, 
πάντα τά όργανα σεσίγηκαν 
ό θεός απέκλεισε κατά αυτόν, ώς 

γράφει,
2 Cf. Pitra, Anal, sacra, ρ. 373. 

cit., ρ. 374.
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Romanus (cont.) 

και ουκετι έπαναστρεψειαν λοιπόν · 
ενθεν αδω/xev πάντες μετ* ήχου ®εώ 

τό αλληλούια.
(Anal, sacra, p. 46)

w

Theodore (coni.) > 
και ούκέτι λοιπόν επιστρεφειεν· 
ένθα αδωμεν πάντες μετ’ -ήχου βροτοί 

τό αλληλούια.
(Anal, sacra, p. 374)

(I see an awful and strange spectacle: without breath is he who yesterday 
conversed with me; the speaking voice is stopped, the sight of the eyes has 
failed, all the senses are silent. God has hedged him in, as it is written 
(Job iii. 23), and he may never turn again. Therefore, let us mortal men 
all sing in melody our ‘Alleluia’.)

According to modern aesthetic standards such a close imitation 
of a pattern would be called a pastiche. But, as has been said, 
we must refrain from comparing Byzantine ecclesiastical poetry 
with that of classical or modern times; we should rather think of 
the icons, which often differ only in slight details. The changes 
of phrase which Theodore introduced into his version are few, 
but they are sufficiently important to make it a work of his own.1 
From the study of this and other Kontakia it seems, indeed, 
that these hymns are bound to contain the same similes as 
their models, just as the icons, representing the saints in whose 
honour the Kontakia are composed, must all show the same 
features.

The poetical strength of Theodore Studites becomes apparent 
from the study of his Kanons. The first Ode of his Kanon for the 
Sunday of Apokreos, our Sexagesima, may be taken as an ex- , 
ample of his poetic powers: !

(l) Την ημέραν την φριχτήν 
της παναρρητου σου παρουσίας 

φρίττω εννοών, 
όεόοικως προορώ, 
εν $ προκαθίσεις 
κρΐναι ζώντας και νεκρούς, 

&εε μου παντοδύναμε.
(α) ν0τε ηξεις ό ®εός 

εν μυριασι και χιλιάσι 
τών αγγελικών 
ουρανίων αρχών,

1 We must remember that Handel· added a second part to Arias of contemporary composers 
and did not hesitate to include these Duets in his own Oratorios.
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κάμε έν νεφέλαις 
ύπαντησαί σοι, Χριστέ, 

τον άθλιον άξίωσον.

(3) Λεΰρο λάβε μοι, ψυχή, 
αυτήν την ώραν και την ημέραν, 

οτε ό Θεός 
έμφανώς έπιστίβ 
και θρηνησον, κλαΰσον, 
εΰρεθηναι καθαρά 

έν ώρα της έτάσεως.

(4) Έξιστα με και φοβεΐ 
τό πΰρ τό άσβεστον της γεέννης, 

σκώληξ ό -πικρός, 
τών οόόντων βρυγμός · 
άλλ’ άνες μοι, άφες, 
και τη στάσει με, Χριστέ, 

τών εκλεκτών σου σύνταξον.

(5) Της ευκταίας σου φωνής, 
της τούς Αγίους σου προσκαλούσης 

έπι την χαράν, 
εισακούσω κάγώ 
ό τάλας, και εύρω 
βασιλείας ουρανών 

την άρρητον άπόλαυσιν,

(6) Μη είσέλθης μετ’ έμοΰ 
εις κρίσιν, φέρων μου τά πρακτέα, 

λόγους έκζητών, 
και ευθυνών όρμάς· 
άλλ’ έν οίκτιρμοϊς σου 
παρορών μου τά δεινά, 

σώσον με, παντοδύναμε.

(7) Τρισυπόστατε μονας 
άρχικωτάτη Κυρία πάντων, 

τελεταρχικη, 
ύπεραρχιε, 
αυτή ημάς σώσον, 
ό Πατήρ, και ο Υιός, 

και Πνεύμα τό πανάγιον.1
1 Triodion (Rome, 1879), Ρ· 34-
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(1) That fearful day, that day of speechless dread,—When Thou shalt 

come to judge the quick and dead—I shudder to foresee,—O God! what 
then shall be!

(2) When Thou shalt come, angelic legions round,·—With thousand 
thousands, and with trumpet sound;—Christ grant.me in the air—With 
saints to meet Thee there!

(3) Weep, O my soul, ere that great hour and day,—When God shall 
shine in manifest array,—Thy sin, that thou may’st be—In that strict 
judgement free!

(4) The terror! hell-fire fierce and unsufficedThe bitter worm: the 
gnashing teeth: O Christ—Forgive, remit, protect;—And set me with the 
elect!

(5) That I may hear the blessed voice that calls—The righteous to the 
joy of heavenly hallsAnd, King of Heaven, may reach—The realm that 
passeth speech!

(6) Enter Thou not in judgement with each deed,—Nor each intent and 
thought in strictness read:—Forgive, and save me then,—0 Thou that 
lovest men!

(7) Thee, One in Three blest Persons! Lord o’er all!—Essence of essence, 
Power of power, we call!—Save us, O Father, Son,—And Spirit, ever one!

(Transl. by J. M. Neale, Hymns of the Eastern Churchf pp. 104-5.)

Here, too, the dependence on Romanus can be seen by compar
ing Theodore’s Kanon on the Last Judgement with Romanns’ 
famous Kontakion on the same subject. But we have to re
member that both the Kontakion and the Kanon were destined 
for the Apokreos Sunday; Theodore, therefore, was bound to 
follow Romanus as closely as Romanus had followed Ephraem 
the Syrian, his great forerunner. Theodore’s great achievement 
is the adaptation of the poetical vision of the Last Judgement 
to the structure of the Kanon, and, from the musical point of 
view, the adjustment of the stanzas of his Odes to the melodies 
of nine already existing Hirmi. From the words Βοηθός καί 
σκεπαστής in the title of the Kanon it can be seen that the Hirmi 
of the Odes were Prosomoia,; they were set to the melodies of 
the ‘Great Kanon’ (του μεγάλου κανόνας) by Andrew of Crete, 
which is sung on Friday of the first week of Lent. The original 
words of the Hirmi, composed by Andrew of Crete, are used by 
Theodore for the Katabasiae; consequently the text of the Hirmus 
of the first Ode Βοηθός καί σκεπαστής appears in the last stanza 
of Theodore's first Ode. Since Codex Iviron does not contain the
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Hirmi of Theodore’s Kanon, but only those of Andrew of Crete, 
a transcription of the melodies of the first and third Ode with the 
text from the "Great Kanon’ may follow here. We have added 
underneath the words from Theodore’s Kanon. It may be noted 
that the text of Andrew’s Hirmus is taken, word for word, from 
the second verse of Moses’ Hymn of Victory (Exod. xv), which is 
used as a Troparion without alteration of a single word except for 
the usual addition of the refrain: evSofaJs· γάρ δεδό^ασται.

First Ode
Mode II Flag.

Bo -η - θδς ku σκε - ττα - στής e - ye - ve - τό μοι els σα> - τη -
Την ή - μό - ραν την φρι-κτην της παν - αρ - ρή - τον σου παρ - ου -

- τόν, ev ~ δο
ve-κρονς, &e - e

ςαις γάρ Se - δο - ξα - σται. 
μον παν -το ~ δν - να - με.

Third Ode
Mode II Flag.

27τε - pe - ω - σον, Κύ - pc - e, e - πι την πό - τραν των
Ό Κν - ρι - ος ep - ye ταμ καί τίς νπ - οι. - σ« αν -
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ev - το - λών σου . . aa - λεν - &eZ - σαν την καρ - Si αν
-τοΰ τον <βο - βον; . . τώ ττροσ - ιό - πω rts οφ ~ 6fj ai - τοΰ;

(Cod. Iviron, fo]. loy1·)

The Odes of this and of the ether Kanons of Theodore are no 
longer paraphrases of the Canticles, as were those of the hymn- 
writers of the School of St. Sabas. This is the new achievement 
of the School of the Studios. In the first period of hymn-writers 
the Odes were loosely linked together. Now the Kanon becomes 
a unity. With great skill a single thought is worked out and 
varied in all the Odes, as may be seen from another example, the 
first Ode of the Kanon commemorating the Holy Martyrs Proclus 
and Hilarius on 12 July. The Kanon is composed by Joseph of 
the Studios, a Sicilian by birth, who left his country in 830 when 
it was invaded by the Arabs, and went to Constantinople where 
he developed a great activity as a hymn-writer.

Συνόντες τώ Θεώ 
καί ταΐς θείαις άκτίσι 
πυρσευόμενοι act, 
γενναίοι ’Αθληταί, 
τηΓ ψυχήν μου φωτίσατε 
μελποντες τήν φωτοφόρον 
καί σεπτήν υμών άΟλησιν 
κατανυζει καρΒίας, μακάριοι.

Έπτέρωσεν υμάς 
ό ουράνιος πόθος 
όθεν πάντα τά τερπνά 
τοΰ βίου Άθληταί, 
ελογίσασθε σκύβαλα, 
νευσεσι ταΐς προς τό θειον 
θεωθεντες, και άπασαν 
τών άθεων ισχυν ταπεινώσαντες.
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ΠυρΙ θεαρχικης 
άναφθέντες Τριάδος, 
ϋνσσεβείας την πυράν 
εσβέσατε, Σοφοί, 
τών αιμάτων τοΐς ρεύμασιν' 
οθεν ταΐς τών Ιαμάτων 
καθαραΐς έπομβρησεσι 
τών παθών ημών ρύπον εκπλύνατε.
Την άλυπον ζωήν, 
την ουράνιον δόξαν, 
παραδείσου την τρυφήν, 
το φώς το νοητον, 
την τερπνήν άγαλλίασιν, 
Μάρτυρες, επιζητοΰντες, 
τών δεινών νπηνεγκατε 
τρικυμίαν γενναίω φρονηματε.
Ουράνιοι χοροί 
την υμών καρτερίαν 
κατεπλάγησαν, Σοφοί’ 
αικίσεις γάρ σαρκος 
και πολύπλοκα βάσανα, 
Μάρτυρες, γενναιοφρόνως 
ύπηνέγκατε χαίροντες, 
και εχθρού την κακίαν συντρίβοντες.
Ίον τών ακοών 
της προμητορος Ενας 
Γαβριήλ σοι προσφωνών 
το Χοίρε αληθώς 
εξετίναξε, 'Δέσποινα' 
μόνη γάρ τον άναιρετην 
της κακίας τοΰ οφεως 
ύπερ νοΰν τε και λόγον εκύησας.1

J. Μ. Neale gives the following free translation:
Thrice-noble athletes, that had fellowship with God, and were en

lightened by the divine rays! illuminate my soul, O blessed ones! who with 
compunction of heart sing your life-giving and venerable passion.

Of heavenly love ye had the wings: wherefore, O athletes, accounting 
the pleasant things of this life as dross, and rapt with desire towards God-, 
ye'humbled all the strength of the godless.

1 Menaia, vol. vi (Rome, 1902), pp. 92-3.
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Radiant with the fire of the Divine Trinity, ye quenched, O wise ones, 

by the streams of your blood, the fire of our ungodliness. Wherefore wash 
out the filth of our passions with the pure dews of your healings.

Ever seeking, O Martyrs, the hie that is without grief, the glory of 
Heaven, the intellectual fight, the joyous exultation, ye bore up against 
the surges of peril with dauntless resolution.

Valiant deeds of us men the choirs of Heaven admired. For gallantly 
and joyfully, 0 Martyrs, ye bore up against the insults of the flesh, and 
divers kind of torments, trampling on the malice of the enemy.

Theotokion
Rightly did the salutation addressed to thee, 0 Lady, by Gabriel, atone 

for the poison of the words that our general mother Eve gave ear to. For 
thou only, beyond word and imagination, didst bring forth the destroyer 
of the malice of the serpent.1

The literary history of this second great period of the Kon
takion and of the new development in Kanon-writing has still to 
be written. The names of a great number of the hymnographers 
of the period have been transmitted in the various service-books, 
but little is known about their lives and their works. We can 
therefore only give a rough outline of this important phase in 
Byzantine ecclesiastical poetry, and must content ourselves with 
mentioning a few of the most prominent hymn-writers.

The first of them is Joseph of Thessalonica, Theodore’s brother. 
Less prominent as a poet, but an even more voluminous writer 
than the famous Hegumen, he collaborated with Theodore in 
composing a great number of hymns for the Triodion. Another 
pair of brothers, Theophanes (759-c. 842) and Theodorus, ‘the 
branded ones’ (ot γραπτοί), and Methodius (1846) fought and 
suffered for the cause of orthodoxy, and composed Kanons, 
hymns, and Stichera for the feasts of the. Saints. St. Methodius, 
who came from a family of Sicilian patricians, became Patriarch 
of Constantinople; having been mutilated by the Iconoclasts,' he 
dictated his hymns, some of which were written in an iambic 
measure of twelve syllables, a metre favoured by John Dama
scene.

In the second half of the ninth century this group of hymn
writers from the Studios was followed by another generation of

1 Transl. by Neale in History of the Eastern Church, Part I, ii, pp. 833-4. 
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monks, among whom Joseph the Hymnographer (^883) and 
Metrophanes (fe. 910) were the most famous.

Two Emperors also contributed to the service-books: Leo VI 
(886-912), who wrote eleven Eothina or Morning Resurrection 
Hymns,1 and Constantine Porphyrogennetus (913-59), who com
posed a set of eleven short hymns, called Exaposteilaria, referring 
to the appearances of Christ after the Resurrection.2

1 The words and the music of these hymns have been published and commented upon by 
H. J, W. Tillyard in his study ‘ΕΩΘΙΝΑ ΑΝΑΣΤΑΣΙΜΑ. The Morning Hymns of the Emperor 
Leo ’, in A.B.S., vols. xxx and xxxi.

2 Cf. H. J. W. Tillyard, Byz. Music and Hymnography, p. 35.
3 Gibbon refers to her as Icasia (Decline and Fall, ch. 48). In the MSS. of chronicles and service

books the following variants of the name are found: Κασσία, Κασ la, Κασσιανή, Εικασία, Ίκασία. 
In his study on the hymns of the nun Krumbacher suggests that the forms Εικασία and Ίκασία are 
due to the error of a scribe who mistook η κασία for ίκασία or Ακασία, which, in fact, do not exist. 
Cf. K. Krumbacher, ‘Kasia’, Sb. B.A. (1897), pp. 316-17.

* See H. J. W. Tillyard, *A Musical Study of the Hymns of Casia’, B.Z. xx (1911), 420-85. 
In this study Tillyard still adhered to Riemann’s rhythmical hypothesis, which he abandoned in 
his later studies. Revised transcriptions of two hymns of Kasia can be studied in Tillyard’s 
Byzantine Music and Hymnography. A transcription of Αύγουστου Μοναρχησαντος by O. Strunk 
is published in G. Reese’s Music in the Middle Ages (1940), p. 82.

s Cf. Tillyard, op. cit., pp. 422-3. 6 Cf. Tillyard, Byz. Music, p. 35.
7 Cf. Neale, Hymns of the Eastern Church2, p, 160.

From the middle of the ninth century we possess a few hymns 
and Kanons composed by the nun Kasia,3 whose name is familiar 
to us from a passage in Gibbon describing the presentation of 
brides to the Emperor Theophilus (829-42). She was equally 
gifted as a poet and as a composer,4 and seems to have written 
the music for some hymns the words of which were composed by 
Byzantius, Georgius, Cyprianus, and Marcus Monachus.5 The 
last of this group of hymn-writers was John Mauropus (c. 1081), 
Metropolitan of Euchaita. A number of the hymns bearing 
the name of ’Ιωάννης Μονάχος may have been written by him 
and not by John Damascene, to whom they were formerly 
attributed.6

With John Mauropus, sometimes called ‘the last of the Greek 
Fathers’,7 the rich production of Byzantine hymns came to an 
end in the Eastern part of the Empire. The immense number of 
hymns introduced into the service made it necessary for the 
ecclesiastical authorities to prohibit the addition of new hymns 
to the repertory, and the artistic activity of the monks from that 
time onwards was concentrated upon the embellishment of the 
music, which, in the following centuries, and even after the fall 
of the Empire, became increasingly rich and elaborate, until the 
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originally simple structure of Byzantine melodies was trans
formed into an ornamented style and the words of the text made 
unrecognizable by extended coloraturas. This musical style 
developed in the thirteenth and fourteenth centuries. The musi
cians who either embellished the older simple melodies or com
posed new ones in the elaborate style of the day were called 
Melurgi (μ,ελουργοί), or, if they also taught the new kind of com
position and gave instruction in singing, Maistores (μ,άΐστωρες). 
The most famous of these ‘Masters1 were loannes Glykys, 
Manuel Chrysaphes, Theodulos Hieromonachus, loannes Koukou
zeles, loannes Lampadarius. They did not improvise their rich, 
often abundant, coloraturas, but worked them out according to 
certain rules, which had to be strictly observed. Even in the 
days of the foreign domination, when Byzantine ecclesiastical 
music was influenced by the scales and musical formulae of the 
Turkish overlords, this process of ‘variation’—to use a modem 
technical term—was not musical improvisation, but followed 
certain accepted rules. The study of this musical development, 
however, is outside the scope of the present outline of Byzantine 
music, as it would require comparative studies in the whole field 
of the music of the Near and Middle East, from the sixteenth to 
the end of the eighteenth century, a task for which the prelimin
ary investigations have not yet been accomplished.

After hymn-writing in the East had come to an end there was 
still some poetical activity in the Greek colonies and monasteries 
in Sicily and southern Italy in the eleventh and up to the middle 
of the twelfth century. Though nominally dependent on the 
Church of Rome, Sicily, on account of its large Greek population, 
was, after its conquest by the Byzantines in 535, virtually under 
the influence of the Patriarchate of Constantinople, and the 
Eastern influence became even stronger in the days of the Icono
clastic controversy. Sicilian and Calabrian monasticism, which 
originally followed the Benedictine rule, became ‘Basilian’. When, 
in 827, the Arabs conquered Sicily, many of the monks, together 
with some of the Greek population, emigrated from Sicily into 
Calabria and so extended Byzantine civilization, which con
tinued to flourish in this part of Italy during the tenth and 
eleventh centuries. In 1004 a Basilian monk, Nilus the Younger, 
founded a monastery at Grottaferrata, near Rome, which be
came the centre of Byzantine ecclesiastical life in Italy. Both its 
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founder Nilus, the first Abbot of Grottaferrata, and his suc
cessor Paulus, inaugurated a rich poetical activity, by composing 
Kontakia, Kanons, and Stichera.1 The School of Grottaferrata 
flourished up to the twelfth century. Its most prominent repre
sentatives were St. Bartholomaeus, Clemens, Arsenius, Ger
manus, loannes, Joseph, Pancratius, Procopius, and Sophronius.2 
Untouched by the troubles which foreign domination caused in 
the East, the School of Grottaferrata preserved the great tradi
tion of Byzantine hymnography without major changes up to 
the present day.

IV. MINOR BYZANTINE HYMNOGRAPHY

Side by side with the Kontakion and the Kanon, the oldest 
form of Christian poetry, the Troparion, remained in use in 
Byzantine liturgy. As a result of the extension of the service and 
the introduction of new feasts of the saints, the number of these 
short hymns had increased considerably. New hymns were added 
to the oldest layer of Troparia, and were either sung to new 
melodies or composed and sung to already existing ones. They 
were sung between the stanzas of the Kontakia, and, at a later 
date, between the Odes of the Kanons, and also at the beginning 
and the end of the longer forms. They range from stanzas con
sisting of from one to three lines, written in poetical prose, to 
poems of a lyrical character.

These hymns, widely differing in character and poetical value, 
have their fixed places in the service and a special name which 
indicates their function. The main groups of hymns which were 
inserted between the Odes of a Kanon are the following: Hypakoe 
(ύπακο-η), Katabasia (καταβασία), Kathisma (κά^ισ/ια), Kontakion 
(κοντάκίον), Oikos (otkos·), Theotokion ίθζοτόκίον], Staurotheo- 
tokion (σταυροθεοτοκάορ).

Hypakoe,3 is originally the liturgical term for a Troparion which 
was chanted in the Morning Office after Ps. cxviii Μακάριοι ot

1 Cf. D. Sofronio Gassisi, ‘Innografi Italo-Greci. Poesie di S. Nilo luniore e di Paolo Monaco 
Abbati di Grottaferrata’, O.C, v (1905), 26-81.

2 Pitra, L’ Hymnographie, p. 62. See also L. Ύζτάο,Π Antica Melurgia Bizantina (1938), pp. 130-40.
3 The explanations of this and the following terms are based on: J. Goar, Euchologium Graecorum 

(1730); Neale, A History of the Holy Eastern Church, Part I, ii. 819-942; Christ-Paranikas, Anthol. 
Graeca·, Nilles, Kalendarium Manuale, i, pp. iiv-lxv; L. Clugnet, Dictionnaire grec-frangais des 
notns liturgiques (1895); and Langford-James, A Dictionary of the Eastern Orth. Church (1923). But it 
is impossible to gather even a superficial knowledge of this extremely complicated matter without 
studying the service-books themselves.
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άμωμοι; it seems that it was sung by the whole congregation as a 
response to the chanting of the psalm by a single precentor. At 
a later date the name was given to a Troparion which was sung 
after the third Ode of a Kanon. In the Resurrection Kanon, for 
example, the Hypakoe runs as follows:

Προλαβοΰσαι τον ορθρον 
at περί Μαριάμ, 

καί εύροΰσαι τον λίθον 
άποκυλισθέντα 
τον μνήματος, 

ηκονον έκ τον άγγελον * 
Τον έν φωτι άϊόίω ύπάρχοντα, 

μετά νεκρών
τί ζητείτε ώς άνθρωπον ;
βλέπετε τά εν ταφώ σπάργανα· 
άράμετε, καί τω κόσμω κηρύξατε, 

ώς έγέρθη ό Κυρ ως 
θανατώσας τον θάνατον·

οτι υπάρχει- θεοΰ Υιό?
τον σώζοντας το γένος τών ανθρώπων.1

(They who came with Mary, preventing the dawn, and finding the stone 
rolled away from the Sepulchre, heard from the Angel: 'Why seek ye as a 
man among the dead Him that dwelleth in everlasting light? See the 
swaddling clothes in the tomb, hasten and tell the world that the Lord 
hath arisen, having been the death of death; that He is the Son of God 
that save th the race of men.’) Transl. by Neale.2

Katabasia is the liturgical term for the Hirmus repeated at the 
end of the Ode. It is sung by the two groups of singers who 
descend (καταβαΐνουσι) from their seats and sing it together in the 
centre of the choir. If the Hirmus is a Prosomoion, i.e. following 
an already existing metrical and melodic model, the Katabasia 
may use the words of the original stanza. In the Kanon Την 
ημέραν την φρυκτήν by Theodore Studites, as has been said, the 
Katabasia is sung to the words of the original Hirmus Βοηθάς καί 
σκεπαστής.

Kathisma is a Troparion which is sung while the community 
remains seated.

Kontakion is, in later hymnography, the liturgical term for a 
Troparion of a Kanon at the end of the sixth Ode, built upon a

1 Pentekostarion (Rome, 1883), p, 7.
2 A History of the Holy Eastern Church, Part I, ii. 881.
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Hirmus differing from that of the Ode, as can be seen from the 
Kontakion of the Resurrection Kanon:

El και έν τάφω 
κατηλθες, αθάνατε, 
αλλά τοΰ 
καθεΐλες την 8νναμιν 
και ανεστη.ς ais. νικητης, 
Χριστέ ο Θεό?, 
γνναιζ'ί μυροφάροις 
φθεγέάμενος, Χαίρετε, 
και τοΐς σοΐς 14ττοστόλοι$· 
ειρηνην 8ωρουμενος, 
ο τοΐς πεσοΰσι 
παρέχων αναστασιν,1

(Though, Ο immortal, Thou didst descend into the tomb, yet didst Thou 
overthrow the might of Hades, O Christ our God; and Thou didst arise as 
Victor, saying to ,the Ointment-Bearers, Hail! Thou didst give peace to 
Thine Apostles, who dost cause them that are fallen to arise.) Transl. by 
Neale?

Oikos is the term for stanza. The Oikos always follows a 
Kontakion at the end of the sixth Ode. Structurally it differs 
little from the Kontakion, except in its greater length, as can be 
seen from the following stanza by Romanns, taken from the 
Resurrection Kanon:

Τον προ ηλίου "Ηλιον 
8νναντά ποτέ έν τάφω 

προέφθασαν προς ορθρον 
έκζητοΰσαι ώς ημέραν 

μυροφοροι κόραι, 
και προς άλληλας έβόων * 
φίλαι, δεΰτε, 

τοΐς άρώμασιν ν π αλείφω μεν 
σώμα ζωηφόρον 

και τεθαμμένον
Σάρκα άνιστώσαν 

τον παραπεσόντα "Άδάμ, 
κειμένην έν τω μνηματι · 

άγωμεν, 
σπεύσωμεν

1 Pentekostarion, ρ. 9·
2 A History of the Holy Eastern Church, Part I, ii. 882.

fii 81 R
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ώστ7€/> ot Μάγοι,

και προσκυνησωμεν, 
και προσκομισωμεν 

τά μυρα ώς δώρα 
τίρ μη έν σπαργάνοις, 

αλλ’ έν σινόόνι 
ένειλημένιρ' 
και κλαυσωμεν, 

και κράξωμεν·
Τ2 Δέσποτα, 
έξεγέρθητι, 
ο τοΐς πεσοΰσι 

παρέχων άνάστασιν.1
(The women with their ointment came very early, before the sun, seeking 

the Sun that had set in the tomb. And they said one to the other, 0 
friends, let us hasten to anoint with spices the quickening and buried Body, 
the Flesh that raiseth again Adam after his fall, lying in the tomb; let us 
go on, let us hurry like the Wise Men, and let us worship, and let us offer 
myrrh as a gift to Him that is wrapped, not in swaddling clothes, but in 
fine linen; and let us weep and cry, Arise, O Lord, Thou that affordest 
resurrection to the fallen.) Transl. by Neale.3

Theotokion* is, in the first place, the term for the ninth Ode of a 
Kanon which contains an invocation to the Mother of God. This 
change of the character of the ninth Ode was made by John 
Damascene, and was due to the increased veneration of the Virgin 
in the service of the Eastern Church in the eighth century. In the 
second place it is the term for a Troparion in honour of the Mother 
of God, which follows each Ode of a Kanon composed for a special 
festival in honour of the Theotokos. The Theotokia were mostly 
of a lyrical character, and are "at least as strong as any corre
sponding expression of the Latin Church’,3 as can be seen from 
the following Theotpkion for the Vespers of the Sunday of Tyro- 
phagus (Κυριακή της Τυροφάγου), corresponding to the Quinqua
gesima of the Western Church:

Μυστικώς άνυμνοΰμεν σε, 
Θεοτόκε Μαρία · 

άνεΰείγβης γάρ θρόνος 
τοΰ μεγάλου Βασιλεως, 

σκηνη παναγία, 
τών ουρανών πλατυτέρα,

1 Pentekostarion, ρ. 9. 2 A History of the Holy Eastern Church, Part I, ii. 883.
3 Ibid., ρ. 83Z, footnote.
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Χερουβίμ άρμα,
i ανώτερα δε τών Σεραφίμ,
j νυμφών δόξης·
I έκ σοΰ γάρ προήλθε
I σαρκωθείς ο πάντων Θεός.

Αυτόν ικέτευε, 
σωθηναι τάς ψυχάς ημών.

(Mystically we hymn thee, Mary, Mother of God! for thou hast been 
made the throne of the Great King. Most holy tabernacle! more spacious 
than the heavens! chariot of the Cherubim, and more exalted than the 
Seraphim! Bridal chamber of glory! For from thee came forth Incarnate 
the God of all. Supplicate Him for the salvation of our souls.) Transl. 
by Neale.1

Siaurotheotokion is a Troparion in honour of the Blessed Virgin 
at the Cross, as can be seen from the Staurotheotokion in the 
Kanon for the Martyrs Proclus and Hilarius at Vespers on 
12 July:

Έν τώ σταυρώ παρεστώσα 
τοΰ σοΰ υιοΰ και Θεοΰ, 
και την μακροθυμίαν 
τούτον άποσκοποΰσα 
έλεγες θρηνοΰσα 
μητερ αγνή·
Οϊμοι; τέκνον γλυκυτατον, 
τι ταΰτα πάσχεις αδίκως, 
Λόγε Θεοΰ,

ί ΐνα σώσης το ανθρώπινον ;
(Standing by the Cross of thy Son and the Son of God, and beholding 

His long-suffering, with tears, pure Mother, thou saidst, Woe is me! Why 
sufferest Thou thus unjustly, my dearest Son, Word of God, to save man ?)

The most important and numerous independent group of 
Troparia are the Stichera (στιχηρά). Originally they were verses 
sung after a verse (στίχο?) of a psalm; in this strict sense the term 

' Sticheron (σπχηρόν) still applies to a Troparion sung after Pss. 
cxli, exxix, and cxvi in the Evening Office. Later the Stichera 
increased in length and were sung in various parts of the Evening 
and Morning Office; in their function and musical structure they 
can best be compared to the Antiphons of the Latin Church. 
Like the Hirmi they have either their own melody—Stichera

1 Ibid., Part I, ii. 859. Greek text: Triodion, (Rome, 1879), pp. ioc^i.



244 THE POETICAL FORMS: (2) KANON
Idiomela—or follow a melody, already used in a Sticheron— 
Stichera Prosomoia.

The Stichera, words and music, are collected, as has been said 
in the fifth chapter, in a single bulky volume, the Sticherarion. A 
facsimile edition of a complete Sticherarion, Cod. theol. gr, 181 of 
the National Library in Vienna,, written in 1221 by John Dalas- 
senos, was published in Mon. Mus. Byz., vol. i (1935). A complete 
Sticherarion contains:

(1) The Stichera Idiomela or Automela from the Menaia for the 
fixed days of the ecclesiastical year, which, in the East, 
begins on the 1st of September (αρχή της Αν8ίκτον ήτοι τον 
νέου €τονς.)

(2) The Stichera Idiomela from the Triodion" and Penteco- 
starion for Lent, Easter, and Pentecost up to Trinity Sun
day inclusive (άττό τον Φαρισαίου και τον τελώνου μέχρι τών 
Αγίων Πάντων).

(3) The Stichera Anastasima and Anatolika, or Resurrection 
Verses from the Oktoechos, the latter ascribed to the 
Patriarch Anatolius.1

(4) The twenty-four Alphabetical Stichera from the Oktoechos 
for the Evening Office on Saturday.

(5) The Anabathmoi (τροπάρια αναβαθμοί) from the Oktoechos 
for Morning Office on Sundays, divided into eight sections, 
each of which is sung in one of the eight modes. Each 
seption is made up of three groups of Antiphons (αντίφωνα) 
with the exception of that in the fourth plagal Mode, which 
is made up of four. The third Sticheron of each Antiphon, 
is in praise of the Holy Spirit and invariably begins with 
the words 'Αγίω Πνεύματι.

(6) The Stichera Prosomoia for Lent from the Triodion, belong
ing to the Evening Office.

(7) The Heothina Anastasima (τά(Εωθινά Αναστάσιμα) of Leo VI 
(886-911), sung at the end of the Sunday Morning Office.

(8) The Stichera Dogmatika by John Damascene in honour of 
the Blessed Virgin; other Theotokia are often added to 
these, and also the Staurotheotokia of Leo VI.

1 In most Codices these are called Stichera Anastasiya Anatolika, but as Dom Tardo points 
out in hii article T/Ottoeco nei manoscritti di antica melurgia bizantina’, Bollettino della Badia 
Greca di Grottaferrata, N.S. I (1947), pp. 37-8, the best MSS. distinguish between the two 
groups.
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(9) A group of Stichera connected with the special feasts of the 

monastery or the church to which the Sticherarion belonged.
A number of Stichera taken from these groups will be found in 

the Appendix. It can be seen at once that most of them differ 
widely from the Hirmi in length, compass, and extent of the 
ornamentation. But the analysis of the structure of both Hirmi 
and Stichera in the last chapter will show that the principle 
underlying their formal structure is the same: the combination 
of a number of melodic formulae, connected by simple transi
tional passages.



CHAPTER X

BYZANTINE MUSICAL NOTATION I
I. THE TWO systems: ecphonetic signs and neumes

IN Byzantine manuscripts of service-books for the use of lectors 
and singers two systems of musical signs occur: one regulating 

the cantillation of the Lessons from the Prophets, Epistles, and 
the Gospel; the other fixing the flow and execution of the melo
dies of the model stanzas of the Kanons, the Stichera, Kontakia, 
and other poetical texts. Psalms, Alleluias, and Doxologies ap
pear in thirteenth- and fourteenth-century manuscripts only.

The first system of signs, regulating the recitation (εκφώνησις) 
of the Lessons, comprises the ecphonetic signs;1 the second the 
musical signs proper. Both systems derive from the Greek pro
sodic signs, but have a different development: the ecphonetic 
signs are set, in the main, at the beginning and at the end of a 
group of words; the musical signs correspond to the syllables of 
the text. The function of the ecphonetic signs, therefore, is 
equivalent to that of the system of Syriac accents whose intro
duction is ascribed to Joseph Huzaja (c. a.d. 500),2 though their 
shape is very like that of the prosodic signs.

The system of the ecphonetic signs seems to have been intro
duced towards the end of the fourth century;3 it appears fully

1 Attention was first drawn to the signs in Byzantine lectionaries by Montfaucon in his Palaeo- 
graphia Graeca (Paris, 1708), pp. 234 and 260, and by Wattenbach in Schrifttafeln zur Geschichte 
der griechischen Schrift (Berlin, 1876—7). Sabas in his Specimina Palaeographica cod. grace. et 
slavon. bibliothecae mosquensis synodalis saec. vi-xvii (Moscow, 1863) and Gardthausen in the first 
edition of his Griechische Palaeographie (Leipzig, 1879) gave the first account of the function of 
the signs. The term 1 ecphoneticf was first used by I. Tzetzes in his essay Ή ίπινόησις Try rrapa.- 
σημανπκ-ηε τών Βυζαντινών, Parnassos, ix (1885), 441; but it is through J.-B. Thibaut’s ‘Etude de 
musique byzantine. Le chant ekphonetique’, B.Z. viii (1899), 122 sqq., that the term was made 
known to western scholars. Eor the study of the ecphonetic notation see J.-B. Thibaut, Monu
ments de la notation ekphonetique et hagiopolite de I’eglise grecque (1913); E. Wellesz, ‘Die byzan- 
tinischen Lektionszeichen’, Z.M.W. xi (1929), 513-345 id., ‘Ein griechisches Evangelium der 
Wiener Nationalbibliothek’, Kirchenmustkaliscbesjahrbuch, 1930, pp. 9-245 C. Hoeg, Zu Notation 
ekphonetique, M.M.B,, Subs. i. 2 (1935); P. L. Tardo, L’Antica Melurgia Bizaniina (1938), 
pp. 45-53.

2 Cf. Th. Weiss, ‘ Zur ostsyrischen Laut- und Akzentlehre Bonner Orientalistische Studien, 
v (1933). A similar system, consisting of single dots, or a combination of two or three, was dis
covered and described by the present author from Manichean and Christian texts, written in 
‘Soghdic’·, a Middle-Persian dialect; cf. E. Wellesz, ‘Die Lektionszeichen in den soghdischen 
Texten’, Z.M.JV. i (1919), 505 sqq.

3 Cf. C. Hoeg, La Notation ekphon., pp. 38-9.
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developed in eighth-century manuscripts.1 The number of the 
sig115 an<^ their shape are maintained, practically unchanged, 
from the eighth century to the end of the thirteenth. From the 
beginning of the fourteenth to the end of the fifteenth centuries 
the texts show a slow disintegration of the ecphonetic system, 
and by the end of the fifteenth century the meaning of the signs 
has become obscure.2

An exact dating of manuscripts containing ecphonetic signs is 
difficult, not only because the shape of the signs remained the 
same for practically five centuries, but also because it was the 
habit of the scribes to copy the script with meticulous care. 
The lectionaries were the most precious books, particularly the 
Evangdiaria, with their richly jewelled covers, and therefore had 
to be written calligraphically with an archaizing tendency. A 
script composed of capital letters was more legible in the dark
ness of the church before dawn or after dusk than the complex 
forms of minuscule script which developed later. These two 
causes contributed to make the scribes intensely conservative.

It is, however, possible to date these manuscripts. When the 
scribe reached the end of a column he was often forced to com
press the letters to make the material fit the column, and at 
this point he utilized the cursive forms that were in common use 
in his day.

This can be seen, for example, from examining the script of 
Codex Sinaiticus 204 (Plate II), written about a.d. 1000. Here the 
scribe imitated, as is usual in liturgical manuscripts of that period, 
the script of the fifth and sixth centuries, the so-called Old 
Parchment Uncial’3 which is of unsurpassed perfection. Nearly 
all the letters of the alphabet of that script can be brought into 
the shape of a square or a circle, or inscribed into one of them. 
The full circle occurs as a rule in O and Θ, the half circle in € and 
C. The letters ΑΒΓΔΖ, &c., can be placed into a square. Further
more all letters are of equal height and have no additional 
ornaments.

Glancing, however, at the second line of the first column one 
instantly sees that in the two words OYK ΟΙ(ΔΑΤΕ) the two 
omikron’s are written differently each time. The scribe was 
obliged to do so. He had reached the end of the line with the K

1 Cf. Thibaut, Monuments de la notation efiphon., p. 32; Hoeg, ibid., p. 137.
. 2 Cf. Hoeg, ibid., p. 137.

? Cf. V. Gardthausen, Grtecbische Palaeographie (Leipzig, 1913), pp· 1 f9 899·
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of OUK. He, therefore, had not much space left in the margin and 
wrote Oi in the script of the 'Liturgical Uncial· of his day. 
This means that he no longer imitated the Old Parchment 
Uncial· with its letters in the shape of □ and O, but turned to the 
familiar forms of the 'Younger Parchment Uncial· in which the 
square was replaced by the rectangle □, and the circle by the 
oval 0.

The same tendency to imitate an older script can be observed 
in manuscripts in minuscule script. I take as an example the 
Gospel-Lectionary, Codex suppl. gr. 128 of the Vienna National 
Library. As can be inferred from the covers, this is a manuscript 
which belonged to one of the monasteries in Constantinople or 
its surroundings, for the covers each consist of two thin wooden 
plates, glued together and covered with red leather. On the 
cross-sides and the protruding front-sides are small grooves in 
the shape of a half circle which are made only by craftsmen in 
Constantinople. The text is calligraphically written on yellow
white parchment of a very good quality; it is nearly faultless. 
The parchment was prepared from calf hides, the material cus
tomarily used for liturgical books after the tenth century. The 
lines for the script were made on the flesh side of the parchment 
with a leaden wheel which leaves deep grooves.1 The letters are 
written with dark brown ink—this too is customary in liturgical 
books—the ecphonetic signs, however, by the music master in a 
light brown ink. In this Codex the columns, consisting of twenty- 
two lines, each containing ten to twelve letters, are carefully 
planned so that each line has exactly the length of the others. 
This often makes it necessary to compress, or reduce in size, the 
last letters or, if it is the case of an ου, to place the v on top of the 
o: <$. The script normally tries to imitate that of the ninth cen
tury but in such cases the scribe gives himself away by unex
pectedly using shapes of letters which do not occur in liturgical 
manuscripts of the ninth century. Nevertheless, the dating of 
Greek liturgical manuscripts remains a very difficult task, because 
as has already been mentioned, it is less a matter of writing as in 
Western manuscripts, than a kind of drawing which aims at 
following as closely as possible an old and venerable mode].

Late in the twelfth century the straight lines of the neumes were 
converted into curved. At the same time a number of new dyn- 

1 Cf. E. Wellesz, ‘Ein griechisches Evangelium der Wiener National Bibliothek mit ekphoneti- 
schen Lesezeichen’, Kuchenmuiikalisches yahrbucb, xxv (1930), 9-24.
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amic and rhythmical signs were added, until, in the first half of 
the fifteenth century—when the melodies had become florid—all 
the signs were revised and a new group of subsidiary signs in red 
ink, called the 'Great Signs’ (μεγάλα, σημάδια) or ‘Great Hypo
stases’ (geyaAai ΰττοστάσε^), was introduced. This system survived 
the end of the Empire and remained in use up to the beginning 
of the nineteenth century, when a reformed system of notation 
was introduced by Chrysanthus, who retained a small number of 
the old signs and added some new ones. Consequently all manu
scripts containing the original Byzantine notation fell into disuse, 
and the ability to read them was completely lost.

The development of Byzantine music after the fall of Con
stantinople, and its transformation into Neo-Greek music is not 
within the scope of the present outline; we shall therefore exclude 
the latest development of Byzantine musical notation and its 
replacement by the Chrysanthean notation, and may refer to the 
Traite de Psaltique (Paris, 190ό) by J.-B. Rebours, from which all 
the necessary information for the study of the modem system 
can be obtained. Here we shall restrict ourselves to giving a brief 
survey of the development of Byzantine neumes from a ninth
century Hirmologion, the earliest musical manuscript which has 
come down to us, up to manuscripts from the fifteenth century, 
which show a richly developed system of subsidiary signs.

II. ECPHONETIC NOTATION

The invention of the prosodic signs (προσωδία^ or accents, is 
ascribed to the grammarian Aristophanes of Byzantium (c. 180 
B.C.). They were introduced in the Hellenistic age as a guide for 
declamation when Greek became the predominating language in 
the East.

In Byzantine manuscripts the accents are set according to the 
teaching of Herodianus and other Greek grammarians of the 
second and the following centuries.1 There are four groups of 
prosodic signs :2

1 Cf. G. Zuntz, ‘The Ancestry of the Harklean New Testament’, Brit. Acad. Suppl. Papers, vii 
(i945), PP· 89 sqq. . . ....

2 It may be noticed that a similar system of signs is found m the ancient Hindu scriptures. 
Cf, M. Haug, ‘Uber das Wesen und den Wert des Vedischen Accents’, Abb. d, Akad. d. Wiss. 
(Munich, 1873), and O. Fleischer, ‘Uber Ursprung und Entzifferung der Neuinen’, Neumen- 
Studien, i (Leipzig, 1895), 56-64. Originally the Pathe were not included in the Prosodiai, as can 
be seen e.g. from a paragraph in the treatise Ibepl προσιρδίων by Georgius Choiroboscus: Evcoi 
Se τά καλούμενα ττάθτι προατιθίασι rats ττροοιρόίαιζ, αττερ wu·' αττόατροφος, νφεν, υιτοδιαστολ-η. Icrreov 
δέ on ταΰτα ον καλούνται κνρίαι$ ττροοιρδίαι κτλ. Scholia in Dionysii Pbracis artem grammaticam, 
ed. A. Hilgard, Grammatici Graeci, iii. 125.
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I Τόνοι, Tones
(ι) προσωδία o^eta, the high tone = acute t
(2) προσωδία βαρεία, the low-pitched tone = grave \
(3) προσωδία περισπωμένη, the ligature consisting of acute and grave = 

circumflex λ

II Χρόνοι. Time-units
(1) προσωδία μακρά, sign for the long syllable — long -
(2) προσωδία βραχεία, sign for the short syllable = breve o

III. Πνεύματα. Breathings
(1) προσωδία δασεία, rough breathing = spiritus asper η-
(2) προσωδία ψιλή, smooth breathing = spiritus lenis —1

IV. Πάθη. Declamatory signs
(1) άπόστροψος, apostrophe
(2) ύψέν, coniunctio
(3) διαστολή, separatio .ο...

The musical character of Greek declamation is clear, first from the 
very term 'accent’ (προσωδία), indicating the element of chant in 
speech, secondly from the remark of the rhetor Dionysius of 
Halicarnassus (c. 30 B.c.): 'The melos of speech is measured 
approximately by the one interval, called diapente (fifth). The 
voice does not ascend beyond three and a half tones, nor does it 
descend by more than this interval.’1 The musical character of 
the prosodic signs made it possible later on to use them as a 
system of signs for the guidance of the Anagnostes, whose duty 
was the lectio solemnis of the pericopes from the Prophetologion, 
Apostolos, and Evangelianon.

1 De compositione verborum, ch. ii.
2 A complete list of the tables and three facsimiles are given in Hoeg’s La Notation ekphon.

A small number of tables of the ecphonetic signs have come 
down to us,2 the best known on a leaf of Cod. Leimon (Lesbos) 38, 
fol. 3i8r- (see Pl. I). This table is, as I have pointed out in my 
study on the ecphonetic notation, a kind of primer showing all 
the possible combinations of ecphonetic signs, and their technical 
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names, in the form of a pericope.1 There is, in effect, one prin
cipal rule for the lectio solemnis of a pericope. The cantillation 
followed the syntactical structure of the phrase in every detail, 
as the ecphonetic signs in the manuscripts show. The final verse 
of every lesson, however, shows a peculiar notation, character
ized by the use of doubled signs, which never occur in the main 
part of the lesson. Unlike the rest of the lesson the ending was 
given special emphasis by a kind of chanting which came near 
to emotional singing. This prepared the congregation for the 
ending of the lesson to which they had to respond by the formula 
Δόξα τω Θεω. The transcription of the table runs as follows:

1 Papadopoulos-Kerameus was the first to draw attention to the table of the Leimon Codex 
in his Μανροκορδάτειοϊ Βιβλιοθήκη, ρ. ζο, no. 35, and gave a lithographic facsimile of the first lines, 
followed by a printed version of the rest of the table. But, as he did not understand the meaning 
of the signs, he made some mistakes in reproducing them. J.-B. Thibaut’s studies on ecphonetic 
notation are all based on this faulty reproduction of the table, and the- lists of ecphonetic 
signs which he drew up, and which were taken over by some scholars, make no sense. The majority 
of Thibaut’s mistakes are so obvious that I succeeded in correcting nearly all of them in my study 
‘Die byzant. LektionszeichenZ.M.W. (1929), though I was not able to get a photographic 
reproduction of the table. The authentic text could only be obtained when, in 1931, C. Hoeg 
presented me with a photograph of fol. 317 v. of the Leimon Codex, the facsimile of which is also- 
given in his book on ecphonetic notation.
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(lou. jjaihaTdi

Kaitffret ■ lκη

τίλΕία +■ ηΛξ^«λ<.τ<. 

κη KU. TiAtA +·
’ νπο vjo
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From the table we get the following list of signs:

Simple Signs Compound Signs

Oxeia 

Syrmatike

\ Bareia

μϊ Kathiste

ν/ Kremaste

J Apostrophes

Synemba

X- Paraklitike

4- Teleia

// Oxeiai 

Bareiai

*' * Kentemata

0... apeso exo

Apostrophoi

>
> TT 1 · ·Hypoknsis
> >

The guiding principle1 in setting the ecphonetic signs was the 
following: each sentence, or part of a sentence, each word or 
part of a word to be ‘cantillated’ in a certain manner, was en
compassed at the beginning and at the end by a sign that was 
immediately followed by another sign for the next sentence or 
phrase or word. The encompassing signs were either the same or 
different ones. This was regulated either through the meaning of 
the signs or through the meaning of the words which formed a 
rhetorical unity.

The Oxeia (ο£βια) indicates that the voice should rise and re
main on a higher pitch until the end of the phrase, marked by a 
second Oxeia. The Syrmatike (συρματική) demands an undulating 
movement like the shape of the sign.

The Bareia (βαρεία) stands for lowering the pitch of the voice 
and giving emphasis to the words encompassed by the two signs.

The Kremaste (κρέμαστή) marks a rise of the voice with slight 
accentuation.

The Apostrophas (άπόστροφος) seems to indicate a somewhat 
low pitch of the voice without giving emphasis to the words

1 Cf. my ‘Die byzantinischen Lektionszeichen’, Z.M.W. xi. 527-8j J.-B. Thibaut, Origine 
byzantine de la notation neumatiqu^ p. 24.
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which the two Apostrophoi enclose, but it seems also to have 
retained the original meaning which the grammarians had given 
it as one of the Paths or declamatory signs where it means to take 
breath and to begin to read. We shall have to come back to the 
function of the Apostrophes because we find it in Early Byzantine 
notation (1) at the beginning of a phrase where, at a later stage, 
the Ison is written; (2) in the course of a melodic movement 
where it is connected either with a falling or a rising second. At 
that early stage, however, we should not take the Apostrophos 
for the Interval sign itself, a meaning which the Apostrophos 
acquired in the Coislin and Round notation when it was set only 
to mark a falling second; it was a sign for the execution of the 
note.

The Synemba (συυέμβα) is a kind of slur, combining two words 
in one breath.

The Paraklitike (παρακλιηκή). In his study on the Ecphonetic 
notation Thibaut1 refers to the spelling Parakletike (παρακλητική), 
mentioned by Tzetzes and points out that the Paraklitike of the 
Ecphonetic notation looks like the Parakletike of sByzantine 
musical notation. Since Byzantine scribes often write phonetic
ally, and η was pronounced as 1, the wrong spelling may be over
looked and we can accept the identity of both signs. Parakletike, 
therefore, indicates a phrase executed in an entreating, praying 
manner.

1 Cf. op. cit B.Z. vni. 130.
2 See later,

The Hypokrisis (υττόκρισι,ς) has the opposite meaning to the 
Synemba ;2 it is a sign of separation. Since it may consist of two 
or three hooks, it can indicate a shorter or longer pause.

The Teleia (τελεία) means a full stop.
The Kathiste (κάκιστη) marks the narrative style without 

emphasis and is always found at the beginning of a lesson from 
the Gospel, introduced by Τω καφψ έκ&Ινω (at that time). It 
sometimes needed more than alteration of first words of the text 
in order to open the Lesson with this stereotyped phrase as can 
be seen from the Gospel of St. Luke xxiv, 36-48 to be read on 
Sundays at Matins as the sixth of the eleven "Resurrection 
Evangelia’ (Ευαγγέλια έωθινα αναστάσιμα).



BYZANTINE MUSICAL NOTATION I254

Gosftel
Ταΰτα δέ αυτών λαλοΰντων 
αυτός εστΐ? εν μεσω αυτών, 
και λέγει αύτοΐς· ειρήνη ύμΐν.

And while they were speaking 
these things, He stood in the midst 
of them, and said to them: Peace 
be to you.

Lesson1
Τώ καιρώ εκείνα^ αναστας ό ’ Ιησούς 
όκ νεκρών ξστη εν μέσω τών Μαθη- 

τών
αύτο% και λέγειαύτοΐςΕιρήνη ύμΐν-{-
At that time Jesus was risen from 

the dead,
and stood in the midst of his 

disciples,
and said to them: Peace be to you.

The two segments of the phrase Τώ . . . έκείνω and αναστας-. . . 
νεκρών are to be read in the simple way of a narration. The next 
section έστη . . . αύτοΰ have the Apostrophes which seems to 
indicate lowering the voice, but without any emphasis. In the 
phrase και λέγει αύτοΐς- (and said to them) there is an Oxeia at 
the beginning and Teleia at the end, which means that these 
words should be said or chanted on a high pitch with a certain 
emphasis, and that the reader should make a stop where the 
Teleia demands it. The Syrmatike, which originated from the 
circumflex and indicates an undulating movement of the voice, 
has here a peculiar significance. The apparition of Jesus risen 
from the dead and standing in the midst of the disciples must have 
frightened them. Therefore the voice of the Anagnostes must 
come soft and serene when Jesus greets them with Ειρήνη υμΐν, 
‘Peace be to you’.

Another stereotyped opening is Εΐπεν d κύριος (the Lord said), 
encompassed in many cases by Oxeia and Teleia, but in some cases 
by Apostrophos and Apostrophos, when the narration continues:

Ειττεν ο Κύριος -f-
Ι^ιττεν d Κύριος τοΐς εαυτού μαθηταΐς-\- 2

A third alternative can be seen on plate 21 of Thibaut’s Monu
ments,3 taken from a ninth-century Evangelium, Cod. Petropol. 
gr. XLIII, fol. i r. Here, too, the first sentence from Luke xv. 
11 had to be changed considerably for use as a lesson:

* Text and ecphonetic signs are taken from a ninth-century Evangelium, Cod. Petropoh gr. 
XXXVI, a MS. from Mount/Sinai, reproduced in J.-B. Thibaut’s Monuments de la notation . 
ekpbonetiaue et bagiopolite de ΓEglise greeque (St-Petersbourg, 1913), p. 39.

1 See C. Hoeg, La Notation ekphon,, p. 46
3 Monuments de la notation ekphon. et bagiopol.. p. 41.



ΒΥΖΑΝΤΙΝΕ MUSICAL NOTATION I 255

Gospel

Εΐπεν δέ' άνθρωπός tis 
εΐχεν δνο νίούς.

(He said: A man had two sons).

Lesson

Εΐπεν o Kvpto^ την παραβολήν 
τ αυτήν άνθρωπός τις 
εΐχεν δύο νίου^.

(The Lord told this parable: A 
man had two sons.)

For the close of a pericope a verse is always chosen which makes 
a good ending, and can therefore take a special emphasis. The 
reading from the Gospel on Easter Monday, for example, ends 
with verse 28 from John i: Ταΰτα εν ΒηθανΙα έγένετο πέραν τοΰ 
’Ιορ&άνον, οπού ην 'Ιωάννης βαπτίζων (These things were done in 
Bethania beyond Jordan, where John was baptizing). (Vide 
Plate IL) The emphasis, however, was not conditioned by the 
sentence itself but by its position at the end of the pericope. 
This can be seen when the same verse which bears a special 
emphasis at the end of a short lesson appears in the middle of a 
longer one containing the same text. This happens frequently 
in the Orthodox Church where during the week, or on lesser 
feasts, a short extract from a chapter from the Gospel is read, 
whereas on Sundays or on major feasts a longer extract from the 
same chapter is read. The same thing may even happen on two 
primary festivals, one of which has a short service, as e.g. Easter 
Sunday. On the evening of that day the Lesson from the Gospel 
is taken from John xx. 19-25 ; on the following Sunday, Κυριακή 
τον Άντίπασχα, however, the lesson is extended to verse 31. In the 
first place (1) the verse 'and thrust my hand into his side, I will 
not believe’ has strong emphasis; in the second (2) it is accentu
ated in the usual way, and the emphasis is shifted to the end of 
the pericope, to verse 31 but these are written that ye might 
believe that Jesus is the Christ the Son of God, and that believing 
ye might have life through His name’ (3).

(0 KeC AOtr £^ί K A firgay xvrov
ν'* 'ον Αη J? ττιετίυσώ) +·
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Investigation into the Lectionaria^ has shown that hardly any 
two codices containing the same pericopes have exactly the same 
ecphonetic notation throughout the text: there are many diver
gencies to be found, but only in small details. In the main there 
must have been, from the beginning, a single tradition for chant
ing the pericopes. The execution may have been different in 
small monasteries or in one of the metropolitan churches.2 In 
the former the service must have been less elaborate and the 
reading of the Lessons would have, been a simple cantillation; in 
the latter, on the contrary, it may have developed into real 
singing.

It cannot be affirmed that the ecphonesis had the character of a 
cantillation with distinct intervals and melodic cadences in the 
Early Byzantine Service in general,’but it was certainly the case

1 Cf. the table in E. Wellesz,/Die byz. Lektionszeichen’, Z.M.W, xi. 525; C. Hoeg, La Notation 
ekphon.·) pp. 86—102. The divergencies in the setting of ecphonetic signs can be studied in the two 
volumes of the Prophetologium^ M.M.B., edited by G. Zuntz (Copenhagen, 1939 and 194.0).

3 Dr. G. Zuntz, who has been engaged on the edition of the Propbetologion for the 
since 1935, informs me that MSS. of the Propbetologion written for use in the Patriarchal Church 
of Hagia Sophia use the standard ecphonetic notation with greater precision and give a more 
detailed version of the cadences in the middle of a phrase than any other MS.

3 Though no MS. with ecphonetic signs of an earlier date than the tenth century has come down 
to us, we may assume that the Lessons from the Gospel were sung in the Eastern Church in the 
same way as they were sung in the West. For a series of lectures on ‘Christian Chant’, which I 
delivered in 1952-3 in the Third Programme of the B.B.C., recordings were made in Jerusalem 
of the chanting of lessons from the Pentateuch by Jews who had just arrived from Yemen where 
they had lived in enclosures since the Diaspora. These cantillations of the Lessons were very mucl 
akin to those which Greek deacons can be heard chanting nowadays in the churches. In a most 
valuable paper on ‘The Common Ground in the Chant of Church and Synagogue’, Atti del 
Congresso Internationale di Musica Sacra 1950 (Rome, 1952), pp. 134-48, E. Werner drew attention 
to these parallels, particularly to the fact ‘that the version of the Tonus Peregrinus of the Anti- 
pbonare Sarisburiense is identical, note for note, with the ZZeZZeZ-tune of the Yemenite Jews’.
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in the tenth century. This can be proved from a table of Codex 
Sinaiticus 8, fol. 303 r., a Prophetologion dating from the tenth or 
eleventh century, which shows groups of neumes in Early Byzan
tine notation superimposed upon the ecphonetic signs. This im
portant document has been reproduced by C. Hoeg as Plate III 
of his La Notation ekphonetique and commented upon in detail 
on pp. 26-35. The difficulty of reaching a satisfactory solution 
lies, as Hoeg rightly pointed out, in the fact that the Early 
Byzantine notation does not provide us with the exact interval
value of the melodic steps; but it is obvious that the practice 
which is indicated by the musical signs in Codex Sinaiticus 8 
must have come very near to the present cantillation, of which 
Thibaut has given two examples in his study on ecphonetic nota
tion? The first is a reconstruction by Thibaut showing how the 
ecphonetic signs might have been chanted, the second the tran
scription of the actual singing of the same pericope by an ex
deacon.2 Thibaut gives the last three verses of the pericope 
from Luke xxi. 34-6. The modem way of singing, according to 
the ex-deacon’s transcription, is less stereotyped, but, in the 
main, does not differ very much from Thibaut’s reconstruction.

Προσ - e - χε - re δέ e - - rots, μη - ττο - βα - ρυν - ΰω - σιν

ΰ - μων αι καρ - Si - at Α κραι - πά - λτ} και με - θη και με -

------------------------------------------ L_------------------------------Ρ----- ρ--------------------- ------

- ρί - μναι$ βι - ω - τι - /ταΐ?,.............. και αίφ - νί - Si ~ os ε</>’

gf—Η—t”-Ζ “t=

v - μας ε - πι - σττ] η V ~ ~ ρα ε - κεί - νψ ως πα -

1 Β.Ζ. νΐΐϊ (1899)5 ρρ- ’39—43· The second of these examples is also printed in Hoeg’s La 
Notation ekpbon,y pp. 128-32.

2 Hoeg gives in La Notation ekpbon.^ pp. 132-5, a transcription from a recording of the voice 
of the Metropolitan of Samos, made by Mme Humbert Sauvageot in conformity with the method 
of transcribing used by the Institut de Phonetique at the University of Paris.
0181 S
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- yts γάρ etr ~ e - Aev - at - rat ε ~ tn trap - τας τους καθ - η - με -

- νους e - ttl πρόσ - ω - που πά - σης της γης.

z^—^„—^=^sz=^==^==t^==g=^==t=fc=e==e:
τε ouv} εν παν ~ τι και - pep Se - ό - με - νοι. ί - να κατ - a -

Maestoso. >

*Υ - ι - ον τοΰ αν - θρά> - πον...................................................................... .....

(And take heed to yourselves, lest at any time your hearts be over
charged with surfeiting, and drunkenness, and cares of this life, and so 
that day come upon you unawares. For as a snare shall it come on all them 
that dwell on the face of the whole earth. Watch ye therefore, and pray 
always, that ye may be accounted worthy to escape all these things that 
shall come to pass, and to stand before the Son of man.)

There can be no doubt that the titles of the Lessons were 
chanted as well, as was the practice in the Latin Church, though 
the titles of the pericopes from the Prophets, Epistles, and 
Gospels have no ecphonetic signs; but since these titles had pre
scribed formulae it was not necessary to write them down. A 
few years ago, however, the manuscript of a Synodikon (Συνο
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δικόν soil, βιβλίον) passed from private ownership into the Bod
leian Library. This manuscript contains not only the well-known 
Makarismoi and Anathema’s read on Orthodoxy Sunday, the 
first Sunday of Quadragesima, but also those of the Sunday of the 
commemoration of the six oecumenical synods (Κυριακή τών 
άγιων ττατόρων τών εν ταΐς εξ οικουμενικαΐς συνοδοί?). The first ‘ex
position or memorial·, however, is that of the Council of Constanti
nople in July 920,1 supported by the Grand Admiral Romanus 
Lecapenus, who governed for the young Emperor Constantine 
VII. In this Synodikon the titles .are supplied with ecphonetic 
signs:
fol. I r. 'Έκθεσις ήτοι άνάμνησις· τής γενομενης

τής εκκλησίας ενώσεως· εττί κώνσταν

τίνου και ρωμανοΰ- τοΰ μεν βασιλεύοντος·

fol 1 ν. τοΰ 8ε. τό τηνι|)καΰτα· τώ τον βασιλειυ-

πάτορος άξιώματι διαττρεποντοί-^-

(Exposition or memorial of the union of the Church under Constantine 
and Romanus, the one who is Emperor, the other who at that time shines 
forth through the honour of the title ‘father of the Emperor’.)

The combination 9.........is called apeso exo and indicates a
beginning on a low pitch and rising to the Oxeia (s') at the end 
of the phrase. The next phrase is enclosed by cX. the two 
Kremastai, which indicate, as was said, a slightly accentuated 
rising of the voice. The words εττι Κωνσταντίνον και 'Ρωμανοΰ are 
enclosed by two Apostrophoi Hoeg has given several
examples1 which show that proper names and titles are often 
given a narrative delivery where one would expect a*stronger 
accentuation. As a contrast ‘the one who is Emperor' has the 
strongest emphasis, whereas the following phrases referring to 
Romanus Lecapenus—who had just arrogated to himself the 
title Basileopater by marrying the child-Emperor to his daughter 
—are kept in a rather repressed expression. Should we assume 
that the Synodikon was compiled and the notation added at a 
time when Romanus lived in exile as a monk and the Emperor

1 Op. cit., pp. +7-53.
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Constantine Porphyrogenitus had triumphed over the Lecapeni?

The discovery of the Synodikon is at any rate of great impor
tance, because the ecphonetic notation reflects the emotional 
character of its content; thus when one reads in the Synodikon of 
the Council of Chalcedon Cod. Hoikham. fol. 44 v.:

'Όλοι? τοΐς αιρετικοΐζ· ανάθεμα Γ'

"Ολοις τοΐς νεστοριανοί^· ανάθεμα Γ

"Ολοις τοις ΐ,ακωβίταις· ανάθεμα Γ' 
w H

(On all heretics: Anathema [thrice])
(On all Nestorians: Anathema [thrice])
(On all Jacobitae1: Anathema [thrice])

The end of the Synodikon has the same intensified notation as 
the end of a pericope

and one may well assume that this last paragraph was not only 
chanted, but sung.

1. Followers of the Monophysite Jacobus Tzantzalus.



CHAPTER XI

BYZANTINE MUSICAL NOTATION II 
THE NEUMES

(l)- THE THREE PHASES OF NEUMATIC NOTATION

THREE different kinds ©f Byzantine musical notation can be 
clearly distinguished, though all of them develop from the 
same roots, the prosodic signs: (i) an early stage in which the signs 

have no distinct interval value; (2) a later, in which the signs 
give clear indication of the size of the intervals; and (3) a final 
development, in which subsidiary signs in red ink are added to 
the musical notation in black ink. JvB. Thibaut, the first 
scholar to make a systematic investigation of Byzantine musical 
notation and to try to deduce the origin of Latin neumes 
from Constantinople,1 gave the following names to the three 
groups:

(1) Notation Constantinopolitaine (nth century)
(2) Notation Hagiopolite (13th century)
(3) Notation-de Koukouzeles (i3th-i9th century).

By this division Thibaut intended to emphasize his theory that 
the first phase originated m Constantinople, the second in Jeru
salem, and that the last, according, to the view of Neo-Greek 
theorists, was invented by Koukouzeles. In the same year A. 
Gastoue’s Catalogue· des manuscrits de musique byzantine (Paris, 
1907) appeared, in which he divided the earliest phase into two 
groups: (a) Notation Paleobyzantine (10th century), and (b) 
Notation Byzantine mixte Constantinopolitaine (nth century). 
He used the same names for the second and third phases as 
Thibaut had done.

The most comprehensive study on the subject, H. Riemann’s 
Die byzantinische Notenschrifl (Leipzig, 1909), was partly based 
on Fleischer’s Neumen-Studien, partly on Gastoue’s Catalogue. 
Riemann arrived at the following division:

(1) Oldest notation (c. a.d. 1000).
(2) Transition to (3) (fragment from Chartres, Cod. 1754, nth- 

12th century).
1 Origine byzantine de la notation neumatique de I’eglise latino (Paris, 1907).
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(3) The fine ‘stroke-dot’ notation (i2th-i3th century).
(4) The round notation without hypostases (i3th-i4th cen

tury).
(5) The notation with hypostases (from 1300 onwards).
Neither Gastoue’s nor Riemann’s schemes are ffilly satisfac

tory, because their knowledge of the earliest phase was restricted 
to a small number of manuscripts, and the names which they gave 
to the different phases of notation were inconsistent. Some of the 
terms referred to the supposed place of origin, others to the shape 
of the signs, the last to a person. Starting from the term ‘Late- 
Byzantine notation’, coined by Fleischer, I proposed in my essay 
‘Die Kirchenmusik im byzantinischen Reich’ (Oriens Christianus, 
Ser. II, vol. vi) a scheme which was based exclusively on the 
dates of the three main phases. It was later accepted by the 
editors of M.M.B.1 We divide the development of Byzantine 
neumes into the following three groups which will, of course, 
need further subdivisions when more of the early manuscripts 
have been classified:

(1) Early Byzantine notation (palaeobyzantine, ‘Stroke-dot’ 
or linear notation): 9th-12th century.

(2) Middle Byzantine notation (hagiopolite, round): I2th-i4th 
century.

(3) Late Byzantine notation (Koukouzelean, hagiopolite-psal- 
tique): i4th-X9th century.

In the earliest manuscripts the musical signs are not set to 
^every syllable of the text. This can either mean that the preced
ing tone had to be repeated on the syllable without a musical 
sign, or that some of the signs had originally only a rhythmical 
significance. The latter hypothesis is based on the fact that the 
singers had to know the melodic formulae by heart and were 
helped by the signs to adapt the melodies to the words of the 
text. Musical signs indicating an upward or downward move
ment were used where two consecutive formulae had to be con
nected by a transitional passage.

Investigations into the different phases of notation have shown 
that the changes in the signs were due to the development of the 
music of the hymns, from a small group of melodic types to an

1 Ο. Tiby has also accepted our classification in his La Musica Bixantina (Milan, 1938)·
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I- immense number of richly ornamented melodies. But these in
i' vestigations have also made it quite clear that a melodic con-
I tinuity existed from the earliest manuscripts which could be 

investigated, lasting to the end of the Empire.
This can be seen from the following table, containing the 

melody of the Easter hymn Αναστάσεων ήμερα in five different 
stages of notation together with its. rendering into modem staff 
notation. The transcription is made from Codex Grottaferrata 
E γ ii (GF), written in 1281.1 Under it is set the neumatic nota
tion from Codex 4590 of the Iviron monastery on Mount Athos 
(I), dating from the middle of the twelfth century.2 The two 
codices represent two different phases of Middle Byzantine nota
tion. The neumes in Cod. Iviron still have the fine lines of the 
‘ Stroke-dot ’ notation; in Cod. Grottaferrata they already show 
the thick curved lines which led to the introduction of the term 
‘Round Notation’.

1 Cf. L. Tardo, ‘La musica bizantina e i codici di melurgia della Biblioteca di Grottaferrata’. 
Accademie e biblioieche, iv (1931), 8 and 13.

c 3 Cf. Hirmoiogium Athoum, M.M.B. ii. 11.
3 Since the new Catalogue of the Greek MSS. in the Library of the Laura on Mount Athos by 

Spiridon and Eustratiades was published the Hirmologion is quoted as Cod. Laurae 249.
4 Cf. A. Gastoui, Catalogue des manuscrits de mus, byz., p. 89. Facsimiles from this codex are 

given in Riemann’s Die byz. Notenschrift and in Petresco’s Les Idiomeles et le Canon d'· poffice de 
Noel, pls. 26-8,

The third type of notation is taken from Cod. Laurae Fg3 
(La) of Mount Athos, dating from the twelfth century. The 
character of the notation is similar to that of Cod. Iviron. This 
notation represents the final development of Early Byzantine 
neumes; they have no distinct interval value, but a comparison 
of L2 and I shows that it was only necessary to make slight 
changes to transform the relative pitch of the last stage of 
Early Byzantine notation into the absolute interval-value of 
Middle Byzantine notation. Both systems were for a short time 
used simultaneously, in the first half of the twelfth century, 
until all the Hirmologia were rewritten in the new type of 
notation.

The fourth type is taken from Cod. Coislin 220 of the Bibl. 
Nation, at Paris (C), dating from the end of the eleventh or 
beginning of the twelfth century.4 The shape of the signs in Cod. 
Coislin is very similar to those in Cod. Iviron; but it has fewer 
signs to indicate the flow of the melodic line; we may therefore
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assume that this stage of notation goes back to the .end of' the III 
eleventh century. gJ

The fifth type of notation is taken from Cod. Laurae B 32 from 
Mount Athos (Li). It represents the earliest stage of Byzantine if 
notation of which only a few manuscripts and some fragments ; 
have come down to us. Thibaut, describing two folios of the manu- fl
script, brought to the former Imperial Library of St. Petersburg J 
by Archimandrite Porphyry Ouspensky1 and catalogued as Cod. W 
graec. Petropolit. 361, attributed the manuscript to the ninth .< 
century. Riemann, who gives reproductions of six pages from S

1 Spiridon-S. Eustratiades, Catalogue of the Greek MSS., register the MS, on p. 16 under no. 152. 
They ascribe the Hirmologion to the thirteenth century. This is obviously a mistake. C. Hoeg 
in his introduction to ‘The Hymns of the Hirmologium. Part T, M.M.B. Transcripta, vol. vi 
(1952), ascribes the MS. to the late tenth century, and I agree with him in his dating.

2 The two folios of Cod. graec, Petropolit. 361 were cut out of Cod. Laurae E 32 by Ouspensky, 
who ruthlessly mutilated codices in order to get one or two leaves for the Imperial Library. It

Cod. Laurae B 32 in Die byzantinische Notenschrift, dates them S
"circa 1000'.2 We may ascribe the manuscript to the late tenth 
century.
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was possible to prove this in the present case. Thibaut’s Monuments de la notation ekpbanettque 
et hagiopolite have reproductions of the four pages of Cod, graec. Petropolit, 361. I compared the 
script of fol. i with that of Cod.. Laurae, of which I possess, thanks to Prof. C. Hoeg, a complete 
reproduction; it proved to be identical. Further investigation showed that fol. iv· of Cod. graec. 
Petropolit. contains three Odes of the Resurrection-Kanon Τΰ> δοαβιβάσαντι by Kosmas;, the first 
page of Cod. Laurae starts with the fourth Ode of the same Kanon and gives the rest of the Odes 
on this and the following page.
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An examination of the five manuscripts will make it clear even 

to the reader who knows nothing of musical palaeography that 
Ls, I, GF and C show a great similarity. It is not so easy to see 
how Li, the oldest manuscript, fits into the scheme. The diver
gencies between C and Li are obvious; but a comparative study 
of Li on the one hand, La and I on the other, shows that the signs 
of these three manuscripts are closely related. These facts which 
seem to contradict each other are not difficult to explain.

Li dates, as we have pointed out, from a time when the singers 
knew by heart the formulae of which the melodies were built up. 
Most of the signs of Li can be found in I and GF, where they 
have the function of rhythmical and dynamic nuances added to 
interval signs. This explains why some of the signs which we find 
in the other four manuscripts are missing in Li. On the other 
hand, there are some signs in Li which obviously have an 
interval-value, and which seem to indicate a melodic movement 
opposite to that in C and the three other manuscripts.

From these observations we may draw the following conclu
sions : with two notational versions of the same melody before us, 
the one in Early, the other in Middle Byzantine notation, and 
both showing great similarity, we are justified in assuming that 
the early melodic version is virtually identical with the later 
one provided that both derive from the same monastic tradition. 
We are, of course, wholly justified in assuming identity in the 
case of Codex Saba 83 of the library of the Patriarchate in J eru- 
salem. Here the early stage of ninth- or tenth-century notation 
was amended in the thirteenth century by a scribe who turned 
the neumes written approximately two centuries before into the 
shape of the Middle Byzantine notation, added new signs to the 
old ones, and filled in the gaps where the first scribe had left an 
empty space. One can see both hands on Plate IV. The first 
line is the closing line of the eighth Hirmus of the Kanon for the 
feast of the Holy Apostles by Cyprianus Συν^πάγη προς έαυτήν1 (the 
substance of the water drew together), and on the following four 
lines is the ninth Hirmus (*Ωδη θ') in Middle Byzantine notation. 
The following five Hirmi of the Kanon Άσρα καινόν (A new song) 
by Andrew of J erusalem are left in the original Early Byzantine 
notation. The reason is obvious. The Kanon was taken out of

1 See S. Euscradades, Είρμαλόγιον (1932), p. 40; Htrmologium Atboum, vol. ii, fol. 28 v.
Cod. Grottaferrata Ε γ ΐί (Hirmoiogium Cryptense^ vol. iii, fol, 40 v.
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the repertory, probably in the course of the eleventh century, 
when the repertory was stabilized. There was no need to bring 
the notation up to date.

When C. Hoeg visited the Library of the Patriarchate, in 
Jerusalem, where Cod. Saba 83 is now kept, he saw that the 
Hirmi were written partly in Early Byzantine notation, partly in 
Middle Byzantine notation. He instantly recognized that the 
Middle Byzantine notation had been written over the notation 
of the early phase, and therefore took two photographs of each 
page: one in the usual way, the other taken with a red filter, by 
which process the Middle Byzantine notation faded and the 
Early Byzantine was brought out. We mark the older layer as 
S(aba) I, the later one as S(aba) II, and, following the practice 
of the leave out the accents of the words to giye
prominence to the neumes.
SI / 22 S 1 1

SII Χ.ΪΖ, y-S >

Ειτοιησεν μετά σου μεγαλεία αχραντε· ο των'απαντων ποιη

SI U ? Λ 5

S II - t- sn

της' τεχθει,ς γαρ εκ σου· τταλι,ν σωαν εφυλαξεν-

SI s* ί > Ζ j ? 9 / \

sn & Τ’’ V, >>

την σην γαστέραν πανάμωμε' 8ιο απαυστως σε

s I 0 tS V \ //

S II -U -, 7^2 ’X \ *-

θ[εοτο]κε βροτων το γένος μεγαλυνομεν
(The Creator of All performed with you mighty deeds, Undefiled One. 

For he who was born from you, left your womb intact, All-blameless. 
Therefore, Mother of God, we mortals praise you incessantly.)

Though it must be left to a later part of this chapter to speak 
of the significance of the neumes and to explain their, develop- 
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ment, it can be assumed as evident even from a glance at the two 
systems that S I represents a much more primitive stage than 
S II. However, it is also quite clear that the melody, represented 
by the signs in S I, must be fundamentally the same as that 
represented by those in S II. The absence of signs.over many 
syllables in S I requires an explanation. Does this mean that on 
syllables without a sign the preceding note should be repeated?

Judging from our comparative notational studies we may say 
that sometimes the gap should be filled by a repetition of the 
note, but in other cases by an interval, mostly a step, upwards or 
downwards. The omission of a notational sign does not mean 
that the preceding note should be repeated, but that it was un
necessary from the point of view of execution to write a sign.

This early stage of signs was, as I have explained in some 
detail,1 introduced as an aide-memoire for the conductor of the 
choir, or for the soloist, who sang from a chant-book. The singers 
had to know the repertory by heart, but they needed guidance 
when they performed the music, particularly when a new text 
was sung to the melody of an older hymn. They had to be in
formed about the rhythmical and dynamic changes required 
when the words of the new text had to be fitted to the existing 
melody. This early system, though often indicating the up- and 
downward movements of the melody, was mainly intended to 
give the melody its expression, prolonging a note, giving it dif
ferent shades of emphasis, and so on; it is in fact not very different 
from that of ecphonetic notation.2

1 E. Wellesz, ‘Early Byzantine Neumes’, M.Q. xxxviii (1952), 68-79.
2 I suggested, loc. cit., p. 77, calling the one group ‘ecphonetic signs’ and the other ‘rhetorical 

neumes’ {neumes oratoires) in order to avoid the misleading term notation; but it is difficult to 
change a terminology which was only established a few decades ago.

3 Cf. op. cit., pp. 76-7, particularly p. 77, 11. 2 sqq.
4 Cf. B. Laum, ‘Das alexandrinische Akzentuationssystem’, Studien zitr Gescbicbte und Kultur 

des Altertums, Paderborn, 1928.
s In the Sala Gregorii XVI of the Vatican, Showcase I, there is a Byzantine ivory-carving 

sec. X·?) representing the Nativity. It has the titlp carved in with two accents: H T^NNHCiC.

In the study on ‘Early Byzantine Neumes’3 I referred to the 
Alexandrian system of accentuation which shows the changes 
between high- and low-pitched syllables by giving several ac
cents to a word,4 a custom which survived in Byzantine times.5 
Here I pointed out that the Apostrophos (d), which at a later 
stage became the sign for an unaccentuated downward move-
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meat, was in the first stages still a 'prosodic sign that corresponds 
to the apostropha in the Western system of neumes', i.e. at the 
beginning a kind of taking breath before one starts singing, and 
in the middle an indication for a weak note.1 This interpretation 
solves the difficulties which one encounters in finding the 3 
definitely in an upwards movement of the melody,2 and also— 
this is the most frequent case down to the beginning of the 
'Coislin' system—on the first note of the melody, but turned 
at a later stage into an Ison («-).3

Though the Saba I notation leaves gaps, there can be no doubt 
that the ninth-tenth-century notation reveals the same melody 
as Saba II from the beginning of the twelfth century. Both 
represent the melodic tradition of Jerusalem in the same monas
tery, and we may even reconstruct the old melodic version of 
Saba I from a close study of both notations.

Codex Saba 83—we may mention it in this context—is another 
proof for the thesis which I expounded in the introduction to the 
transcription of the Akathistos Hymn A namely, that the manu
script tradition of the Basilean monasteries in Sicily and south 
Italy derives from Mount Sinai and ultimately from Jerusalem. 
If we compare the version of Saba II with that of Codex Crypt. 
E γ ii5 we see that both melodies are identical in shape, whereas 
that of Codex Iviron 470,6 which belongs to the Constantino- 
politanean class of manuscripts, varies considerably from the 
Saba type, as can be seen from the following transcription:
Saba 83 II

'E-iroL - -η-σεν με- τά σοΰ με - γα - λεΐ - α, d-χραν-τε, ο τών ά - πάν-

ι Cf. C. Hoeg, ‘The Hymns o/ the Hirmologium, Part I, M.M.B. (1952), p. xxvi.
2 O. Strunk came to the same conclusion about the Apostrophos in his article, ‘The Notation of 

the Chartres Fragment’, Annales musicologiques, tome iii (1955), p. 19, where he writes: ‘Is it not 
possible that the Apostrophas was at first a sign without melodic meaning, used to distinguish. 
secondary syllables, and that in the course of time it gradually acquired melodic-meaning through 
association—first in terms of direction, then in terms of interval?’ I fully agree with Strunk’s 
viewq which is in fact the view which I have held for nearly forty years.

3 Cf. my article, ‘Early Byzantine Neumes’, p. 75, and C. Hoeg, The Hymns of the Hirmologitiin. 
vpl. 1 (1952), pp. xxiii-iv,

4 Cf. M.M.B. Transcripta, vol. ix (1957), pp. xxxv-vi.
5 Cf. the facsimile edition, M.M.B., vol. iii, fol. 42 r.
6 Cf. Hirmologium Athoum, M.M.B., vol. ii, fol. 29 v.



Hirm.
Athoum

T€-%8ew πά - Ah' dr - e - Set - ξ* την σην γα - art ~ pa

Variants

Our study of the music of the hymns must therefore be based 
upon manuscripts in the Middle Byzantine notation, in which 
the interval value is given. But since these manuscripts are of 
a relatively late date, a survey of the various phases of Early 
Byzantine notation must precede it. Though, as we have said, 
it is impossible to transcribe with complete accuracy the melodies, 
handed down in the early phases of that notation, without the 
help of manuscripts in Middle Byzantine notation, the later 
stages, particularly the fully developed ‘Coislin’-notation,1 are 
already so near to the notation with fixed intervals that the 
exact shape and expression of Byzantine Chant is known to us

1 The name ‘Coislin’-notation was given by Tiliyard to the last phase of Early Byzantine nota
tion, before the interval value had been fixed. It derives from Cod. Coislin 220 of the Paris Bibl. 
Nat. Tillyard has drawn attention to this important MS. in ‘Early Byzantine Neumes’, Laudate, 
χίν (1936), 183-7, and *n his fundamental study ‘Byzantine Neumes; The Coislin Notation’, 
B.Z. xxxvii (1937), 345 58.
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from the beginning of the twelfth if not from the eleventh 
century.

This view can already be found in the present writer’s Eastern 
Elements in Western Chant:1

I am convinced that anybody who knows the cadences of the Echoi 
by heart, as the Byzantine singers did, will be able to sing the melodies 
from manuscripts in the Early musical notation, without the help of 
manuscripts of the Middle period. This knowledge also enables us to 
detect scribal errors, and to correct them. We have often been obliged to 
make such corrections in our transcription, and having compared them 
with the notation of a manuscript containing a faultless version of the 
melody, we have always found them to be accurate.

II. EARLY BYZANTINE NOTATION
In his Monuments de la notation ekphonetique et hagiopolite de 

rEglise grecque, J.-B. Thibaut rightly begins his description of 
manuscripts with a definition of the three melodic styles which 
are reflected in the notation.2 These are:

(1) The style of the melodies of the Hirmologion:3 short, 
preferably syllabic. The notation consists of few signs and 
is rhythmically simple.

(2) The style of the melodies of the Sticherarion: more ex
pressive and ornamented than the first one. A greater 
number of signs and combinations of signs is employed.

(3) The melismatic style of the liturgical chants and the 
melodies for the soloists. This style developed from the 
middle of the thirteenth century and is called psaltic, or 
kalophonic style.

The dating of Byzantine liturgical manuscripts is, as has 
already been said, much more difficult than that of Western 
manuscripts. There is no ductus, characteristic of a province or

1 Cf. op. cit;, p. 91, where some of the ‘formulae’ of Byzantine Chant are structurally analysed. 
I am most grateful to Prof. O. Strunk for having drawn attention to these passages in his article on 
‘The Notation of the Chartres Fragment’, to which frequent reference will be made in these pages. 
Strunk’s article marks an important step forward in clarifying the question of how far it was 
possible to bring the early stages of Byzantine music within the scope of our studies. This is, as 
Strunk rightly points out, important from the liturgical point of view because a large proportion of 
the early Hirmi and Stichera fell into disuse in the eleventh century, and can only be found in 
MSS. of Early Byzantine notation. My studies during these last years were on the same lines, 
particularly during my work in 1954. and 1956-7 at the Research Institute of Dumbarton Oaks in 
Washington, where I discussed with M. Velimirovic the deciphering of old Slavonic neumes for 
his Harvard Doctorate thesis The Byzantine Elements in Early Slavic Chant.

2 J?· 6 5 ·
3 Cf. ch. v, Byzantine Liturgy, pp. 141-a.
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a Scriptorium as in the West; the scribes work like copyists 
and try to produce a replica of the original. Nothing, however u 
speaks against the assumption (i) that chant-books for the use 
of the soloists or the choirmasters existed in the eighth century, 
f2) that many of them perished in the Iconoclastic struggle, and J 
3) that in the ninth and tenth centuries the signs were more 
developed. The different systems of signs in manuscripts of the 
eleventh century suggest the idea of a long and slow develop
ment, but also that some rare musical signs were given up when 
musical manuscripts were produced on a large scale and sent 
from the Scriptoria to remote monasteries which were in need 
of chant-books. The increased production of Hirmologia and 
Sticheraria may coincide with the formation of a distinct Byzan
tine rite, resulting from the fusion of the rite of St. Saba in Jeru
salem with that of Hagia Sophia in Constantinople.1 2 This happened 
after 950, when the rite of St. Saba in Jerusalem had been taken 
up by the Studios Monastery in Constantinople, and this in 
turn being the centre of hymnography since the days of Icono
clasm, had influenced the clergy of Hagia Sophia to increase the 
sung parts of the liturgy?

1 Cf, A, Baumstark, ‘Denkmaler der Entstehungsgescmchte des byzantinischen Ritus’, O.C., 
Ser. Ill, vol. ii (1927), pp. 23-4.

2 No Typikon from the Studios Monastery has survived, only the Rule of the Μονή τής ΰπεραγίας 
Θεοτόκου τής Ευεργετικός, published by A. Dmitrievsky in Opisanie liturgicbeskikb rukopisei, i 
(Typika), 236-614.

3 B.Z. xlv (1952), 29-42.
4 Tillyard informs me by letter (10 Jan. 1958) that the Esphigmenian AIS. to which he refers is 

.chat Codex from which fols. 1-16 v. were cut out (probably again by Ouspensky) and brought to
Leningrad. These folios are reproduced in Thibaut’s Monuments de la notation ekphon. et hagwpol., 
pls. vi-xxiii. Other specimens of the Esphigmenian notation are Codex Athoum Laura 152 (B32),
of which reproductions are in Riemann’s Die byzant. A7otenschrift (1909), pls. i—iii, and Cod.
Petrop. CCCLXI, of which reproductions are in Thibaut’s Monuments, figs. 32-5.

In his study on 'The Stages of Early Byzantine Musical Nota
tion',3 H. J. W. Tillyard divides the 'Archaic Systems’ into three 
phases, each of them named after the place where a manuscript 
characteristic of the type of notation was found. Accordingly, 
Tillyard calls the earliest phase 'Esphigmenian notation’, from 
a manuscript at the monastery Esphigmenou on Mount Athos ;4 * * 
the following one he calls 'Chartres notation’, referring to a 
few folios from a Mount Athos manuscript which came to the 
Library of Chartres, and were destroyed during the last war. The 
last phase Tillyard calls 'Andreatic notation’, from Codex 18 
of the Skete of St. Andrew on Mount Athos.
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The second phase, the Chartres system, takes its name from 

a few folios (fols. 6i-6) which were cut out from Codex Athoum 
Laura 67 and given to the Library of Chartres.1 They were 
photographed by A. Gastoue, who published fols. 62 v. and 63 r. 
on pl. iii of his Catalogue. Mme Palikarova Verdeil reproduced 
the plate in her book La Musique byzantine chez les Bulgares et les 
Russes together with fol. 61 r, and Liste de signes Kontakariens, 
provided by Tillyard. This list of musical signs, one of the most 
important documents for the study of Byzantine musical nota
tion, was published by Tillyard as early as 1913 in his study on 
the ‘Fragment of a Byzantine Musical Handbook in the Monas
tery of Laura on Mt. Athos’,2 one of the most brilliant achieve
ments in Byzantine musical palaeography. (Cf. fig. on p. 273.) 
In his study ‘The Notation of the Chartres Fragment’,3 O. Strunk 
went into a minute study of that phase of notation to which 
he added besides MSS..Laura T67 and F72, the Vatopedi Codex 
1488.4 Strunk also gives a number of comparative tables from 
manuscripts of the ‘Chartres’ notation of the same hymn, and 
adds a transcription of the melody from Codices with neumes in 
the Middle Byzantine, or Round, notation. The facsimiles from 
the ‘Chartres’ group clearly show, as Strunk points out, the 
tendency to provide signs for groups of notes, a tendency which 
remains in Old Slavonic notation, and turns up in Byzantine 
notation in the melismatic manuscripts, i.e. the Kontakaria, and 
in manuscripts of liturgical chant proper. The notation, other
wise, shows the tendency to become simpler, until in the late 
twelfth and early thirteenth centuries the general tendency to 
embellish the melodies and perform them with great emphasis 
made additional signs again necessary.

Some of the signs are taken over from the ecphonetic notation, 
in other cases, as Tillyard points out, ‘the symbol is an abbrevia
tion of its name’, e.g. ολ = ολίγον ψ = ψιλόν, X or X χαμηλόν, 
Γ = γόργονλ The question whether the Chartres notation is of

1 Cf. A. Gastoue, Catalogue des tnss. de musique byx., pp. 96-8. Gastoue writes: ‘Recueillis par 
P. Durand,-voyageur chartrin, a la laure de St. Athanase au Mont Athos.’

2 A.B.S., xix (1912—13), 95-117, and pls. xiii, xiv. 3 Annales Musicologtques, iii (1955), 7-37.
4 O. Strunk’s article contains facsimiles from the still unpublished Princeton MS., Codex 

Koutloumousi 412 (pl. i), Vatopedi 1488 (pls. ii, iii, vi, and vii), Laura 67 (pls. iv and viii), Laura 
72 (pl. v), Laura 74 (pl. x), Laura B32 (pl. ix), and Sinai 1219 (pl. xi).

5 Tillyard gives, op. cit., an explanation of every sign. Mme Palikarova Verdeil gives on pp. 105- 
25 lists of the signs of the notation paleobyzantine archaique together with the corresponding signs 
of the Old Slavonic notation and a commentary on both groups of signs and their combinations.
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an earlier date than that of Codex Esphigmenon, or simultaneous, 
or of a later date, has occupied the minds of all scholars who 
have worked in that held, but has not been answered satisfac
torily. In fact, if the question is to be answered it is not enough 
to study the musical signs alone, important though the evidence 
gained from the shape of the signs may be. We must follow 
Mabillon’s advice: 'Non ex sola scriptura, neque ex uno solo 
characterismo, sed ex omnibus simul de vetustis chartis pro
nuntiandum/1 It will be necessary to approach the. solution of 
the question from the liturgical side: to take into account the 
feasts of the saints, the contributions of the hymn-writers, the 
replacement of older Kanons by new ones, to make a detailed 
analysis of the Typika, published and unpublished, in order to 
support the palaeographical evidence for the dating of manu
scripts by that gained from hagiographical, liturgical, and literary 
sources.

Let us illustrate this2 by an example from Codex Coislin 220 of 
the Bibl. Nat. in Paris, the famous Hirmologium, written in the 
twelfth century in what Tillyard has called 'Coislin' notation, 
taking the name from this Codex.

The Hirmologium comes to an end on fol. 235; the script on 
the next two folios is erased. On fol. 238 the στιχηρά τής αγίας 
τεσσαρακοστής, the Prosomoia and Theotokia of Lent are added; 
they comprise the whole sequence from Monday of the first week 
of Lent to Friday of the sixth week. Then follows Δε ντε άπαντες 
πιστοί τάς τών οσίων πάτερων, a Sticheron from the Saturday of 
Sexagesima3 (τής τνρινής i.e. of Cheese week) which the scribe 
had forgotten to insert at the right place. It begins on fol. 261 v. 
and covers seven lines on fol. 262 r.; the rest of the page, nearly 
two-thirds, remained empty. But in the middle of the page are 
the first two words of the Kontakion ’Nyy^Aos- πρωτοστάτης in an 
archaic script and archaic notation. What is the explanation of 
the occurrence of two systems of notation, separated by some 
200 years, on one page?

First it is necessary to state that the set of Stichera Prosomoia 
on fols. 238 r.—262 r., and the following Stichera Dogmatika

1 De re diplomatica, p. 241. I found the quotation in E. A. Lowe’s article, ‘An Unknown Latin 
Psalter on Mt. Sinai’, Scriptorium, 1955, p. 188.

2 Ο. Strunk, in his ‘Chartres Fragment’ study, has successfully followed up this line of thought, 
for the elaboration of which we are all indebted to A. Baumstark.· 3 In the Triodion (Rome, 
1879), p. 82, its place on Friday evening, during the first part (ζΐυχί’ϊκόΐ') of.Vespers. 
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did not originally belong to the Hirmologium. They are part 
of the collection of monostrophic poems which belong to the 
Sticherariumit is by chance that they were added to the 
Hirmologium. We must therefore regard the Stichera Prosomoia 
as a separate group which has nothing to do with the main 
content of the Codex.

It is possible to reconstruct what the scribe did. He wrote 
the set of Stichera down to Friday of the sixth week of Lent,

Λ X
oj υφ υτσυ <τ6ημ ο μ ju.cn η · ττυ oujtoT ίο ut

tcixp ίγο ur τη σ α φ το v Ο οο η c θ η

tcu'

Μΐ±χημ -razr * mrp q σ o tn uxo κ <roo

a I unilflp I Ο I · -urp E <3UL&U CHl/T

ΟΊΛ·^Χ pOU H Lt£Lf ■·'

i.e. down to the Saturday preceding Palm Sunday, and finished 
the set by adding the defire oamj πιστοΖ from the Saturday of 
the Cheese week which he had omitted. Having two-thirds of the

1 Thus, e.g. the Stichera Prosomoia can be found in the facsimile edition of the M.M.B,, vol. i, 
Sticberarium, on fols. 312 sqq.; in Cod. Vatop. 1492, fol, 249 v. sqq·; in Cod. Vatop· 1499, fols. 
38v. sqq.
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page free, he must have thought that since the Akathistos was 
sung during the Friday night of the fifth week, a note should 
be made on the page which was left empty. A copy of the Aka
thistos hymn dating from the ninth or early tenth century must 
have been on his desk, and the scribe imitated script and nota
tion from the old manuscript. It is evident that he copied the 
first words of the first stanza Vb/yeAos' πρωτοστάτης as a kind of 
aide-memoire from a very old copy of the hymn, because the 
Katabasma, the sign on top of [Xyye]Aos· and of [προτοστααααααα]α 
[ατψ/sL belongs to the earliest phase of Byzantine notation which 
disappears already at the end of the tenth century from Byzan
tine manuscripts.1 Through the care of the scribe we possess, 
as far as our present knowledge goes, the earliest example of a 
fragment of a Kontakion melody.2 See example on p. 276.

The original of Tillyard’s ‘Andreatic’ notation, Codex 18 of 
the Skete of St. Andrew, must be regarded as lost; Tillyard, 
however, provided me with a photograph of fol. 114, containing 
a Nativity Sticheron from which I copied the following two lines.3

Π ajp^aj&ogop μν itopo-uet

λ _
mu crw aiffpop - καίρ ο to diciumu 

They are the beginning of a Sticheron Idiomelon for the Vespers 
of 26 December4 by John the Monk, composed in the fourth 
plagal Mode, which runs as follows:

Παράδοξον μ,υστηρων οικονομειΤαι σήμερον 
καινοτομοννται φύσεις, και θεός άνθρωπος γίνεται,· 
όττερ ην μεμενηκε, και ο ονκ ην ττροσελαβεν, 
ον φυρμόν ΰπομείνας ουδέ διαίρεσιν.

An astonishing mystery is accomplished today.
Nature has been renewed and God becomes man.
What He was, He remained, and He took on what He had not been, 
Without being submitted to confusion or to division.
Let us compare the Andreatic notation (A) with that of Codex 

Dalassenos (M.M.B. Facsimilia, vol. i), fol. 99 r. (D), which is
1 The Katabasma, however, survives in Old Slavonic MSS.; cf. Mme Palikarova Verdeil, La 

Musique byxantine, M.M.B. Subsidia, iii. ro8, 129, 147, 224.
2 Cf. E. Wellesz, The Akatbistos Hymn, M.M.B. 7ranscripta, vol. ix, pp. liii-v.
2 Cf. H. J. W. Tillyard’s article ‘Byzantine Music about a.d. iioo’ in Tbe Musical Quarterly 

xxxix (1953), for a full account of the notation and a complete transcription of the Nativity 
Sticheron. The present analysis though based on somewhat different evidence reaches the same 
conclusions. 4 cf. Mena ion for December, Menaia, ii (Rome, 1889), 677.
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vS> A* vcau u co

ψ- */ s* 
ot t<o U04X6i

Codex 18 St. Andrew fol. 114
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virtually identical with the versions of Codd. Vatopedi 1492 
(V), fol. 74 v., Vatopedi 1499, fol. 102 r., Bibl. Nat. fonds Coislin 
41, fol. 70 r., reproduced in J. D. Petresco’s Les Idiomeles et le 
Canon de VOffice de Noel (Paris, 1932).1
A t C/ »* N- 4/ p> Λ V

17α - ρά “ δο-ξον μν - στη - pi - ον ol - κο - vo - μΐΐ - ται ση - μΐ - ρον και -

νο - το-μουν - ται φυ - σεις.................. καί A - όί σ.ν - θρω ~ ττοϊ

The musical signs above the first two words are so different 
that the first impression is of two different versions. This view 
is not changed by the study of other manuscripts in which one 
finds the Early Byzantine system, e.g. Codex Saba (J) 610, fol. 
73 r. and Codex Sinai (S) 1214, fol. 67 v., both of the eleventh 
century. As can be seen from the notation to the first words, 
they are much more in conformity with Cod. Dalass. than with 
the St. Andrew MS.

1 The transcription of the melodies of the Christmas cycle, of which the present Sticheron 
forms part, was made in 1932 in Vienna by Dr. Maria Stbhr.

2 In the Middle Byzantine notation of D a mistake occurs towards the end of line 3. The neume 
on top of 4' is 'ί*'-', but not on u; that means a fourth downwards is required, but not a third, as 
written. This is a frequent mistake in MSS. of the thirteenth century. Its explanation is that the 
MS. was copied from one in the Coislin system, in which the Apostrophos was used to indicate the 
movement downwards, either of a third or of a fourth.
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S 12.(4 -> - -u l/jx---- 4/

J 6(0 a u_ u. u- <---- - - x- cP ??------ u/ n <_
Πα-ρά~8ο-^ον μν-στή-ρι-ον οι-κο-νο-μίΐ-ταί στμμζ-ρον

If, however, the signs of the Andreatic system are considered as 
deriving from the ecphonetic system, with additions from the 
Esphigmenian notation, a different view must be taken. It will 
become apparent that the notation in the St. Andrew Codex 
serves practically the same purpose as the notations in the other 
manuscripts, as an aide-memoire. But in the Andreatic notation 
the main emphasis is laid upon fixing the correct execution. It 
can therefore happen that the repetition of a note may have 
different signs, though in other phases of the Early and the Round 
notation these notes have the same sign, because from the musi
cian’s point of view they are of fairly equal value; they must be 
sung quickly without emphasizing the accented syllables and 
therefore they all have the Ison (—). In the St. Andrew MS. 
they are given rhetorical signs, which one would expect in cantil- 
lated texts rather than in those which are destined to be sung. 
To explain the Andreatic system it may suffice to give the begin
ning of the Sticheron Παράδοξον μυστήριον
πα- The stroke represents an Ison, the sign which in its hooked 

form (—) is often found as the first sign of the melody, if 
the first syllable is unaccentuated.

-pa- The sign of the acute, which as a rule indicates a higher 
note, indicates here a slight emphasis, and is not dif
ferent from the accent.

-So- The Apostrophes is the sign of a weak syllable, but does 
not here indicate a lower note, though it may indicate a 
slight dropping of the voice.

-ξον The straight Ison indicates another unaccentuated note. 
μν- Straight Ison.
-στη- The sign is an acute / as that above on the second syllable, 

because the syllable στη carries an accent. If the sign 
would mean an Oxeia, an ascending second, as in the 
round notation, an ascending second would also be re
quired on the pa of παράδοξον; the compass of the melody 
would be changed and the cadence would end on ,a in
stead of g.
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This sign, a dotted acute > , seems to sharpen the emphasis 
of the acute.

-ov A straight Ison.
ol- The Psilon is, according to Tillyard,1 the same as the 

Hypsile of the Middle Byzantine notation and takes its 
shape from the φ. It indicates, as the name says (υψηλός ~ 
high) an upwards movement.

-Ko- The Petasma is, as Tillyard points out/ the forerunner 
of the Petaste of the Middle Byzantine system. It gives 
a sharp accent to the note to which it is related.

-vo- The Chamelon takes its form from the letter %. Tillyard 
rightly sees in it a forerunner of the Chamile of the 
Middle Byzantine notation, χαμηλός means 'creeping on 
the ground’; the symbol, therefore, stands for a low note, 
or for a leap downwards.

-/xet- The compound sign is mentioned by Thibaut in his 
Monuments, p. 68 (notules composees), and in Mme Ver- 
deil’s La Musique byzantine·3as a combination of the Oxeia 
with semicircle and dot. This group occurs in Old Slavonic 
manuscripts and Mme Verdeil calls the combination Oxeia 
with stopica s ockom . (The stopica is the Russian form 
of the Ison.) An explanation of the combination is not 
given. It seems to me that the combination is set up from 
a dotted Oxeia, i.e. a sharpened acute and a semicircle, 
which indicates a lengthening of the note.

-rat The sign is the Bareia of the ecphonetic notation which 
gives a strong, downward leading accent to a group of 
two notes.

ση- Diple plus Klasma indicates that very strong emphasis 
should be given to the note and that its value should be 
doubled.

-μ,β- Two consecutive Apostrophoi, i.e. two unaccentuated 
notes.

-pov. The —xx consists of two symbols; the first gives some accent 
to the last note of the phrase: the second, the two strokes, 
have the value of a Teleia (+) and indicate that the last 
note should be lengthened.

We see from the analysis of the signs that the melody written
1 Cf. H. J. W. Tillyard, ‘Fragment of a Byzantine Musical Handbook’, op. cit., p. 103.
2 Op. cit., ρ. ιοί. 3 M.M.B. Subsidta, iii. iii.
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down in the Andreatic system need not have been different from, 
that in the other Codices which have been consulted. It is the 
archaic type of notation—with its mixture of simple ecphonetic 
signs, letters, and composite signs—which makes us believe that 
we have before us two different melodies. The question must be 
left open whether the Andreatic notation actually forms the 
third stage of notation, as Tillyard assumes, or represents an 
independent system of an archaic character. At present the 
‘Coislin’ notation proves to be the most promising field of re
search, because its deciphering will make it possible to study the 
large number of melodies which have been preserved only in 
that stage of notation.

Let us add finally an example of Andreatic notation from a 
•Vatican MS., Cod. Reg. gr. 54, fol. 46 r., and compare it with the 
notation of the same Sticheron in Cod. Vindob. theol. gr. 181, 
M.M.B. Facsimilia, vol. i, fol. 122 v. It is the beginning of the 
second of four Stichera on 25 January in honour of Gregory 
Theologus.

Ένθεοις πράξεσι. τό σώμα συν τι] ψνχί} νο μίμοι s προκαθηράμσνος. ...
(Through divine actions the body is purified with the soul in a natural 

way. . . .)

The Vatican MS. is abbreviated R, the'Vienna MS. D. The 
figures 1-22 refer to single or compound signs above a syllable.

I 2 3

A y > 
Qy-θ-εΰΧχ.

14 15 16 17 18 *9 20 23 13

\~7 ΰ —
X S 'Λ 7X J. X -i·3 1—

The notation of R is in red ink like the titles. This is unusual; 
the colour of the ink of the musical signs varies from light brown 
to black. On first pages gold may be used as in Cod. Coislin 220.

(1) The hooked Ison was originally a straight stroke. The. 
sign on top is a Parakletike indicating a slight accentuation. 
(2) The Oxeia, here and on πρα (4), corresponds to the prosodic 
sign of the grammarians. On 2 it is connected with the repeated 
note, on 4 with the step upwards. (3) The Apostrophos marks a 

6 L.
7 X"

10 ii 13

5Χ — —’

rgecVcn to συ?
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downward movement; here it is the interval of a fourth, whereas 
in 5 and 6 a second. (7) The Bareia accentuates, as we learn from 
D the upward leap of a seventh, followed by a second down
wards. (D and other manuscripts obviously make a mistake; it 
should be only the leap of a sixth, otherwise the phrase would 
end on a wrong note.) (8) The compound sign always stands for a 
long note, followed by a higher accented one. (9) The Oxeia 
marks a higher accent; in Middle Byzantine manuscripts the 
note is without accent, repeated and lengthened. (10) The Apos
trophos stands, according to Middle Byzantine notation, for a 
Chamile, a fifth downwards. (11), (12), and (13) are Apostrophoi 
turned into straight Isons. In D, however, 11 and 12 stand 
for a second, 13 for a third upwards. (14) A dotted Bareia. 
The dot does not correspond in D to a Kent ema, but seems to 
indicate’a strongly accentuated Bareia. (15) is identical with (8). 
(16) indicates the lengthening of the note to which it belongs. 
One sees from D that the note is an Ison. (17) Here the Apos
trophos received the additional sign of a Chamile. It cannot be 
decided when the x was added. (18) Ison with two dots, which 
should not be regarded as the Dyo Kentemata of Middle Byzan
tine notation, since they do not occur in D and other thirteenth
century manuscripts. (19) The Bareia stands for the prosodic 
sign. In D the syllable -θη- has the leap of a third, followed by a 
second downwards. (20) The Xeron Klasma is an agogic sign, 
indicating that the two notes to which it refers, should be sung 
separately, in a kind of staccato. (21) The Diple is used as in 8 
and 15 as a sign to indicate doubling the duration of the note. 
(22) Apostrophos turned into Ison.

We shall now give the transcription, based on D. The Sticheron 
has the Martyria of the fourth mode with the sign of an ascend
ing fifth. This means a fifth upwards from the starting point g 
of the fourth mode, i.e. d'.

n i A Λ > Λ >

’■fir - - ots ττρά- £<= - at τό σω, - μα aw rij ψυ - %fj' vo - μί - μωί ττρο-

καθ - η - ρά - με - vos’ ττλ.α' το

At + the leap of a seventh, consisting of the combination of 
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Hypsile plus Kentema, has been corrected into that of a sixth. 
Thus the two falling fifths (d[-g) are on the Finalis and the 
Dominant of the melody. Furthermore, the phrase ends on a, 
the Martyria πλ. a which one finds in Cod. Vatopedi 1492, 
fol. 95 v., indicates that the following phrase, marked by an 
Ison, should start on a. Thus it is evident that the scribe of the 
manuscript from which several others besides D were copied 
had made a mistake, and that the leap should be a sixth upwards, 
not a seventh.

Again, it must be emphasized, neither philological considera
tions alone, nor conclusions drawn from a number of manuscripts, 
are sufficient evidence for making emendations. The decisive 
evidence comes from the study of the run of the melody, and 
particularly from that of the formulae, as will be shown in the 
chapter on the structure of Byzantine melodies.

III. THE SYSTEM OF MIDDLE AND LATE BYZANTINE
NEUMATIC NOTATION

The survey of Early Byzantine notation has shown that the 
study of Byzantine Chant must be based upon manuscripts in the 
Middle Byzantine notation, because in that phase the exactness 
in fixing the intervals precisely, the rhythmic and dynamic 
nuances and the modifications of tempo, have reached a degree 
of perfection which has no parallel in Western Chant, nor in 
Western medieval music, or that of the Renaissance; similar 
minuteness in fixing every detail will be found only in modern 
scores, where words explaining the execution play the same part 
as the red signs in Byzantine musical manuscripts.

It would be even more correct to say that studies in Byzantine 
music must begin with a thorough study of the theoretical treatises 
in which the significance of the numerous signs is explained. 
Though these treatises were written in the fifteenth and six
teenth centuries and referred therefore to Late Byzantine nota
tion, they are reliable for explaining the Middle Byzantine 
notation, since the latter stage represents only an amplification 
of the former.

The following description of Middle and Late Byzantine nota
tion is, in the main, an interpretation of the Papadike, the most 
concise introduction to the last phase of Byzantine notation. 
We must, however, bear in mind that the explanation of the
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complicated combination of signs which the theorists try to give 
has no historical background. They did not understand the early 
phases of notation, from which they are separated by from four 
to six hundred years. We have seen that neumes, deriving from 
the prosodic signs and letters, gradually acquired indistinct, and 
finally distinct, Interval value. The explanation of the theorists 
reverses the process, saying that in certain combinations Inter
val signs lose their Interval value and no longer count as notes. 
Such a sign is now άφωνον, i.e. without the quality of a note. 
This does not mean, the Papadike continues, that it is ‘soundless1 
(ούχ orc φωνήν ονκ fyu), but it is not counted as a note (αριθμόν 
φωνής ονκ It is sung, but is not counted (φωνεΐται, μεν ον 
μετρεΐταν Se).

By this involved explanation the Papadike is trying to say that 
such a sign in a combination remains what it originally was, a 
symbol, indicating a rhythmic nuance.

In other combinations, or when used alone, these symbols of 
five different rhythmic nuances have in addition acquired the 
Interval value of an ascending second. This has been proved by 
the comparative study of all the relevant stages in the develop
ment of Byzantine notation.

There is virtually no divergency between the two methods 
of explaining the system of combinations in Middle Byzantine 
notation, since both arrive at the same results. Moreover, it is 
certainly easier to expound the system to the reader as it is 
described by the Byzantine theorists, because the terminology of 
these theorists has been the basis of all our attempts to solve the 
problem of Middle and Late Byzantine notation. The study of 
these treatises is, in fact, still a most valuable help; they give 
us an idea of the scope of the musical theory with which the 
musician had to be acquainted.

According to the teaching of the Papadikai, the elementary 
text-books on music, the interval signs are divided into two 
groups: the Σώματα (bodies) and the Πνεύματα (spirits). The 
Somata move in steps, the Pneumata in leaps. The Somata 
execute the interval of an ascending or descending second, the 
Pneumata the ihtervals of the third or fifth. In addition to these 
there are signs which are neither Soma nor Pneuma. These 
are: two consecutive descending seconds, producing the inter
val of a third, but reaching it by steps in a kind of glissando,
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and the Ison, the sign for the repetition of a note. Since it is 
neither a step nor a leap, it is neither a Soma nor a Pneuma. Ml

In the course of the fifteenth century a new group of signs was ΜΊ
added to these, called the 'Great Signs' (μεγάλα σημάδια) or the M
'Great Hypostases’ (μεγάλοι υποστάσεις). They have no interval- M
value—although a few of them had such a value in the earlier 
stages of the notation—but they regulate the expression and the 
dynamic and rhythmical nuances of the melody.

The following table shows the interval signs and the most 
important Hypostases. It comprises (A), the interval signs (φωνη
τικά σημάδια or €μ.φωνα σημάδια) and (Β) the additional signs ■ 
(μεγάλα σημάδια ΟΓ άφωνα σημάδια). The Ison (ίσου) is ascribed to ΐ 
both groups by the theoreticians. j

A.
G) Somata

Ison u Repeated Note

Ascending Second

Oligon Oxeia
L? ** </!

Petaste Dyo Kentemata Pelaston Kouphisma

Apostrophos

Descending Second

Dyo Apostrophoi

(2) Pneumata
Ascending

Kentema 
(third)

Hypsele 
(fifth)

Descending 
n 

Elaphron 
(third)

Chamele 
(fifth)

(3) neither Soma nor Pneuma

Aporrhoe (descending third) Kratemo hyporrhoon

B. Bareia \ Diple // Parakletike CA/> Kratema Kylisma *rsj 
Gorgon r Argon Ί Antikenoma Tzakisma v

Xeron Klasma Piasma A. Apoderma r** 
Thematismos eso Thematismos exo Thema haploun
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It can be seen from this table that there are six signs for the 
interval of the ascending second, but only two signs for the 
descending second and only one for the third and fifth, ascending 
and descending. There are also two signs for a kind of glissando 
in the third downwards. All other intervals must be expressed 
by a combination of two of the already existing signs.

All the earlier investigators passed over the striking fact that 
there are six different signs for the ascending second, and yet it is 
precisely this fact that gives the clue to the explanation of the 
otherwise inexplicable rule of the Papadike. Each of the six 
signs for the ascending second represents, in fact, a particular 
way of singing the interval. In combination with a Pneuma, set 
after or under it, the interval of the Soma is cancelled, and it 
indicates the way in which the Pneuma with which it is combined 
is to be sung.

IV. THE INTERVAL SIGNS

Since the Byzantine neumes originated in the prosodic signs, 
their shape imitates, more or less, the movements of the melody 
produced by the human voice, and, consequently, the movements 
of the hand of the conducting precentor. This way of conducting, 
called Cheironomia (χ^ρονομ,/α), which is said to go back to the 
time of Kosmas and John Damascene,1 was brought to a high 
degree of perfection in the Byzantine Church. A good explana
tion of the Cheironomia is given by Goar in a note on p. 435 of 
his Euchologium (Paris, 1647):

post κόμματα τροπαρίων a Canon arc ha a libro suggesta, cantus modera
torem in omnium conspectu, variis manus dextrae motibus et gestibus, 
erectis nimirum, depressis, extensis, contractis, aut combinatis digitis 
diversas cantus figuras et vocum inflexiones characterum musicorum vice 
designare: atque ita hunc cantus ducem reliqui attente respicientes, velut 
totius modulationis regulam sequuntur.

After the Kanonarches (Master of the Kanon) had intoned the 
first verse of .the Troparion from the hymn-book, the Domestikos,2 
who could be seen by all, directed the singers with the movements

1 Χειρονομία earl νόμοι τταραδεδομΑοΓ των άγιων πατέρων τον τε dycou Κοσμά τον ποιητοΰ, καί 
τοΰ αγίου Ιωάνναν Τοΰ Δαμασκηνόν, ηνίκα γάρ εξέρχεται η φωνή τον μέλλοντος ψάλλειν τι, παραυτίκα 
καί η χειρονομία, ώς ίνα παραδεικνυη η χειρονομία τό μέλος. MS. 8γι, ρ. $1. Cf. Thibaut, ‘Etude 
de musique byzantine’ Ixvestija russk. archeol. Instituta vi (1901), p. 366.

3 There were two δομεατικοί·. the second precentor of the right choir and the first of the left. 
‘Watching the right hand of the Domestikos we sing all together {συμφώνουμεν) and for that 
reason the Cheironomia is very useful’ (MS. 811, p. 181).
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of his right hand and with certain gestures: raising, lowering, 
extending, contracting, or putting together his fingers, and in
stead of the musical signs he formed the various melodic groups 
and the inflections of the voice in the air. And everyone watched 
the leader of the choir attentively and followed, as one might say, 
the structure of the whole composition.

The Cheironomia which the leader of the choir executed with 
his music before him was, therefore, a combination of conducting 
in the modern way with gestures which were a mnemonic guide 
for the singers, who sung by heart. In a transferred sense the 
term Cheironomia is used by the theoreticians for- the system of 
musical signs itself, as is clear from the treatise by Michael Blem- 
mides,1 written in the usual form of a dialogue between teacher 
and pfipil (ερωτάπόκρισις), in which the cheironomic execution of 
all the signs is given. The teaching of the Cheironomia starts 
with the Ison.

The normal movement of the melody without any special 
rhythmical or dynamic nuance on any note is expressed by the 
Ison, Oligon, and Apostrophos. They are called τόνοι κύριοι (notes 
par excellence) by the theoreticians. The best account of them is 
given in the so-called Papadike, which first explains the double 
nature of the Ison and then goes on to explain the function of 
these three basic signs.

The beginning, middle, end, and integration of all the signs of the psaltic 
art is the Ison. Without it no singing can succeed. It is called ‘aphonon’ 
not because it is soundless, but because it is not counted as a note: it is 
sung, but not measured. All the time the tone remains on the same level 
the Ison is sung. Whenever the voice rises the Oligon, whenever it falls 
the Apostrophos is sung.2

If the neumes are to realize their function of intervals of a 
third and fifth, they must be combined with a Soma: if there is 
no special nuance of rhythmical or dynamic expression, with an

1 Αρχή συν Θεω τών σημαδίων ερμηνευόμενων καθ’ έκαστον, ποιηθέν παρά, τοΰ σοφωτατον κνρον 
Μιχαήλ τον Βλεμμίδον. The treatise was discovered by V. Bene^evic in Cod. 310οί the monastery 
of S. Catherine at Mount Sinai and was published by him in his Catalogus codicum graec. qui 
in monasterio S. Catbarinae in Monte Sina asservantur (Petropoli, 1911), i. p- 159. It has been re- 
edited by Tardo in L’Antica mei. biz., pp. 245-7.

z Αρχή, μέση, τέλος, και σύστημα πάντων τών σημαάίων της ψαλτικής τέχνης τό ίσον εστσ χωρίς 
γάρ τούτον ον κατορθοΰται φωνή' λέγεται δέ άφωνον ούχ οτι φωνήν ονκ εχει, άλλ’ ότι αριθμόν φωνής 
ούκ έχει· φωνεΐται μέν, ού μετρεΐται §ε. διά μέν ούν πόσης τής ισότητας ψάλλεται τό Ισον, διά δέ πασης 
τής άνα.βάσ«υε τό ολίγον, και διά δέ πάσης τής καταβάσεως ό άπόστροφος. Cf. Ο. Fleischer, Neurnen- 
Studien III, Die spatgriechische Tonscbrift (1904), p. 18; E. Wellesz, ‘Die Rhythmik der byzant. 
Neumen’, Z.M.W. ii (1920), p. 629.
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Oligon or Apostrophos. This is clear from a passage of the 
Anonymous A in MS. 811 of the Patriarchal Library of Constan
tinople.1 After a long discussion of the Pneuma and the ety
mology of the word he says, of the relationship between Soma 
and Pneuma: 'Without the Somata the Pneumata cannot come 
into existence, and the Somata cannot be set in motion without 
the Pneumata.’

Later on in the same treatise the author gives another defini
tion of the difference between Pneuma and Soma: the Pneumata 
produce a flowing up or down of the voice; but· the Somata make 
the voice ascend or descend a little (άνιοΰσι καί κατιοΰσιν μικρόν 
τρ φων^).
' The normal movement of the melody, therefore, is expressed 

by the Ison, Oligon, and Apostrophos, and by the Pneumata in 
combination with Oligon and Apostrophos:

Interval ascending descending

Repetition «—

Second — 9

Third — V

Fourth «X. <?

Fifth ? X

Sixth 4

Seventh 4.“ %
Octave 4

But to obtain one of the special nuances of expression which, 
according to the theoreticians, belong to the four ascending 
Somata, viz. Oxeia, Petaste, Kouphisma, and Pelaston, the 
Somata are used as aphonic signs, added to the Ison, the descend
ing Somata, and the Pneumata.

When we read in the Papadike- ' Πρόσχζς ovv, οτι ττασαι αί 
ανιοΰσαι φωναι υποτάσσονται υπό τών κατιουσών ’, the seemingly 
strange statement that all rising signs are ruled by the falling 
ones is to be understood in this sense, that the more complete

1 Edited by J.-B. Thibaut in the Revue de ΓOrient. Chretien^ vi. 596 sqq. and by L. Tardo, 
U Antica Mel. Biz.^ based on Cod. 1656 of the Laura, pp. 207 sqq.

6181 U
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repertory of nuances contained in the four ascending Somata can 
also be utilized when the movement is a descending one, since 
the ascending Somata can be used as aphonic additional signs in 
combination with the signs of the descending movement. This is 
a considerable economy in an already sufficiently complicated 
system of notation. In practice, however, a relatively small 
number of compound signs was used since leaps with a particular 
expression occur mostly in the ascending movement of the melody 
up to a fifth; other intervals are very rare. Downwards, leaps of 
a fourth and fifth are most common, but they are rarely marked 

. by an aphonic sign.
It may also have been noticed that no mention has been made 

of the Dyo Kentemata, though they are included in the tables of 
the Papadikai. In practice, the Dyo Kentemata were used exclu
sively as interval signs, indicating originally the rise of the voice 
to the interval of a half-tone, viz. e-f, or a-b flat. In combination 
with other signs, therefore, the Dyo Kentemata do not produce 
a leap, but keep their separate interval value (άποτελουσί, φωνήν 
/χιαμ).1

The Ison (Ισον) occupies a special position. It is considered the 
most important sign (άρχη, μέση, τέλος καί σύστημα πάντων) be
cause, in Byzantine Church music as in Gregorian Chant, the 
repetition of the tenor, the tone of recitation, plays an important 
part in the structure of the melodies.2 It is the most humble 
sign, because it indicates that the melodic line is static, and 
because it subordinates itself to the Pneumata. But it is also the 
king, because it is the beginning and the foundation (άρχη και 
θεμέλιον) not merely of the notation but of the melody itself. For 
the Ison is, in fact, the opening of the mouth in order to sing a 
melody, a Sticheron, or a Hirmus. It is therefore the beginning 
of all song, but it is also the end, because all songs close with the 
Ison.3

The end of the treatise is. particularly instructive; it explains 
the meaning of the terms εμφωνον (sounding) and άφωνον (sound-

1 Cf. Tardo, L'Antica Mel. Bi-z., p. 269.
2 Έπει την αρχήν εέ αυτόν πο ιού μέθα, και άνευ τούτον ούκ έστι δυνατόν εΰρεΐν ημάς φωνήν, ούτε 

ανιοΰσαν ούτε κατιονσαν. δέον είναι τοΰτο και φωνήν καθώς και εστι· και έχει μεν φωνήν, ποιαν Se 
ήτοι αριθμόν ονκ έχει. και άκουσον τι έστι- ποια φωνή ύστιν ή αποδεικτική. και ονκ ίστιν άλλως ευρεΐν 
φωνήν, ει μη τό Ισον κατ' αρχήν υποβάλλει, ή δΐ ρυθμική φωνή έστιν, ή μετά τάζεως έμμελώΐ και κατ* 
ακολουθίαν τοΰ ειρμοΰ έναρμονίως ή,δομένη, οΐον τό εύτάκτως αδόμενον μέλος (Anon. A. MS. 811).

3 Ibid., ρ. 88.
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less). When the Ison is considered as a sign for the repetition of 
a note, with the ability to rule other signs, it is εμ,φωνον; in so far 
as it is counted as one of the Hypostases it is άφωνον.

The Ison rules, in fact, all ascending and descending signs with 
the exception of the Oligon, 'for the Oligon is like another self in 
relation to the Ison and one does not command oneself’. In other 
words, the Oligon is rhythmically equivalent to the Ison, it can 
add nothing to it by the άφωνον γίγνεσθαι, the process of becoming 
soundless,whereas the Oxeia, the Petaste, and the Kouphisma 
can transfer their special nuance to the Ison.

In the course of the discussion of the Oligon (ολίγον) in Hagio- 
potites1 it is carefully explained, as a point which must cause 
surprise, that among the various nuances of expression there are 
three signs (here the author refers only to the three most fre
quently used signs for the ascending Second and omits the three 
others) and not one for the interval of the ascending Second. The 
Anon. A., too, states that these three signs are of equal pitch 
(isophonic), but that each has its characteristic cheironomic 
value: Oligon and Oxeia have the same sound, or note, but, 
according to the cheironomic system, the Oligon has less strength. 
Oligon, Oxeia, and Petaste are, as far as the interval is concerned, 
equivalent signs, but they convey different nuances of expression. 
And now a characteristic of the Oligon is mentioned, which it 
shares with the Ison and Apostrophos. This important passage 
was long ago quoted by Thibaut in his article on the Late Byzan
tine notation: ’The Oligon has an advantage over the Oxeia and 
Petaste, that it can be combined with all the aphonic signs, that 
is, the cheironomic signs; we do not find the Oxeia or the Petaste 
combined with the Kratema, the Bareia, the Piasma, or the 
Antikenoma or the Apoderma; these signs can only be combined 
with the Ison, the Oligon, and the Apostrophos.’2

1 Cf. Thibaut, Monuments, p. 60.
2 “-Εχει δέ πάλιν τδ ολίγον άλλο χάρισμα πλέον τήϊ οξεία,? καί τί}? πεταστηε, on τίθεται και εί$ 

όλα τά άφωνα, ηγουν τά της χειρονομίας καί ονχ εύρίσκομεν οξεΐαν, η πεταοτην ει? κράτημα, οΰτε (εΐί'/ 
βαρεΐαν, οΰτε εις πίασμα, οΰτε εις άντικενωμα, οΰτε «’? άπόόερμα, εί μη τά τρία ταΰτα, τό ίσον, το ολίγον 
καί τόν άπόστροφον (MS. 811, fol. 44 ν.). Of. Thibaut, ‘La Notation de S. Jean Damascene’, 
Bulletin de VInstitut archeol. russe de Cple (1898)3p. 171.

This passage, too, confirms the theory and explanation of the 
signs given here. By means of the cheironomic signs, Ison, 
Oligon, and Apostrophos receive a special significance which the 
other signs do not need. These three signs are, therefore, tran-
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scribed by us as the standard signs of the notation with the quaver, 
since this was taken as the basis of the rhythmical system.

In the same treatise, MS. 8n, p. 83, it is also said that the 
Oxeia (ofcta) is a more emphatic sign than the other two. It 
raises the tone abruptly and lets it fall again in the same way 
without lengthening it (ή δέ οξεία θρασύτ'ερόν εστι σημάάιον, επάνω 
γάρ κρούει την φωνήν και καταβαίνει χωρίς άργείας υποκάτω). This 
is not very clearly expressed. It is clear, however, from the 
repeated statements of the theoreticians, that the Oligon, Oxeia, 
and Petaste have the same interval value, so that this καταβαίνειν 
is not produced by a fall in the voice but by a reduction in 
dynamic strength after a Second abruptly sung.

The Petaste (πεταστή) means a Second sung quickly and with 
elan. It implies an increase in intensity beyond the Oxeia. Two 
Oxeiae can, therefore, follow one another but not two Petaste in 
the same direction, as this would mean too great an increase in 
emphasis. Its cheironomic sign is the movement of the hand 
through a curve.1

A further increase in intensity is produced by the Dyo Kente- 
mata (δυο κεντήματα). According to the Anon. E this is a hybrid 
sign because its value is never subordinated to that of another 
sign, while, on the other hand, it leaves the value of the sounds 
with which it combines unchanged. It implies a rise of one note 
and, in accordance with the etymology, the shortening of the 
note. The Anon. E compares the Dyo Kentemata to a small 
double flute which was highly esteemed by the Oriental Fathers: 
‘These two flutes together give only one note, though in reality 
each gives one; this note therefore is much stronger.’ It is at the 
same time much shorter than that of the Oligon and Petaste. 
From these definitions it is clear that the Dyo Kentemata occupy 
an exceptional position among the signs marking an ascending 
Second: they cannot be made aphonic, though we always find 
them in combination with another sign. They never occur alone, 
set over a syllable, but are sung as the second tone, or, if a group 
of notes is set to a syllable, as the last tone of the group.

The Kouphisma (κούφισμα) is a rarely used sign, whose signific
ance is disputed by the theoreticians. It was frequently inter
preted as the interval of a half-tone rather than as the halving of

1 Τη; Sc πεταστή; ή ετυμολογία από τη; χειρονομία; έλήφθη. οΐονει γάρ πέταται η φωνή και κινεΐ 
τήν χεΐρα ώ; πτέρυγα. (MS. Si I, ρ. 72.)
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the rhythm. A passage in MS. 811, however, tells against this 
interpretation.1 According to the rather naive interpretation of 
the theoreticians the Kouphisma derived its form from the fact 
that a K2 was placed after a Petaste as a sign that it was reduced 
as far as sound and expression were concerned (κατά την φωνήν καί 
κατά την χειρονομίαν). The Kouphisma means, accordingly, the 
raising of the voice by a note, but- ‘hesitantly, and with a very 
restrained and weak intonation’. Because of its weakness it is 
not easy to combine it with other notes. In the light of this state
ment the Kouphisma may be best compared with the ‘liquescent 
notes’ of Plainchant.

The Pelaston is found even less frequently. It is similar to the 
Petaste, to which it was later added, and meant an intensifica
tion of it.3

The Apostrophos {άπόστροφος) is the first of the descending 
signs and corresponds rhythmically to the Oligon, as has already 
been said. It is the sign for the interval downwards. When the 
Apostrophos is placed under an Ison it naturally keeps its value, 
and two separate notes are obtained. Its use in combination with 
the rhythmical cheironomic signs is always the same as that of 
the Oligon. It combines with the Diple, the Kratema, the Bareia, 
and with all the sounding and soundless signs of the Cheironomia, 
just as the Ison and the Apostrophos do.4

The Kent ema {κέντημα), third upwards, Hypsele {υψηλή), fifth 
upwards, Elaphron {ελ<£ψρόν), third downwards, Chamile {χαμιλή), 
fifth downwards, have, as Pneumata, the rhythmical value of 
the Ison, Oligon, and Apostrophos, and no special rhythmical 
significance of their own. They are transcribed by the quaver. 
The Kentema and the Hypsele can only be combined with the 
Oligon, Oxeia, and Petaste. The Elaphon combines with the 
Apostrophos, Oligon, and Petaste; the Chamile principally with 
the Apostrophos, but often with the Kouphisma, Oligon, and 
Petaste.

1 Kat d Aeycuv, ότι το κοΰφισμα ήμίφωνόν εστι, σφάλλεται., καί ον νοεΐ τί λεγει, άλλα τελείαν μεν 
φωνήν εχει ελαφροτεραν δέ τής πεταστή?, ώσπερ και τό ολίγον ελαφροτεραν τής οξείας (MS. 811, ρ. 9^)· 

2 κ: abbreviation for κούφισμα ~ lightening.
3 Τό δε πελαστόν πεταστόν ή κρεΐττον λεγεται· εις όσα γάρ εστι χρήσιμος ή πεταστή, εις τοσαντα 

και τό πελαστόν (MS. 8l i, ρ. 172).
4 Ένθα τίθεται τό ολίγον, τίθεται και ό άπόστροφος, ήγονν εΐς^τήν διπλήν, εις το κράτημά, εις τήν 

βαρεΐαν, και εις πάντα τα σημάδια τής χειρονομίας φωνήεντα τε και άφωνα, ομοίως και^όπου τίθεται το 
Ισον εκεί και ό άπόστροφος (MS. Sri, ρ. 133)·
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The Hyporrhoe (ύπορροή), also called Skolex (σκώληξ ~ worm) 

and Melos, is, according to the theoreticians, a 'little melody". It 
is defined as a 'twisting1, as a ‘throwing out of the voice from the 
throat’ (εκβλήμα τον γονργονρον). This melodic movement com
prises two consecutive Seconds downwards. Like the Dyo Kente- 
mata it is a hybrid sign.1 In this ambiguous role it can be com
bined at will with ascending or descending signs. It is also an 
essential part of the Seisma, one of the 'Great Signs’, which 
indicates a tremolo of the note to which it is set.

The Kratema-Hyporrhoon (κράτημα ύπόρροον) is related to the 
Hyporrhoe. It has the same significance, but doubles the length.

V. THE 'GREAT HYPOSTASES’

The Bareia (βαρεία) is one of the most important cheironomic 
signs. In the Early Byzantine period it had an interval value2 
and meant the opposite to the Oxeia. It lost this significance and 
became a sign that the voice, starting a movement downwards, 
should be produced with emphasis.3 Since the Bareia marks an 
ictus it combines neither with the Oxeia nor the Petaste.4

The Diple (διπλή) means, as well as the doubling of the Apos
trophos, a rhythmical lengthening of the note under which it is 
set.5 It doubles the duration of the interval sign and is therefore 
transcribed with a crotchet.

In the same way, the Kratema (κράτημα) means a doubling of 
the rhythmical, value of the note under which it is placed, but it 
has a special cheironomic significance? It means a note produced 
with great emphasis.

The Dyo Apostrophoi (δυο άπδστρο^οι), or Syndesmoi (σύυ- 
δεσ/χοι), also belong here, according to the theoreticians, although, 
like the simple Apostrophos, they mean a descent of one note. 
They have, however, this difference that they imply lengthening J

1 Ή απορροή τι εστι, -πνεύμα ή σώμα;—Οΰτε πνεύμα έστιν, οΰτε σώμα, άλλα εκβλημα τοΰ γονρ
γονρον (Cod. Laura 1656). Cf. Tardo, L’Antica mei. bin., p. 228. Tardo suggests the reading from 
MS. 811.: δια γαργαρεώνοι, 1 through.'the soft palate’.

2 Cf. Tillyard, Studies in Byz. Music1, Musical Antiquary, 1913, pp. 203, 207-13.
3 Ή δέ βαρεία από τοΰ βαρεωί και τον μετά τόνον προφερειν την φωνήν (MS. 811, ρ. ι8ο),
4 Cf. Thibaut, ‘Etude de musique byz.’, Bulletin de I'Institut arcbeol. russe, vi. 381.
5 Πάλιν δέ διπλασιαζόμενα, και διπλή καλούμενα αποτελεί κράτημα, όμοίω; καί η άπόστροφος 

ενεργεί, διπλασιαζόμενη γάρ αντδ αποτελεί (Hagiopol. 2ig ν.).
6 Την αυτήν δέ δύναμιν εχει και τό κράτημα, και τούτο γάρ δι’ αργίαν τίθεται, διαφερον δε μόνον κατα 

την χειρονομίαν (MS. 8ΐϊ, ρ. 177)·
7 Οί δέ δυο άπόστροφοι, ει και μία ΰπόστασι; εγενετο, άλλ’ εχονσι και φωνήν και άργεΐαν, και χειρονο- 

μιάν(ΐΛ5. 8ιι, ρ. rzg).
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These three signs, Diple, Kratema, and Dyo Apostrophoi, pro

duce the three main rhythmical lengthenings. The Tzakisma 
(τζάκύσμα), or Klasma mikron (κλάσμα μικρόν), together with the 
Seisma (σείσμα) and Parakletike (παρακλητική), produce a length
ening which is less by a half. They are described as ημίτονα, half
tones, in Hagiopolites, not because of their interval value, but 
because of their rhythmical significance.1

The Tzakisma combines with all the cheironomic signs. When 
it stands above an Oxeia, the Oxeia is sung with greater emphasis 
than it would be if it stood alone.2 It is transcribed with a dotted 
quaver.

The Seisma corresponds to a kind of tremolo. It is etymologic
ally derived from σβ/ω, 'tremble’, and its cheironomic sign is a 
tremor of the hand. It is expressed in writing by a combination 
of two Bareiai and a Hyporrhoe. The Seisma usually stands at 
the beginning of Hirmi, most frequently of those of the second 
plagal mode.

The Kylisma (κύλισμα} signifies a 'rolling and rotating of the 
voice’ (κυλίει και στρέφει τάς φιυνάζ). It has the same meaning as 
the quitisma in Latin neumatic notation. The' Kylisma is tran
scribed with a shake.

Gorgon (γοργόν) and Argon (αργόν) have not the same fixed 
rhythmical value in Byzantine notation that they have in the 
Church music of the present day. They seem to have meant no 
more than an accelerando and ritardando.

The Apoderma (άπόόερμα) is the sign of a short musical division 
and stands at the end of a musical phrase. It divides it from what 
follows, and it also seems to have indicated a slight slowing down.

The Xeron klasma (ξηρόν κλάσμα) indicates that the voice 
should rise abruptly and harshly (τραχέως και σκληρως). It is set 
to a group of notes which are sung in a kind of mezzo-staccato.3

The Antikenoma (άντικένωμα) always unites ascending notes
1 The same explanation of the cheironomic significance of the Tzakisma and the Parakletike 

is given by Anon. A in MS. Sir, p. 40: τό δέ τζάκισ/ια κατά, την επωνυμίαν αύτοΰ τζακίζει μικρόν 
τούς όακτύλ.ους τής χ«ρο$·, ήτοι κλ&ται, κτυπεΐται ολίγον, άργεΐται μικρόν, διά τούτο γονν λέγεται 
τζάκισμα. ή δέ παρακλητική και αντη προς την κλήσιν αυτής κλανσμός έστιν καί όύυρμός τον μέλους 
αυτής, καί κλαυμυρίζει, παρακλητεύει, τταρακαλβΐ όακρύονσα, και κλαίει τούς λόγους αυτής, διά τοΰτο 
γοΰν λέγεται παρακλητική.

2 "Οτε γάρ κεΐται τό τζάκισμα επάνω τής όζείας, γίνεται ή οξεία. στερεωτέρα τής άλλης τής 
άνευ τζακίσματος (MS. 811, ρ. 93)·

3 Cf. Tillyard, Handbook of the Middle Byz. Notation, p. 26. Tillyard rightly warns the reader 
that the Xeron Klasma should be carefully distinguished from the Kratema, which it often 
resembles very closely in the later MSS.



296 BYZANTINE MUSICAL NOTATION II. THE NEUMES 
with descending ones. According to the theoreticians it occurs 
more frequently in melodies of an ornamented type than in those 
of the more syllabic type. In Late Byzantine manuscripts it 
indicates ‘the highest point of an up-and-down figure’.1

The meaning of the Thematismos eso (θεματισμός έσω) and the 
Thematismos exo (θ&ματι·σμος έξω) is not made entirely clear by 
the theoreticians. From the formation of the signs, however, we 
can see that both are the letter Θ, the first with a curl downwards, 
the second with a curl upwards. The theoreticians take the signs 
as the initial letter of the word θέμα, a ‘Theme’ or group of notes. 
The descending sign accompanies two notes, the ascending three.2

The meaning of another sign of the same shape, the Thema 
haplun (θέμα άπλοΰν), is rather obscure. It is defined as indicating 
a simple rhythm (Φέσι? απλή, τουτέστί χωρονομία απλή) and stands 
at the end of a melodic phrase; its precise significance is uncertain.

The results of this section may conveniently be summarized in 
the following table, which gives the transcriptions in modem 
staff notation of the signs set out in the table on p, 286:

A. Ison '
Oligon. Apostrophos1 
Kentema Elaphron *
Hypsele Chamile,
Oxeia Petaste -b Pelaston Kuphisma «Λ 

» φ **»-

Dyo Kentemata

' Dyo Apostrophoi J

b 1— Hyporrhoe · j,

Kratemo-Hyporrhoon * J**। 
_ 0

B. Bareia

Diple J Kratema J

Tzakisma Parakletike e? Seisma

Gorgon = accel. Argon = fit. Apoderma

Xeron Klasma = mezzo stacc. Kylisma

’ Tillyard, Handbook oj tbe Middle By%. Notation, p. 27.
2 καί δηλοΐ d c£co rpets φωνάς eiireiv, <ί δέ έσω Suo (MS, Sir, p, 178).
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With the development of the richly ornamented, so-called 

‘psaltic’ style, a large number of new Hypostases were added. 
To the first layer, introduced in twelfth- and thirteenth-century 
manuscripts, belong, according to Thibaut,1 the Parakalesma, 
the Enarxis, the Synagma, the Tromikon, the Kratema, the 
Psephiston, and the Psephiston Synagma; others were added 
later. Thibaut, after having examined a large number of manu
scripts in the Late Byzantine notation, arrived at a list of forty 
aphonic signs, not including the Ison and the Phthorai which we 
shall discuss later in this chapter. To these he adds a number of 
composite cheironomic signs.

The meaning of many of them is very doubtful; some have 
fantastic names like συν^σμολύγνσμα,, κυλίσμαντ^κένωμα, dvrt- 
κοσύνησμα, κρατημοκαταβαζονάβασμα, κρατημοκαταβοτρομωττορ- 
ροον, of which it is impossible to make any sense. Since this 
work is only concerned with classical Byzantine music, the 
study of these signs falls outside its scope. It may suffice to 
give a list of them and to add briefly what, according to the 
theoreticians, their significance was.^ A more detailed account 
of them can be found in Thibaut’s Etude de musique byzantine, 
Fleischer’s Neumenstudien, iii, and Tardo’s L’ Antica melurgia 
bizantina.

1 Thibaut, ‘Etude de mus, byz.’, Bull, de l’ Institui archeol. russe. vi. 364.

(x) Diple (10) Stauros + "fr»

(2) Parakletike 'X, (11) Apoderma /T) “iff-

(3) Kratema (12) Tzakisma

(4) Seisma (13) Xeron Klasma

(5) Piasma <1 *1 (14) Parakalesma
(6) Gorgon p P»

(15) Heteron Parakalesma
(7) Argon

(16) Psephiston Parakalesma
(8) Gorgosyntheton

(17) Homalon
z

(g) Argosyntheton % (18) Antikenoma -T?
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Combinations of the Great Hypostases

(19) Synagma (31) Uranisma '

(20) Bareia X

(21) Lygisma
(32) Choreuma

(22) Kylisma X -x—>
(23) Antikenokylisma

(24) Tromikon Cj j-

(25) Tromikon Synagma

(26) Tromikon Parakalesma

(33) Thema Haplun -θς/

(34) Thes kai Apothes -θ-θ-ο

(35) Thematismos eso

(36) Thematismos exo

(37) Enarxis L L-
(27) Ekstrepton j 73

(38) Hemiphonon
(28) Psephiston j j j J

(29) Psephiston Synagma
(39) Hemiphthoron

(30) Epergema (40) Hemargon

Kratema Kuphisma

Tromikon and Psephiston

Psephiston and Homalon

Psephiston and Parakalesma 8
Psephiston and Xeron klasma

Homalon and Xeron klasma

Tromikon and Synagma

Tromikon and Homalon
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We need comment only on those signs which have not been 

previously discussed,
(5) Piasma (πίασμα, grasping). The sign indicates the ‘com

pression’ of the tones to which it is added.
(8) Gorgosyntheton, a double Gorgon; it doubles the rhythm

ical value.
(9) Argosyntheton. a double Argon.

(10) Stauros marks a rallentando at the end of the phrase,
(14) Parakalesma gives an ‘imploring expression to the melody’, 

i.e. it intensifies its expression.
(15) Heteron Parakalesma. Another form of the Parakalesma.
(16) Psephiston Parakalesma marks a ‘rolling of the voice’, a 

Mordent.
(17) Homalon indicates ‘the rhythmical equality of the tones 

of the melisma’.
(19) Synagma marks a ligato.
(21) Lygisma (λύγισμα, a twisting) seems to have the same 

significance as the Kylisma.
(23) Antikenokylisma is an inverted Kylisma.
(24) Tromikon (τρομικον, trembling) signifies a ‘turn’ of the voice.
(25) Tromikon Synagma signifies a soft tremolo.
(26) Tromikon Parakalesma signifies an intensified tremolo.
(27) Ekstrepton or Strepton is an inverted Tromikon.
(28) Psephiston (ψηφίζειν, to pick out) indicates that the tones 

have to be emitted separately (ένθα εισίν at φωναι κεχωρι- 
σμεναι και ούχ ομοΰ λεγόμεναι. MS. 811, ρ. 178).

(29) Psephiston Synagma, also called Gurgurisma, is ‘a soft 
rolling of the voice in the throat’.

(30) Epergema is identical with the Antikenoma.
(31) Uranisma is a kind of Mordent or ‘turn’ (εις ύψος αίρει την 

φωνήν, εΐτα καταβιβάζει.}
(32) Choreuma indicates another kind of Mordent.
(34) Thes kai Apothes accompanies the final cadence.
(37) Anarxis or Enarxis is set after the Intonation at the begin

ning of a melody before an Oligon. It is also called Diam- 
phismos (διαμφισμός, separation), probably because it 
separates the Intonation from the beginning of the 
hymn-tune.

(38) Hemiphonon, ‘half tone’: No explanation of the sign is 
found in the treatises. According to Thibaut it marks the



300 BYZANTINE MUSICAL NOTATION II. THE NEUMES 
modulation from the Third Plagal Mode into another.

(39) Hemiphthoron seems to indicate the modulation from the 
Fourth Plagal Mode.

(40) Hemargon seems to be related to the Argosyntheton. No 
explanation of the sign is found in the treatises. It is 
mentioned only in MS. 811, p. 38.

VI. THE MODES

The melodies of the hymns are divided into eight groups or 
Echoi {ηχοί}: four authentic (κύριοί) and four plagal (πλάγιοι), 
each of which is based on a scale corresponding to one of the 
eight Gregorian modes. At the beginning of every hymn of the 
Hirmologion and Siicherarion the number of the Echos is given and 
a group of signs, the Martyria (μαρτυρία) or Signature of the mode.

From the section on the Greek alchemists we have seen that the 
habit of giving ciphers to the Echoi, viz. a', β'} y', δ', πλ. a', πλ. β', 
πλ. γ'} πλ. S' instead of names, is already found in the alchemical 
treatises of Ps.-Zosimus. The author of the Hagiopolites com
plains that the Echoi are only counted over, and have no names 
like the Greek modes, and draws up the following list: a corre
sponds to the Greek Hypodorius, β' to Hypophrygius, γ' to 
Hypolydius, δ' to Dorius, πλ. a to Hypodorius, πλ. β' to Phrygius, 
πλ. γ to Lydius or Mixolydius, πλ. 8' to Hypomixolydius. This 
list, however, is faulty. Correct lists of the names are given in Cod. 
Barberini Gr. 300 and in the Papadike; they correspond to those 
given to the Latin modes by Western medieval theorists:

Byicani itie Modes Gregorian Modes
ήχος a First authentic I. Dorius

β' Second authentic III. Phrygius
ήχος y' Third authentic V. Lydius
ήχος 8' Fourth authentic VII. Mixolydius
ήχος Ά a First plagal II. Hypodorius
ήχος wA. β' Second plagal IV. Hypophrygius
ήχος βαρύς Third plagal mode or Barys VI. Hypolydius
ήχος A. 8' Fourth piagal VIII. Hypomixolydius

At the beginning of every hymn the number of the Echos is 
given, followed by various groups of musical signs, the Martyriae 
or Signatures of the Mode. Apart from Mode I and Mode IV, each 
mode has several Signatures.
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The meaning of the Martyriae was obscure and Gaisser, 

Gastoue, Thibaut, and Riemann tried in vain to solve the prob
lem. We owe the solution to Tillyard, who found out ‘by trial’ 
that the various Signatures indicated the ‘starting-notes’ within 
a single mode. The table which he drew up in his study ‘Sig
natures and Cadences of the Byzantine Modes’ in the Annual of 
the British School at Athens, vol. xxv (1923-5), pp. 78—87, and his 
explanations of the significance of the Signatures made it possible 
to fix the pitch of the initial notes of the hymns. I give on p. 302 
a survey of the Martyriae, based in the main on Tillyard’s table, 
with some additional Intonation formulae from Codex Iviron.1 
The note added to the Signature (for example: = a) indicates the 
starting-point of the melody.

From this table we arrive at the following results:
Mode I. The Hypsele, added to the numeral a , indicates that 

the note which is the starting-point of the first Mode is a fifth 
higher than d, the note on which we would expect the melody to 
begin. Most of the melodies of Mode I have the Martyria of the 
ascending fifth and start on a.

Mode II. The first Martyria (1) is only the letter β in its 
Byzantine shape. Since no interval sign is added, one would 
expect e as the starting-point; but from numerous transcriptions 
it became evident that melodies, preceded by this Martyria, had 
g as their starting-point. The fact that all the melodies of the 
first group begin on g cannot be explained palaeographically, but 
is confirmed by the Martyriae of the second and of the third 
groups. Melodies of the second group begin on δ-natural, those 
of the third on a. The Martyria of the fourth group (4) has two 
consecutive seconds; in contrast to the first three groups, b- 
natural must be taken as the theoretical starting-point, and we 
have to intone two consecutive descending seconds in order to 
reach the actual beginning of the melodies of this type, on g. We 
have, therefore, to take g as the initial tone of the melodies of the 
first and of the fourth group.

Modelll. The majority of the melodies are reckoned, theore
tically, from a; the two ascending seconds indicate c as the real 
starting-point of the melody. Another group starts on a, a third 
on f. Not all the interval groups which are added to the number

1 A complete table of the Martyriae, which occur In Codex Iviron, was given by C. Hoeg on 
p. 17 of the Facsimile edition of the MS. in vol. ii.
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Mode I ~ λ

Mode II (i) 5 5 J (l) s fa) * a « r

Mode III (1) ? * * , ώ' r "*r --a £) r * λ

(4) p ^~r t' (£) (6) \ V

Mode IV A" .- d' er j

Mode I Plagal (x) j g’,4 (2) J U' }

Mode II Plagal (1) |S . e
(4)

Mode III Plagal (I) V ' f (?) 4- W V~ *, f

Mode IV Plagal (x) U| = J (2) Π · a.

(3) } jj » ‘ 4 W » ■- i'
<5) η ή 'F~2>T. ι' -- e-

of the mode (Γ) as intonation formulae, give the pitch of the 
initial note; where they could not be relied on, the starting note 
could only be discovered by exhaustive exploration of all the 
possibilities of the transcription. But once they had been found, 
there could be no doubt that the Martyriae of four groups, (i), 
(4) > (s)? (6) , always indicated a beginning on c', those of (2) and (3) 
a beginning on a. In Codex Iviron we find some other Martyriae 
indicating a beginning on /.

Mode IV. The Hypsele, added to S', indicates d' as the start
ing note of the fourth mode; but in order to avoid too high 
a pitch we have to transpose melodies of this mode a fifth down
wards and begin on g; in that case b has to be flattened.
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Mode I Plagal. The majority of the melodies of this mode 

belong to the first group (i); they start on d and end on d. Others 
start on a and end on d. Melodies of the second group (2) begin 
on g and end on d.

Mode II Plagal. To the four starting notes of Tillyard’s table, 
viz. 0 (i), f (4), g (2), a (3), a fifth, d, must be added, which 
frequently occurs in the Hirmi of this mode in Codex Iviron.

Mode III Plagal. Instead of ήχος πλάγνος γ' we find for this 
mode the term Barys (βαρύς) or Grave. The Signature which 
precedes the intonation formula is obviously an abbreviation of 
this word. The melodies of this mode begin regularly on f or on 
a; some melodies of the third group (3), however, have an 
Apostrophos as the first interval sign instead of an Ison, which 
means a beginning on e.

Mode IV Plagal. This mode has four starting notes: e (6), 
g (1), a (2), (3), and c' (4), (5). In some of the Hirmi of Codex 
Iviron, however, the starting note is d' or e') this is indicated by 
an Oxeia or the combination of Oxeia and Kentema as starting- 
points of the melody.

The various beginnings of melodies of the same mode attracted 
the attention of all the scholars who studied Byzantine musical 
notation; but it was impossible to arrive at any definite con
clusions before a great number of hymns were transcribed and 
comparative studies into the structure of the melodies could be 
begun. Now, however, we can see that the variation in the begin
nings was caused by the occurrence of certain melodic formulae 
and by their application to the words of the hymn. We shall 
explain this principle of composition in the following chapter on 
the structure of the melodies. Here we need only say that the 
Echoi of Byzantine music should be thought of not merely as 
scales in the modern sense, but as groups of melodies of a certain 
type, built upon a number of basic formulae which characterize 
the Echos. The discovery of this principle of construction will 
help us to understand the significance of the Martyriae, which 
Tillyard found by empirical demonstration, but which still needs 
an exact palaeographical explanation.

VII. THE INTONATION FORMULAE

Apart from the indications relating to the number of the Echos 
and to the various Signatures, the manuscripts and the theoretical 
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treatises contain a number of melodic formulae, sung to words 
whose meaning was obscure. They were:1

First Mode Ananeanes (avavc
Second Mode Neanes (reave?)
Third Mode Nana (vava)
Fourth Mode Hagia (ayia.)
First Plagal Mode Aneanes (dveave?) 
Second Plagal Mode Neeanes (veeave?) 
Third Plagal Mode Aanes (dare?) 
Fourth Plagal Mode Neagie (vedyie)

Ananeanes (dvaveave?) 
Neanes (reave?) 
Nana (vava) 
Hagia (dyta) 
Aneanes (dveave?)

These intonation formulae were called either Echema (ήχημα), 
Apechema (απήχημα), or Enechema (ενήχημα). The Anonymus of 
Codex Laurae 1656 gives the following definition :2

‘How do you start, if you want to begin a Sticheron or another hymn of 
that kind?'—‘According to the Intonation’ (ενήχημα).—‘What is the 
Echema ?’—‘The layout of the Mode’ (ή τοΰ ήχον επιβολή) .—‘And how do you 
intone ?'—‘Anane Anes.’—‘What does that mean?’—‘This is the approved 
and very useful beginning; when you hear it you will admire the singer 
who executes the Intonation. The Anane Anes is a prayer, this is to say:

Άναξ και Βασιλεΰ οΰρανοΰ και γη?, και άνες και d^e? τά παραπτώματα 
μου. . .

The interpretation of Anancancs, cited above, as deriving 
from words of the prayer is improbable. It was pointed out that 
the significance cf the formulae was ‘to serve the singers as cue
words for the solemnization, and at the same time as mnemonic 
aids’, and that their origin may go back to the Jewish schola 
canforum.3 The words and the melodic formulae must, however, 
be separated. They may be rudiments of verses from well-known 
hymns as the Anonymus from Codex Laurae suggests; some may 
go back to J ewish intonations. But there is also another possi
bility to which I first drew attention in a study on the cantilla
tion of Manichaean hymns: the texts of the Byzantine intonation 
formulae, like Ananeanes, Nana, and so forth, may be com
pounds of meaningless syllables like the yga which we find fre-

1 The list is based on Codex Chrysander, published by O. Fleischer in Neutnen-Studien, iii. 37, 
but the syllables avaves for the first mode are replaced by avaveaves. Tillyard, Handbook, p. 31, 
gives a list of other variants.

3 Edited by L. Tardo in L’Antica Mel. Biss., pp. 207-20.
3 Cf. E. Werner, ‘The Psalmodic formula Neannoe and its origin’, The Musical Quarterly, 

xxviii (1942), 93-9·
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quently inserted in Manichaean cant illations, or in syllables like 
wi-na in cantillations of the bedouins from Tunisia?

The function of the intonation formulae, however, is a more 
interesting problem. It was examined by 0. Strunk/ who showed 
that the Martyriae were abbreviations of the full intonation 
formulae. Their function was (1) ‘to link the choral recitation of 
a verse taken from a Psalm or from a Canticle" with the hymn 
which followed it, or (2) where no verse precedes, ‘to serve as a 
preparation and as an announcement of the mode of the melody’.3

Codex Ashbumham. 64 from the Laurenziana in Florence con
tains e.g. the Akathistos hymn with music to the Prooemium 
(Kontakion) and all twenty-four stanzas (Oikoi). Both the Pro
oemium and the first stanza are preceded by Intonation formulae :
Kontakion 
fol, 108 r.

va. a a

a ve a. α γι ι ε Ά - a ~ αγ - ye - λο - o - o- $

Cf. the facsimile edition of Centacariwm Asbburnhamense, vol. iv (1956), fols. 108 r.—
112 v., and my transcription in M.M.B, Transcripta, ix. 3 and 4—5.

The Palimpsest Codex Cryp tensis E β vii is another manuscript4
1 Cf. my article ‘Probleme der musikalischen Orientforschung Jahrbucb der Musikbibliotbek 

Peters, 1917, pp. 16-18. 2 Cf. O. Strunk, ‘Intonations and Signatures of the Byzantine
Modes’, The Musical Quarterly, xxxi (1945), 339_5S· 3 Ibid., pp. 353-4.

4 As far as our knowledge goes Cod. Crypt. E β vii is the only other Kontakarion which contains 
the music to all the stanzas of the Akathistos. The parchment, however, is in a deplorable state, 
because in the second half of the nineteenth century it was treated with chemicals in order to read 
the underlying script.

0181 X
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which has the music to the Prooemium (Kontakion) and to all 
the twenty-four stanzas (Oikoi) of the hymn. In this Codex, 
however, the intonation formulae are missing and only the Mar- 
tyriai are given. In Cod. Ashbumham. 64 abbreviated intona
tion formulae are frequently set to connect the cadential formula 
of a line with the beginning of the next line. These ‘inner’ 
Martyriae are less frequent in Cod. Crypt. Ε β vii. The same 
absence of written out Intonation formulae at the beginning 
and in the course of a stanza can be observed in Codd. Crypt. 
Γ γ iii and Ε β iii which contain Kontakion and Oikoi of the 
Akathistos.

In both stanzas the intonation formula of Mode IV Plagal pre
cedes the melody. The formula of Oikos A', however, is much 
longer than that of the Kontakion. The extension begins at f 
on an a, a note which plays an important part in the embellish
ment.

The most extended intonations in Cod. Ashbumham. 64 are 
those in the appended folios, particularly those in the Office of 
the Genuflexion’ (Ακολουθία της Γονυκλισίας) on Whit Sunday 
evening (ΕσπΕρινοΰ της Πζντηκοστης). They are sung from the 
pulpit by the Domestikos, one of the two leaders of the choirs, 
who begins with the first line of Psalm Ixxxv Κλΐνον, Κύριε, το 
οΰς σου καί Εττάκουσόν μου (Incline thy ear, Ο Lord, and hear me) 
which is followed by a Doxology, and then repeated. The first 
part of the line Κλΐνον, Κύριε, το ονς σου is missing. The beginning 
may have been cantillated or sung by the other Domestikos. 
The chant is in Mode II, but the rubric ‘The Domestikos ascends 
the Ambon and begins thus’, points at a sudden beginning with 
the intonation.

The syllables of the text are put under the notes as they are 
placed in the manuscript. The syllables which form the words 
are underlined. At the end of the intonation and of the verse 
from the psalm the word Aeyere occurs, which ought to be λε'γετος 
and stands for the short intonation formula of Mode II, which 
is called Legetos. The correct explanation is given by Dom L. 
Tardo in his LAntica melurgia bizantina, p. 368, where he quotes 
in note 2 several late manuscripts in which one reads ήχος β' Sta- 
τονικος οστις και λεγετος καλείται, i.e. the second diatonic Mode 
which is also called Legetos. This means b-natural, whereas the 
chromatic Mode II hasbb. The small c = cito corresponds to
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the Greek Γ = γοργόν. The sign Γ occurs frequently in manu
scripts of melismatic chant and is rendered by the letter c which, 
as is well known, occurs in St. Gall MSS. where it has the same 
meaning. 
Cod. Ashburnham. 
foi. 258 r.

pe α α αα a a a a

The Martyriae are indispensable in melodies which start with 
an interval unusual in the Mode. There is, e.g. in Cod. Ash- 
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bumham. 64 and Cod. Crypt. Γ γ iii, the melody of the famous 
poem of Romanus Ψυχή μον (see below) in Mode Plag. II. If 
there was no Martyria the transcription would have to start on 
e and end on e. There would be, however, a defect in the melodic 
line: the frequent occurrence of b-natural-f, which might be 
corrected either by introducing a b-flat or a /-sharp.

The Martyria, however, indicates πλ. β\ i.e. the ending of the 
Intonation one note higher (Oxeia/) on f. The first sign above the 
first syllable Ψυ is an Elaphronn, the sign of the leap of a third 
downwards. This means that the melody begins on d and, as one 
will see, the melody ends also on d. By that lowering of the 
compass of the melody the augmented fourth b-natural-J dis
appears and is replaced by a-e. Here follow the first two lines 
which are sung to the same melodic phrase, a feature common in 
Kontakia.
Cod. Ashburnham. 
foie, iiz V.-113 r.

(>) μου' ψυ - χη
(2) Ti T<? Aos ey - γί
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The Kanonarch or Protopsaltes, whose task it was to intone, 
knew the formulae by heart. It was, therefore, not necessary to 
write them down in full. The number of the Echos was a suffi
cient indication for the intonation of the formula. But since the 
ending of the verse from the psalm, which preceded the hymn, 
had to be linked up with the 'starting note’ of the Hirmus or 
Sticheron, he had to know which final cadence had to be used. 
For that purpose the final cadence was added in neumes to the 
number of the mode. The Martyria, therefore, is an abbreviation 
of a passage of transition from the finalis of the verse to the 
initium of the melody of the hymn. But, we may add, it is also, 
according to Byzantine musical theory, the 'layout' of the mode 
of the hymn; i.e. it gives the principal intervals of the melodic 
structure of the mode.

VIII. THE MODULATION SIGNS

For indicating the transition from one mode to another the 
theoreticians invented eight signs, one for each of the eight 
modes. They were called Phthorai (φθοραΐ). In manuscripts of 
the Late Byzantine period they were written in red ink, like the 
Great Hypostases, to make them more distinct. The Phthora 
(φθορά) is regularly set at the beginning of the new musical 
phrase.

Mode I 0

Mode II

Mode III φ

Mode IV

Mode I Plagal Q.

Mode II Plagal 9

Mode III Plagal

Mode IV Plagal
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The technical term for the transition from one mode into 
another is Parallage (παραλλαγή). The theoreticians give a clear 
definition of Parallage or modulation; it means to destroy the 
rule (λόγος) according to which a mode is sung, and its form 
(iSea), and to transform its nature (φυσις) into that of another 
mode. The Phthora, therefore, is a sign which indicates that the 
mode in which a melody (μόλος) is sung should be completely 
destroyed (παρ* ελπίδα </>fkipetv μόλος τον φαλλομόνον ήχον) in order 
to produce another melody and a particular change (ποιεΐν άλλο 
μόλος και εναλλαγήν μερικήν).

This definition, which is found in a treatise on the Phthorai by 
Manuel Chrysaphes,1 is of importance. It shows that Byzantine 
composers, who only knew monophonic music, saw exactly the 
same musical process in modulation as we do with our training in 
the theory of harmonic changes.

1 Thibaut, Monuments^ p. 89.

But a further conclusion may be drawn from the definition. 
Manuel Chrysaphes and all the other theorists do not speak of 

tetrachords or scales, which are changed in order to get from one 
mode to another; they speak of the features of the Melos which are 
not the same in the first mode as in the second or third mode. This 
means that the structural formulae of a mode, laid down by the 
intonation, are different from those of the other modes. The 
theoreticians emphasize that it is no Parallage or modulation if 
the singer moves in the sphere of the second mode; it needs the 
Phthora to produce the definite change from one mode into 
another, and another Phthora if the composer wants to come 
back into the original mode. This again confirms our view that 
Byzantine Melopoiia or composition is fundamentally based upon 
the combination of a number of melodic patterns divided into 
eight groups, or Echoi, each of these groups consisting of for
mulae of a particular character, different from that of all the 
other groups. In other words: each Echos is built up of a number 
of melodic formulae which are interchangeable in melodies of the 
same mode. But if the composer wanted to introduce a section 
which did not belong to the patterns of the original mode, the 
character of the composition would be changed, and he would 
have to draw on a different group of formulae, those character
istic of the new mode.



CHAPTER XII

THE TRANSCRIPTION OF BYZANTINE 
MELODIES

FROM this exposition of the system of musical notation and 
theory the reader may have concluded that the transcription 
of the music into our modern staff notation is a complicated task. 

For the first generation of scholars the difficulties were indeed 
insuperable, as has been pointed out in the introductory chapter 
of this book; but now that the problem of the Signatures and of 
the rhythmical signs has been solved, the transcription of 
Byzantine melodies, written in Middle and Late Byzantine nota
tion, is no more difficult than the transcription of Western 
Medieval music. Moreover, for the bulk of the melodies from the 
Hirmologion and the Sticherarion only a limited number of the 
signs discussed in the preceding chapter were needed. In prac
tice, therefore, the transcription of a simple melody is, palaeo- 
graphically, an easy task, provided that the neumatic version of 
the melody in the manuscripts is free from errors. If, however, 
there are mistakes, other manuscripts of the same period must 
be consulted, and in most cases the result of the comparison gives 
a satisfactory solution.

The following examples will show the method of transcription, 
first for a hymn from the Hirmologion and then for one from the 
Sticherarion. In order to give all the information which is neces
sary for the transcriber, we shall have to repeat a certain amount 
which has already been given in the preceding chapter, and, in 
order to make the explanation quite complete, the same amount 
of detail will be given for both examples.

I
The ΧαΖρε, άγια Θεοτόκε, 'Hail, holy Mother of God’, is the 

Hirmus of the ninth Ode of the Resurrection Kanon ’Ασωμεν τώ 
Κυρίω, ascribed to Kosmas The monk’, which is sung at Christmas. 
The neumatic version is taken from Codex Iviron, fol. ior\ The 
codex is written in the 'mixed minuscule script’. The notation 
represents the earliest phase of Middle Byzantine notation. In 
shape the neumes are closely related to those of Early Byzantine 
notation: it seems, in fact, that the last stage of Early Byzantine
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notation and the first phase of Middle Byzantine notation were 
for a time used simultaneously in the first half of the twelfth 
century.

z
A ~ 
u? Θ

“•"’Ύ χ·* — c/ 3 ?? t- 7/^'
djz6a κe wngγ» yfya · άχ crow

yup wc trttra^ or· οο£λ^σΑ

-a* — χ “ —y 7*^/’ ·-
Τ^- Kcu. UAJ-n^cr βτ o y£ry

- μνοΰν - res σέ με - γα. - Ati - νο ~ μεν.

(Hail, holy Virgin, Mother of God, blessed Mother; from thee came forth 
God who was made flesh. By glorifying and praising Him we magnify 
thee.)

Δ over ω is the usual abbreviation for ωδη, Ode; the letter Θ 
with a dash stands for nine. Since the hymns of this section of 
the Codex are composed in the first mode the letter a which 
stands for i is omitted. We have only the Dyo Apostrophoi of the 
Martyria, which indicate, as 0. Strunk has pointed out,1 that the

1 Cf. O. Strunk, ‘Intonations and Signatures’, The Musical Quarterly^ xxxi (194.5), 351.
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d of the Intonation formula was preceded by an e and has been 
lengthened. The Hypsele, the sign of the ascending fifth preceded 
by an aphonic or 'soundless' Oxeia, indicates a rise of the melody 
to an accentuated a. The Kanonarch, therefore, sang the Intona
tion formula as follows:

Av - a - re - a - veg

The melody of the hymn starts on a.
First line

Χαΐ- Ison over K rat ema. Ison is the sign for the repetition of 
the note which precedes it. The Kratema is one of the 
'Great Signs' or 'Great Hypostases’; it adds a strong 
emphasis to the note.

-pe Apostrophos with added Tzakisma. The Apostrophos 
indicates the interval of a descending second without 
any particular dynamic expression. The Tzakisma 
lengthens the value of the note by a half.

ά- Elaphron, preceded by Apostrophos, with superimposed 
Dyo Kentemata. Apostrophos is a Soma, made aphonic 
by its combination with the Elaphron, a Pneuma, the 
interval of a descending third. Attached to it is an 
ascending second, represented by the Dyo Kentemata. 
This combination of two notes, e-f, to a syllable is very 
common in Byzantine music, and it is mostly the move
ment of a half-tone upwards, which is indicated by the 
Dyo Kentemata, i.e. either e-f or b' natural-c, provided 
that the melodic line continues to move upwards by a 
tone, as it does here by reaching g on -για. If, however, 
the combination Apostrophos-Elaphron plus Dyo Kente
mata, or Apostrophos plus Dyo Kentemata, is followed 
by an Ison, which means that the ascending movement 
comes to a temporary stop on the note indicated by Dyo 
Kentemata, or if a leap occurs, leading back to the tone 
reached by the Dyo Kentemata, the step can also be a 
full tone upwards, e.g. g-a on the syllable -ζον- in 
ΰοξάζοντες at the end of the second line, or g-a on -κε in 
Θεοτόκε in the first line.



314 THE TRANSCRIPTION OF BYZANTINE MELODIES $

- yt- Oligon over Diple. The Oligon is the Interval sign of the 
ascending second without any particular dynamic ex
pression; but the Diple indicates that its rhythmical 
value must be doubled.

- a Ison. The g is to be repeated.
Oligon and superimposed Kentema. These two signs 
have to be added together and produce (1 + 2 =3) the 
interval of an ascending fourth without any particular 
nuance.

- o- Ison. The c’ must be repeated.
-to- Ison over Oxeia. In this combination the Ison is used as 

a Pneuma; it renders the Oxeia aphonic and receives 
from it its dynamic nuance, through which the repeated 
tone gets an expression mark. The reader may have 
noticed that expression marks of the music, or rhythm
ical signs indicating a lengthening of the tone, coincide 
with the accents of the words. We shall have to discuss 
this question in detail in the next chapter of this book, 
which will deal with the relation between music and 
words.

~/ce Elaphron over Apostrophos+Dyo Kentemata. If the 
Elaphron is placed, above the Apostrophos, the two 
Interval signs (2 -H — 3) have to be added together to 
form a descending fourth. The Dyo Kentemata are 
attached to the preceding note by a slur. The interval 
g-a is a full tone upwards, as has been explained above.

παρ- Bareia, Kentema, preceded by Oligon, and followed by 
Apostrophos, set under Kentema. The Kentema is the 
sign for the ascending second; the Oligon, which is 
rendered aphonic by it, indicates that the second should 
be sung without any particular rhythmical nuance, but 
the Bareia means that the note should be strongly em
phasized. The following Apostrophos indicates that a 
descending second should follow on the same syllable.

- #e- Apostrophos over Diple. A descending second, turned 
into a crotchet, by the Diple.

- ve Ison. The preceding note a is repeated.
/Hy Apostrophos-Chamile. The Apostrophos, set before the 

Chamile, is made aphonic by the Pneuma, which indi
cates the leap of a fifth downwards.
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- rep Oligon, Dyo Kentemata. The combination of these two 

ί signs has to be read upwards. The first note of the group
is the Oligon, the ascending second without any parti
cular nuance, the second is the Dyo Kentemata.

εύ- Petaste. This sign stands for an ascending, strongly 
accentuated second.

- λο- Apostrophos. Descending second without any particular 
nuance.

- γη- Bareia, Apostrophos. The Bareia indicates that the 
descending second should be sung emphatically.

- μ,ε- Dyo Apostrophoi. The time value of the descending 
second is doubled.

- νη· Ison. The preceding note is repeated.
Ison.

σου Oligon-Diple, Oxeia, Dyo Kentemata. Three notes are 
sung to one syllable, in order to emphasize the word. 
The rhythmical value of the Oligon is doubled by the 
Diple; two consecutive, ascending seconds are attached 
to it: Oxeia and Dyo Kentemata. They always mark 
the last note of a group, whether they are set over or

I under the preceding sign.

Second line
γάρ Ison. Repetition of the preceding note.
προ- Ison.
- ηλ- Oligon over Kratema.
- θε Apostrophos.
Θε- Oligon.
- oy Oxeia, Dyo Kentemata. The Dyo Kentemata are set 

over the Oxeia.
I σε- Apostrophos -Elapliron. The Apostrophos is made

aphonic and the combination represents a descending 
third without any particular dynamic nuance.

- σαρ- Apostrophos.
- κω- Oligon with Bareia, followed by Apostrophos.
- μέ- Apostrophos with Diple.
- vos· Ison with Diple.
τοΰ- Apostrophos-Kentema over Diple, Petaste, Dyo Kente

mata. Here again a group of three notes is set to the 
first syllable of τούτον (Christ), in order to balance the 
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setting of σοΰ, which refers to the Theotokos. The Ken- 
tenia, ascending third, is a Pneuma and makes the pre
ceding Apostrophos aphonic; its rhythmical value is 
doubled by the Diple. The Petaste is an ascending 
second, sung with elan', the sign is followed by Dyo 
Kent emat a, which means the interval of a half-tone 
upwards.

-τον Apost rophos-Elaphron.
δο- Apostrophos.
-£d- Oxeia.
-ζον- Apostrophos followed by Dyo Kent emat a.

Third line
-res· Ison over Apoderma, which corresponds to our /tx 

indicating a ‘hold’.
«at Apostrophos -Chamile. A descending fifth.
av- Oligon.
-v- Oligon.

-μνονν- Oxeia-Kentema. The Kentema (Pneuma) renders the 
Oxeia (Soma) aphonic and deprives it of its dynamic 
expression; the combination of the two signs produces 
an accentuated, ascending third.

-res Apostrophos, Bareia, Apostrophos. We read from top to 
bottom. The first Apostrophos gets its strong accentua
tion from the Bareia; the second Apostrophos follows 
without any particular dynamic nuance.

σέ Oligon over Diple.
Oligon.

- γα- Oligon, Bareia, Apostrophos. The Bareia is combined 
with the Oligon, and gives it a strong accent. The 
Apostrophos indicates a descending second.

- λύ- Oligon-Kentema, Diple, Apostrophos. The first group of 
the combination has already been explained. (Cf. the 
first syllable of tovtov in the second line.) The Apos
trophos indicates a descending second, which forms the 
second interval of the group of two notes on this syllable.

- vo- Apostrophos over Diple.
- pev. Ison. The rhythmical value of the last note of a melody 

is doubled, even if there is no Diple or Apoderma, in 
order to produce the effect of a final stop.
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II

We shall now go a step farther and transcribe a more extended 
hymn from the Sticherarion. This time the transcription is based 
on the photographic reproduction of a hymn from Codex theo
logicus graecus 181 of the National Library in Vienna. This 
manuscript was reproduced in full in volume i of the Monumenta 
Musicae Byzantinae, collated with Cod. Vatopedi 1492, Cod. 
Vatopedi 1499, and Cod. graec. 270 of the Bibl. Nation, in Paris. 
The Vienna Codex contains 325 folios, made of calf-skin; the size 
is 8 j by 5 J inches. It was written by John Dalassenos in 1221, and 
was owned at one time by the hymn-writ er Michael Manillas 
(fi5oo). It belonged to a group of 273 manuscripts collected 
between 1555 and 1562 by Augerius de Busbecq, Ambassador of 
the Emperor Ferdinand I at the court of Soliman II in Constanti
nople. The collection was sent by him to Vienna, where it was 
placed in 1583 in the Imperial Library.1

The Sticherarion shows the fully developed Middle Byzantine 
notation, for which the term 'Round Notation’ has been coined. 
Compared with the straight strokes and fine dots of the neumes of 
Codex Iviron, the thick, curved neumes look rather clumsy, 
particularly as the script of the text consists of small, elegantly 
written letters, The number of the Great Hypostases has not 
greatly increased, but comparison with earlier manuscripts shows 
that the dynamics have been intensified. In many cases an Oxeia 
is set where in earlier manuscripts an Oligon is found, or a Petaste 
instead of an Oxeia.

The 'Sticheraric style’ is, as has already been said, more orna
mented than the 'Hirmologic’. We find five or six notes combined 
in a group on a single syllable, which need no longer be one which 
is important in the text. From now on the music has the pre
ponderance over the text.

Let us now turn to the hymn which is found on fol. 78v- of the 
Codex (see Plate V).

On the 13th of December the memory of the Saints Eustratius, 
Auxentius, Eugenius, Mardarius, Orestes, and Lucia of Sicily, all 
of whom Suffered martyrdom under Diocletian, was celebrated. 
A note in the Menaion informs us that the Stichera Idiomela,

1 Cf. my article ‘t)ber Rhythmus und Vortrag der byzantinischen Melodien’, B.Z. xxxii (1933), 
50—4, and M.M.B. i, Sticherarium, pp. 15-16.
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whose first Troparion forms the hymn reproduced here, should 
stand at the end of the Orthros. According to the solemnity of the 
feast, eight, six, or four stanzas were sung. Four are prescribed 
for this day: Είς τούς- αίνους (the Lauds come at the end of the 
Orthros after the Exaposteilarion and before theEothinon) ίστωμεν 
στίχους S', καί ψάλλομζν στι,χηρά ιδιόμελα.

In deciphering the notation of this piece of music we shall use 
Cod. Vind. theol. gr. 181 as the basis. Codd. Vat. 1492, 1499, and 
Cod. Paris, gr. 270 only differ from the Vienna manuscript in 
unimportant melodic and dynamic readings, and we shall only 
draw on them in a few cases.

The hymn is introduced by the short heading μηνί τω αύτω ΙΓ' 
τον αγίου μάρτυρας Ευστρατίου, in red ink. In the left margin 
stands the Martyria ήχος a'. An Oxeia (Soma) with a Hypsele, 
above and after it, is set over the a.

First line
Την Chamile. Descending fifth, preceded by an aphonic 

Apostrophos. The Chamile is the largest interval down
wards which can be expressed by a single sign. As the 
starting-note is a, this sign means that the singer should 
begin a fifth lower.

πεντ- Ison, the sign for the repetition of a note.,
-a- Hypsele. Ascending fifth (Pneuma), preceded by the 

Oligon (Soma), the second without any rhythmical 
nuance. This combination, which corresponds exactly 
to that on the syllable την, means an unaccented ascend
ing fifth.

-p<E- Ison. Repetition of the preceding note.
-μον Ison over Petaste. The Ison renders the Petaste aphonic, 

but it assumes the dynamic value of the Petaste, which 
we mark with a wedge-shaped stroke (T).

χο- Apostrophos. Descending second without any particular 
nuance.

-pet- Petaste. Ascending second, sung rapidly and with elan.
-av Elaphron over Dyo Apostrophoi and Oxeia. A group of 

two notes, since the Elaphron (descending third) and 
the Dyo Apostrophoi (lengthened descending second) 
were added together (2 + 1=3) to give a descending 
fourth.
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τών Oxeia. The normal, unaccented ascending quaver.
X- Oxeia.
-γί- Kentema over Petaste. The Kentema (ascending third) 

is added to the Petaste (ascending second) to give a 
fourth, and the combination assumes the rhythmical 
nuance of the Petaste.

-ων Apostrophos combined with Tzakisma. The Tzakisma 
is one of the lengthening signs and has also the function 
of a division. Here it stands between this Apostrophos 
and the following one and prevents their being run 
together. At the same time it lengthens the first note, 
which takes the stress, by a half.

ev- Apostrophos and Dyo Kentemata. The melody first 
descends by one note, and then returns rapidly to the 
tone from which it started.

-φη- Oligon, Bareia, Elaphron. The Bareia lends a strong 
emphasis to the note to which it is set. The movement 
of the melody at this point is that it first rises by a 
strongly accented note and then falls by a' third.

-μ,ή- Oxeia.

Second line
-σω- Apostrophos.
-pev Apostrophos.
λα- Ison.
~0ol Ison over Diple, which doubles the length of the note 

with which it is combined.
τον Apostrophos.
Σω- Petaste.
-τη- Apostrophos combined with Tzakisma.
-pa Elaphron, preceded by Apostrophos. A descending third 

without special rhythmical nuance. It is joined by the 
indistinctly written Dyo Kentemata.

av- Oligon.
-v- Petaste.

-μνοΰν- Elaphron+Dyo Apostrophoi (descending fourth, a 
crotchet), followed by an Oxeia.

-res· Elaphron, preceded by an Apostrophos.
Xpi- Ison.
στον- Ison.
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Ev- Kentema over Oxeia, giving a descending fourth (2 ffi i = 

3) which has the nuance of the Oxeia.
Third line
-στρά- Apostrophos.

-Tt- Apostrophos.
- ov Apostrophos followed by Dyo Kentemata.
τον Elaphron, preceded by Apostrophos (descending third). 
καρ- Kentema over Oligon (2 + 1), therefore an ascending 

fourth.
- τε- Bareia, Kentema over Oligon, Elaphron. This means a 

strongly accented ascending fourth, followed by a 
descending third.

- po- Oligon over Diple, which doubles the length of the note, 
and therefore changes a quaver to a crotchet.

- ψν- The sign which stands above this second Diple is not 
clearly written; comparison with Cod. Vat. 1492, fol. 58v·, 
shows that it must be an Elaphron, although elsewhere 
the sign for this interval is always a clear half-circle with 
the ends thicker than the centre. The Oxeia and Ison 
follow, both written over the Stauros, which corresponds 
to our corona. The Oxeia, an abruptly sung second, can
not, however, be lengthened. Again, Cod. Vat op. makes 
it clear that only the Ison is to be read over the Stauros, 
while the Oxeia forms a group with the preceding 
Elaphron.

There are no difficulties in the remainder of this and the next 
line. At the end of the fourth line, on the syllable -δα- we have 
the Kentema over the Kratema; this doubles the rhythmical 
value of the note and, in addition, gives it a special nuance which 
is expressed by π in the transcription.
Fifth line

Here we find rich melismata over ο£τοι γάρ, and, in consequence, 
the words were prolonged in the usual way: ov ™ 01 ya a ap.

ού-, Hypsele, preceded by an Oligon, i.e. an ascending fifth 
without any nuance.

-roc Kratema under Kentema, and, joined to it, to be read 
from the top downwards: Apostrophos, Apostrophos 
combined with Tzakisma, Dyo Apostrophoi. These
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signs, however, extend over the space belonging to the 
next word, and it would be difficult to decide whether 
the Dyo Apostrophoi or the Tzakisma did not belong to 
the following yap, if a comparison with Cod. Vatop. 1492 
did not make the point clear beyond a doubt.

yap Ison over Diple, followed by a faintly written Oligon 
over Diple, and over that an An tikenoma which, how
ever, is lacking in Cod. Vatop.; then Kentema, preceded 
by Oxeia, Apostrophos, and Dyo Apostrophoi. This 
gives: repetition of the note, with its value doubled, 
ascending second with doubled value, ascending third 
with the rhythmical nuance of the Oxeia, descending 
second, and finally, another descending second with 
doubled value. The rest of the line, again, presents no 
difficulty.

Sixth line
άθλονντ^ς. The transcription of this passage presents consider

able difficulty. A Kentema combined with a Bareia, 
followed by an Apostrophos, comes first, then Dyo 
Apostrophoi. After that, however, in the facsimile, it 
looks as though a Kentema stands over the Ison, next 
to it a Tzakisma, underneath an Oxeia. Comparison 
with Cod. Vatop. 1492 is of no help here, because it has 
a variant reading. It is only when the manuscript itself 
is examined that it becomes clear that this Kentema was 
erased by the scribe, although the outline still remains. 
This omission of the Kentema makes possible a tran
scription which gives a satisfactory solution of the diffi
culties of the passage.

Ιλασμ,όν. The distribution of the signs over this word (it is 
correctly written Ιλασμόν in Cod. Paris, gr. 270, and in 
Vatop. 1492 and 1499, while Cod. theol. gr. 181 has ίλασμών) 
is not at all clear in the Vienna Codex, as a comparison 
with Cod. Vatop. shows.

The signs in Cod. Vindob. are: l- Hypsele after Oligon (ascend
ing fifth); -λασ- Kentema (ascending third) over Kratema (strong 
accent); after that Apostrophos (descending second), Apostro
phos combined with Tzakisma, Dyo Apostrophoi; -μ,όν Ison over 
Diple, Oligon combined with Diple, Oligon combined with Diple 

Sisi Y
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a second time, Kentema after Oxeia (ascending third with the 
nuance of the Oxeia), Apostrophos, Dyo Apostrophoi.

In Codex Vatop. 1492 these signs are more widely spaced, but 
we find a variant in the third group. Here we have Apostrophos, 
Apostrophos combined with Tzakisma, and then a sign which 
could be read as an Aporrhoe (two consecutive descending 
seconds in a kind of gUssando). It is, however, a Tromikon, one 
of the Great Hypostases, which means a tremolo of the note by 
which it is set. Then follows Ison over Diple, where an Oligon 
stands in the Vienna Codex. The remaining signs are the same 
in both.

If the signs are transcribed to the end of the stanza as they 
stand in the Vienna Codex, the ending will be on e, the final note 
of the second Mode, and not of the first. Comparison with the 
Paris Codex and Vatop. 1499, however, shows that in the Vienna 
Codex there is one Oligon too many over the syllable -μόν, so that 
from there on to the end the melody is always one tone too high. 
Once this obvious mistake has been corrected, there is no diffi
culty in reaching the right solution.

In the following transcription we have accepted this correction 
from. Cod. Paris, and Vatop. 1499:

Την ττεντ - ά - ριθ - μον χο ~ ρεί - αν . . των Α - γί- ων εΰ - φη - μή -

τον Σω - τη - ρα άν - υ ~ μνοΰν - τες Χρι - στόν'- σω - μεν λα - οί,

Εν - στρά - τι - αν τον καρ - τε - ρό - ψυ - χαν„ και στερ - ρον ά - βλο -
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δά - pi - ον και Ό - ρί - στην. ον - τοι . . . yap < . . > ύ -

νά - τη - σαν ίχ - Ορών και τώ Σω -τη - ρι νρεσ - βεν - ου - σιν,

Λ

ί - λα - σμόν........................ και ά - φε - σιν ά - μαρ -τι

> > > - > 1 ι

- ών . . , . δω - ρη - θη - ναι τοΪ£ εν , . νι - στα εκ - τε -

These two examples will be sufficient to give a short introduc
tion to the actual practice of transcribing. The success of the 
transcription depends, of course, as we have said, largely on the 
quality of the manuscript and on the reliability of the scribe. 
But even a faulty version no longer offers the same obstacles as 
it did in the early days of our studies, when nothing was known 
about the structure of the melodies. At this early stage every 
melody seemed to be a new composition, and even obvious errors 
of the scribe could not be corrected unless other manuscripts 
were available for comparison. Now, however, the rules of
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composition are quite clear, and in most cases we are able to 
discover an error and to correct it.

Byzantine technique of composition is highly elaborate; in
deed, hardly anything is left to free invention or improvisation. 
The rules according to which a new melody is composed are as 
strict as those which govern the writing of a new text for a hymn. 
This will be shown in the next chapter.



CHAPTER XIII

THE STRUCTURE OF BYZANTINE MELODIES

I. HIRMI AND STICHERA

BYZANTINE melodies, both Hirmi and Stichera, are built up 
1 from a number of melodic formulae which are linked together 
by short transitional passages. The discovery of this principle of 

composition in Byzantine music goes back to comparative studies 
into the form of Eastern ecclesiastical music, which began forty 
years ago.

Investigating the melodies of the Serbian Oktoechos I found 
that they were composed of a number of musical phrases, 
repeated either exactly or with slight variations. Since the 
melodies of the Serbian Church derived from the Syrian—intro
duced into the Balkan countries along the pilgrim-routes which 
by-passed Constantinople—the occurrence of an identical prin
ciple of composition in both Syria and Serbia1 was explained, a 
principle to which Idelsohn had first drawn attention in his study 
of the technique of Arabic music2 and which had been confirmed 
by Dom Jeannin and Dom Puyade in their publications on Syrian 
music.3

The discovery of this principle of composition is of far greater 
importance than was at first thought. Further investigations 
have shown that it was not confined to the melodies of a few 
areas, but was the ruling principle of composition in Oriental 
music and, with the expansion of Christian music, spread over 
the whole Mediterranean basin.4

The transcription of the hymns collected in the Hirmologion 
and of a large number of those from the Sticherarion enables us 
to study the structure of Byzantine ecclesiastical music. The 
analysis of the hymns confirms our view, which has already been 
expressed in earlier studies on the subject, that here, too, the 
construction of the melody was based on the combination and

1 Cf. E. Wellesz, ‘Die Struktur des serbischen Oktoechos’, Z.M.W. ΐί (1919-20), 141-2, and 
the article on ‘Eastern Church Music* in the Supplementary Volume of Grove’s Dictionary of 
Music (1940), pp. 181—2.

2 A. Z. Idelsohn, ‘Die Maqamen der arabischen Musik’, S./.M. xv. 1 sqq.
3 Jeannin et Puyade, ‘L’Octoechos syrien’, O.C., N.S. iii. 278.
4 I have examined some of these facts in detail in my book Eastern Elements in Western Chanty 

M.M.B., Amer. Ser. i.
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linking together of a certain number of melodic formulae charac
teristic of the mode in which the hymn was composed. The 
mode, we may therefore conclude, is not merely a 'scale’ but the 
sum of all the formulae which constitute the quality of an Echos. 
This definition is in conformity with that given by Chrysanthus of 
Madytos in his Great Musical Theory (1832): 'Echos is the scheme 
(Ζδβα) of the melody, arranged according to the practice of the 
expert musician, who knows which tones should be omitted, 
which chosen on which one should begin and on which one 
should end.’* 1

Πά - σχα Κυ - ρί - ον, Πά - αχα· εκ γάρ θα - νά - του προς ζω - ην

\
1 Μεγα θεωρητικόν τής μουσικής (Trieste, 1832), ρ. 19- In a footnote Chrysanthus quotes the 

passage in Aristides Quintilianus’ Περί μουσικής·, i, c. xi (Meib. i, p. 29), ed. A. Jahn, p. 19, from which 
he has taken the definition. Here, however, Arist. Quint, does not speak of the ήχος as the scheme 
of the melody, but of the πεττεία (‘draught-playing’), the ‘planning’ from which we know which 
tones should be omitted and which chosen, and he adds that this ‘planning’ becomes the expression 
of the ήθος, the character of the melody (avnj Se και τοΰ ήθους γίνεται παραστατική). Brom a latef 
passage of Περί μουσικής, ii, c. xiv (Meib. i, p. 96, Jahn, p. 58) wt learn that Aristides Quintilianus 
took over the term «■«■reia from the Pythagorean philosopher Damon, who sees in the right choice 
of tones the most important factor in musical composition (διό καί τών μερών τής μελοποιιας ή 
καλούμενη πεττεία το χρησιμωτατον). Cf. R. Schafke, *Aristeides Quintilianus (Berlin, 1937), p. 207.

z The melodic version of the Hirmi of Codex Saba 599 differs from those of all the other Hirmo- 
logia. This fact needs further investigation.

In order to explain the structure of Byzantine hymns we give 
a transcription of the Hirmus of the first Ode of ^ραστάσβω? 
ήμερα from fol. 2r· of the Hirmologion Codex Saba 599, dating from 
about the end of the fourteenth century.2

Ά - να - ατά-σε - ais ή - με - ρα, λαμ - irpw-θω - μεν λα - οι·

ΙΠ IV
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καί yrjy προ?

The melody is based on a, which is the initial and final note of 
the formulae I, VI, VII, and VIII; it rises in the middle part (B) 
to c', which is prepared by the two ascending seconds: (a}-b-cf 
at the end of the second formula (II), which would normally end 
on a. The note c' is made the tenor in III and IV. In the fifth 
formula (V) c' is still the tenor, but the Initium and Finalis are on b, 
leading back to a, which, again, is the tenor of the last section (C).

All the eight formulae of which the hymn is composed occur in 
a number of other hymns, as can be seen from the tables in 
Appendix V, which contain some of the most frequently used 
formulae from Codex Iviron and Codex Saba.

From the study of these tables it can be seen that some of the 
formulae, for example those of groups A and D, are, in the main, 
used as Initia, those of group G as Mediae and Finales, and those 
of groups B, C, F, and H as Finales. But the position of the 
formulae is not rigidly fixed: the sixth formula of Table C to 
the words Ό lepo? Άββακούμ, for example, is used as Initium, 
the seventh of the same table to the words της σης α&εσεως, as 
Finalis.

Another point should be noticed, viz. that those formulae 
which are regularly used as Finales are the most stereotyped 
ones. They consist, as can be seen from Tables B, C, F, G, and H, 
of two phrases. The first is a melodic arabesque on and round the 
tenor (a), often preceded by an Initium which leads up from e to 
a. The second part is, in all cases, the same cadence, which has, 
with a few exceptions, the identical dynamic signs on the same 
notes, as can be seen from Tables B, C, F, G, and H.
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A table containing a- list of the most frequently occurring for

mulae of the first mode, reduced to a bare outline in which only 
the essential notes are given, follows. The notes before the dotted 
line vary in the hymns ; those after it belong to the cadences.

(9)
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Investigations into the different stages of Byzantine notation 
have shown that these cadences were preserved, practically un
changed, from the earliest documents of musical notation which 
we possess to those written in the thirteenth, fourteenth, and 
fifteenth centuries, a fact which confirms my view, demonstrated 
in pp. 303-10 above, that the same principle of melody construc
tion was maintained in Byzantine hymnography from the ninth 
century onwards.1

II. MELISMATIC CHANT

Investigation into the structure of melismatic chant is of a 
more complex nature, because the earliest documents of that 
group are thirteenth-century manuscripts in which the melis
matic style is already highly developed. Since towards the end of 
the thirteenth and the beginning of the fourteenth century the 
florid passages of the same Kontakia are even more extended, 
we may assume that it was this genre of chant comprising Kon
takia, Alleluias, Doxologies, &c., to which the Maistores devoted 
particular care.

1 Cf. also E. Wellesz, Eastern Elements in Western Chant, Part ii B, ch. 2; ‘ fiber Rhythmus u, 
Vortrag d. byzant. Melodien’, B.Z. xxxiii (1933), 62-4; H. J. W. Tillyard, ‘Byzantine Neumes: 
The Coislin Notation’, B.Z. xxxvii (1937), 356—8.
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The two following examples are taken from the Akathistos 

Hymn. The first shows the beginning of the Kontakion Tfj 
ύπερμάχω στρατηγώ1 in the moderately ornamented version found 
in Cod. Ashbumham. 64 and in the Grottaferrata Codex Γ γ iii, 
and in the highly ornamented of Cod. Vatican. 1606 and Grotta
ferrata E β iii. The technique of ornamentation is akin to that in 
our Western music. It is therefore not difficult to understand 
how the musical mind of the Byzantine composer worked:

Ashb. 64 
Crypt. Γγ’ύΐ

Tg ν-περ-ρά

στρα - τη -

Cf. M.M.B. Facsimiliaf vol. iv, fol, 108 r., and Transcripta^ ix. 3.
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The following example shows a comparison between two ver

sions of the opening words of the first stanza of the Akathistos 
/lyyeAoi πρωτοστάτης, the moderately ornamented one from Cod. 
Ashburnham. fol. 109 r., the richly ornamented from Cod. Cryp- 
tensis is E β iii, fol. 31 v. The beginning on a of the version E β iii 
is indicated by the Martyria πλ. δ 5? £7 in Codd. Messinens. 120, 
fol. 86 r. and 129, fol. 88.1
Ashb. 64 <

Άγ - ~ ye - λο - - - - - $ πρω - το

It is now possible to find out more about the Akathistos frag
ment in Codex Coislin 220, which was discussed on p. 275. The

L Prof. O. Strunk kindly provided me with the photographs of the Akathistos from Codd. 
Messina 120 and 129.
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long melisma on (πρώτο)-στα-(τη$) particularly the combination 
of a a, which is three times repeated, may correspond to:

* στα “ a a a

since the Bareia \ accentuates the first of two notes, of which the 
second is mostly a second lower. The Apostrophos is the symbol 
for the unaccentuated execution of a note, which—in the early 
phases of neumatic notation—may be either a higher or a lower 
interval, mostly of a second.

A comparison between the neumes of the Coislin fragment and 
the two thirteenth-century versions shows that musical signs of 
the Coislin fragment have a close connexion with those of Crypt. 
E β iii and Codd. Messina 120 and 129. Though the melismas in 
the Coislin fragment are shorter than those in the thirteenth
century manuscripts, they are fully developed and prove that the 
Akathistos was already sung in the ninth and tenth centuries in 
the same ornamented style as that of the thirteenth-century 
manuscripts.

We can go a step farther by saying that the melodic style of 
the Akathistos was not an individual one, but characteristic of 
the genre. We can speak of the style of the Kontakia just as we 
speak of the style of the Graduals and of that of the Offertories 
of the Western Church. It is therefore permissible to assume 
that the melismatic chant of the Byzantine Church had in the 
main the same shape in the ninth century as in the thirteenth. 
The great change came in the fourteenth.

The form of the Kontakion can best be studied by analysing 
the Prooemium and the twenty-four stanzas of the Akathistos 
Hymnos. The most striking feature is the regularity of the 
cadences. The stanza of the Prooemium (Kontakion)1 has six 
melodic phrases: A, A,, B, A , C, D which end with full clauses 
(1), (2), (3). In the middle of the melodic lines are half clauses 
(4). (5). (6), (7).

1 Cf. ix. 3-4.
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Full clauses Λ

νικ-ητή - ρί 
ευχάριστη - ρι

ρω σον
θεατό 

ελευθό
κε

* 1 ί

These cadences, and others, occurring in the ‘Chairetismoi’ 
(the "Salutations’), are not confined to the Akathistos; they are 
part of the style of the Kontakia, and it is easy to learn how they 
developed if one glances at the following table which contains 
cadences from the Hirmologion, Sticherarion; and Kontakarion.
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The Akathistos is in the fourth plagal Mode. The cadence 

regularly begins on d' and goes down—either directly, or in curves 
to g. In all lines the strong accents are on d' and c'.

—-------- —-------- ———* - #

We continue our examination of melismatic chant with the 
analysis of the musical structure of the Kontakion of the famous 
Canticum in Christi Nativitate by Romanus. My transcription 
follows the version of Cod. Ashbumham. 64, fols. 75 V.-76 v. 
The Kontakion is in the third Mode as can be seen from the 
Intonation formula preceding the first and third lines. The 
melody of the stanza begins and ends on f. , The Intonation 
formulae, preceding the fifth, seventh, and ninth lines, indicate 
that the greater part of the stanza is in the first plagal and the 
first authentic Modes; but the melodic material of the first lines 
does not differ so substantially from that of the following lines 
that a modal change would appear to have happened. The 
Intonation formulae seem to have been set in the first place to 
make the soloist start the new melodic phrase on the right note.

Structurally the stanza of the Prooemium is built up as fol
lows. The melodic material of lines (1) and (2) is repeated, in a
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slightly extended form, in lines (3) and (4). This seems to be the 
usual scheme for the first four lines. As can be seen from the 
following table, line (3) has a middle section (B) which does not 
occur in line (1). The half clause in lines (1) and (3) is marked by 
ω, the full clause by ω1. S in lines (2) and (4) marks a sequence to 
which I have drawn attention in Example 3 of my article on the 
Akathistos 1 Line (5) represents an extended version of line (7). 

At first glance the least connexion exists between lines (6) 
and (8). In fact the relationship is restricted to C and D up to S, 
though, of course, the skeleton line of the sequence c' ba has its 
parallel in line (8). Here the repetition of three slight variants of 
D on oboLTTopovaiv ([Magi] journey) is a remarkable feature. Is 
the thrice repeated ό&οιποροΰσ& intended to convey tone-poetically 
the idea of the three Magi 'journeying with a star’? The first 
sections of lines (9) and (10) are identical. In (9) the compass 
between d' and g is filled in by the sequence S; in line (10) a 
prolonged full clause is appended, beginning with C, and ending 
with ω'.

1 Dumbarton Oaks Papers, ix and x (1955-6), 163.

The following table gives the melodic line schematically in 
order to facilitate comparison of identical and divergent passages. 
bB in lines (2) and (4) marks a correction which I made in the 
transcription in order to achieve an ending on e-f-a-f, the typical 
cadence in the Kontakion style. The manuscript has which 
means a leap of a fourth. The Kentema (· ), however, often re
sembles the Hypsile (4 ) in this type of script and all difficulties 
disappear if the leap of the fourth is replaced by that of the sixth. 
A similar leap of a sixth occurs in the Akathistos, cf., e.g., The 
Akathistos Hymn, M.M.B. Transcripta, vol. ix, p. 11, i. 5.

In the sequence S of line 6 two notes in brackets are added. 
The phrase occurs so frequently in Kontakia that the completion 
of the sequence needs no further explanation.

In Appendix III, pp. 401-5, the Kontakion and Oikos in 
honour of St. Symeon Stylites is given, whose feast is celebrated 
on i September, the beginning of the Orthodox ecclesiastical 
year. The Kontakion is in Mode II. It is an Automelon (αντό- 
pthov), i.e. it has its own melody. The scheme is:

(i) A, (2) A, (3) A, (4) A2, 
(5) B, (6) C, (7) D, (8).E
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5
(cont)

7 
(coni.)
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The form of the Kontakion stanza is very similar to that of the 

Akathistos.1 To work out the structure of the Oikos is a more 
difficult task and the method is given in the Preface to my 
transcription of the Akathistos.2 Though the Akathistos is in 
Mode Plag. IV and the Symeon Kontakion in Mode II, the 
formulae are very similar. In both Kontakia, in fact, long stretches 
were in other Modes, and it is obvious that the composer of a 
Kontakion in Mode Plag. IV frequently used Mode II, and the 
composer of a Kontakion in Mode II has a preference for Mode 
Plag. IV. The astonishing similarity of formulae, however, may 
be taken as a proof that the technique of ornamentation was 
applied according to fixed rules, which must have been developed 
in the two great centres of liturgical chant, Jerusalem and Con
stantinople, and taught by the singing masters to their pupils.

1 Cf. E. Wellesz, ‘Das Prooemium des Akathistos’, Die Musikjorscbitng, vi (1953), 202-5, ant^ 
The Akathistos Hymn, M.M.B. Transcripta, vol. ix (1957), pp. Ivi-lx.

z Ibid., pp. Ixxxiv-lxxxviii.
J Symeon Stylites stood for many years on a column of stones on top of a hill near Antioch.
4 In the twenty-four stanzas of the Akathistos the twelve odd ones have the refrain Xcupe, 

νύμφη ανύμφΐΐττ{ which it was possible to add from the Kontakion, where the refrain is intoned 
by the Psaltes; the even ones have the refrain ^λλτ/λοιίϊα which is missing, but was added from one 
of the Alleluias in the later part of Cod. Ashburnham. 64.

s A collection of Alleluias and psalm verses is in the facsimile edition of Cod. Ashburnham. fols, 
zoo Γ.-244 v., and 258 r., 265 v.

The Kontakion ends on the half clause of the last sentence; 
there is no music to the words of line 14: πρεσβζυων άπανστως 
ΰττ€ρ πάντων ημών (towering without end over all of us).3 We 
have already mentioned that the Kontakarion, Alleluiarion, Dox- 
astarion, and other collections of melismatic chants are books for" 
the Psaltes. They do not contain the refrain which was sung by 
the chorus.4 The fact that in chants sung by the Psaltes the last 
words are missing makes it an unsatisfactory task to transcribe 
verses from the Gospel, or from Psalms, which are in the Alle
luiarion,5 because we do not know the exact ending, and any 
attempt at adding a final melodic phrase and full clause must 
remain a hypothetical solution. From the musician’s point of 
view the response of the refrain by the chorus is perfectly under
standable, but it is difficult to -understand in the Magnificat 
(Appendix III, p. 410) the abrupt ending with the long melisma 
on [ταπώνω]-σιν (Because he has regarded the humility), and the 
answer by the chorus της δούλης αύτον (of his handmaid).

In a similar way the last words of verses from the Psalms are
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omitted in the Psaltika and handed over to the chorus. Let 
us take as an example of this genre the Alleluia from Nativity 
followed by verses 1 and 2 from Psalm xviii? It will suffice to 
give a transcription of the Alleluia and verse 1 :

Αλληλούια.
ΟΙ ουρανοί δυηγοΰνται, δόξαν θεοΰ
TToirjatv δέ -χει,ρών αυτού αναγγέλλει. [τό στερέωμα]

(Alleluia.
The heavens shew forth the glory of God:
And [the firmament] declare th the work of his hands.)

Vatic, grec. 1606, fol. 46 v.

^1λ-λε e c e λου ον t a a a.

st et « ct ct « cc [τό στερέωμα]

1 The text is taken from Cod. Ashburnham. 64, fol. 200 r., but in the transcription of verse 1 
I followed Cod. Vat. gr. 1606, fol. 46 v. At * thefi stands for a Q as often happens in south Italian 

MSS. The scribe copied carelessly from a ‘Coislin’ notation Codex.
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A more extended Alleluia can be seen from the transcription of 

the Koinonikon, foe Communio chant, on Palm Sunday Εύλόγητο$· 
ο ερχόμενος (Matt. xxi. 9), where it follows the verse. The 
transcription is taken from Cod. Crypt ensis Γ γ i, fol. 42 v. Here 
the number and variety of inserted vowels and syllables is par
ticularly great and there are also two signs for which the symbols 
ve and z are only an approximate substitution.
ixos δ'

The student of Western Chant will instantly be aware of the 
difference between a Gregorian Alleluia and the Byzantine, which 
always follows the pattern of one of those reproduced above.

(1) either: A -He-------------- luia------;
(2) or: A------------ lie----------------luia-------- .

The first type, the short Alleluia, is sung in the Orthros, the 
Alleluia with long melismas in the Mass. It is the syllable 
-lie-------which has the longest melismas both in Office and
Mass. The last vowel a has a kind of cadential melisma. There 
is, however, no jubilus in any type of the Byzantine Alleluia.

Finally, a word may be said about the execution of Byzantine 
melismatic chant. Its various groups may be treated as a stylistic
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entity, because of the striking affinity between the perpetually 
recurring phrases and turns of the melody in all of them.

We must assume that these chants were sung slowly, with 
much expression. Thus the different shades of musical accents, 
the glissando’s in certain downward movements, the different 
nuances of lengthening a note, and many other details which the 
musical notation prescribes, could find adequate rendering by the 
soloist.

III. PSALMODY

Investigation into the music of the psalms, canticles, and other 
forms of liturgical chant is the most recent development in our 
studies. Its results will enable us to discover if the development 
of psalmody in the East was parallel to that in the West, and to 
arrive at definite conclusions about the supposed origin of the 
two branches in a common source, the psalmody of the Syna
gogue.

The question of the derivation of Western psalmody from that 
of the Synagogue has been virtually solved by A. Z. Idelsohn 
and E. Werner.1 But it was impossible to carry these studies 
farther and to include the Eastern branch, because too little was 
known about Byzantine psalmody, which has come down to us in 
a small number of manuscripts of a relatively late date, mainly 
in an abridged form.

At present it is not possible to decide whether the psalmody 
and the other liturgical chants handed down in these manu
scripts represent the old layer of the Justinian era, or a later one.

The early group of these manuscripts dates from the thirteenth 
century. They were written in the days of the Latin Empire, 
when Constantinople, after being sacked and pillaged by the 
Crusaders in 1203, was in the hands of the Frankish Knights. 
The Fourth Crusade had ended in the disintegration of the 
Byzantine Empire, and a number of small states had been founded 
on its territory, partly Frankish, partly Greek?

The most important sources, however, for the study of liturgi
cal chant in the Offices of Vespers and Lauds, the two Codices 
mentioned already above (p. 117) of the National Library at

1 See p. 36, n. 3, and E. Werner, ‘The Common Ground in the Chant of Church and Syna
gogue’, Atti del Congresso Internaxionale di Musica Sacra (Paris, 1952), pp. 134-48.

2 Cf. A. A. Vasil iev, History of tbe Byzantine Empire, ch. ix, ‘The Fall of Byzantium’, Wisconsin, 
1952.
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Athens, MSS. 2061 and 2062, were written in the final phase of 
the Empire when the last Emperors of the Palaeologian dynasty 
sought in vain for help from the West against the rising tide of 
the Turkish conquests. In spite of the political decline of the 
Empire this last period showed a remarkable spiritual activity. AU 
those qualities that symbolized the greatness of Byzantine civiliza
tion in its hey-days were manifest again in a last glorious effort.

In this connexion we may mention the treatises about the 
liturgical ceremonies by Symeon, Archbishop of Thessalonica 
(1410-29); they are On the holy Temple’ (περί τον αγίου ναοΰ) 
and On the holy Prayer’ (?rept της θείας προσευχής).1 In the 
latter a detailed description of the celebration of the Morning 
and Evening Office in the 'Great Church’, i.e. Hagia Sophia in 
Thessalonica, is given.

Symeon, a fervent adherent of the old solemn celebration of 
Vespers and Lauds, laments that the chanted Office had come 
into disuse since the ‘Latins’ had enslaved the ‘City of Con
stantine’ and driven out the clergy; and when, after many years, 
they had come back, the old practice was forgotten and the 
secular clergy celebrated the service according to the monastic 
rule, where the Office was often held ‘by a single monk, without 
singing’.2 He states that even in Saint Sophia in Constantinople 
the chanted Office was celebrated only on three occasions—the 
feasts of the Exaltation of the Holy Cross, the Assumption, and 
the Commemoration of St. Chrysostom—and that the old order 
was celebrated now only in Thessalonica.

A few months after Symeon’s death, on 29 March 1430, Thes
salonica was occupied by the Turks under Sultan Murad II, 
who turned the Great Church into a mosque. Though incom
plete, the surviving manuscripts of liturgical chant containing 
the chanted Office, particularly the Athens MSS. 2061 and 2062 
from the Gymnasion library at Salonica3 give us a good idea of

1 Symeon Thessalonicensis arc hi epi scop us, opera omnia, P.G. civ, c. 3-5—61, and c. 535-669. 
We are indebted to O. Strunk for having drawn attention to Symeon’s treatises and to the MSS. 
containing the music of these Offices in his valuable study on ‘The Byzantine Office at Hagia 
Sophia’. This study is based on a paper which he read on 30 April 1954 at the ‘Symposium on 
Byzantine Liturgy and Music’ at Dumbarton Oaks in Washington, and which was published in 
Dumbarton Oaks Papers, IX and X (1956), 177-202.

2 Ibid., c. 555 a, b, and c.
3 O. Strunk, who has investigated the relevant MSS., regards the two MSS. Athens 2061 and 

2062 as the most important sources for the study of liturgical chant in the Offices of Vespers and 
Lauds. The same view is expressed by P. N. Trempelas in his Μικρόν Ευχολόγιαν, z vols. (Athens, 
1950 and 1955), ii. 173 sqq., in which the description of the Offices is based upon Cod. Athens 2061.
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the organization of the service, particularly in conjunction with 
Symeon’s treatise On the Holy Prayer’. Both manuscripts have 
on the first folios ‘the psalms and canticles as they are sung at the 
daily Vespers and Lauds’.1

Since in both manuscripts this section contains the regularly 
recurrent chants for the ferial days, i.e. the ordinary days of the 
week, these melodies are kept in a simple, mostly syllabic, or in a 
slightly ornamented psalmodic style, which makes a fluent cantil
lation possible. In the manuscripts they are mostly given in an 
abbreviated form as can be seen from the following examples, 
taken from Cod. Crypt. Γ γ v.

The first example shows the first group of Antiphons from the 
Feast of the Beheading of St. John the Baptist on 29 August, 
consisting of the first lines of Psalms xiv, xcvi, and cxi, followed 
by Alleluia.

Ps. xiv.
I. Mode

λον - i - a.

Ps. xcvi
III. Mode

' 0 Ku - pi - os t - βα - σί - Acu - ere, άγαλ - λι - ά - - - - οθω

ή γη' άλ - λη - ~ - ■ λοΙΊ - α.

1 Ρ. Ν. Trempelas, ibid., ρ. 199·
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Ps. cxi.
IV. pl. Mode

* —=^~—I?—?—=-* ·— z"—i*——z ----- -------------  - ^1’
Ma - κά - pt - os ά - νηρ ό φο - βον-μζ - vos τον .... Κΰ - ρι - ου

αλ ~ - λη λοΰ - ι - α.

(Ps. xiv. ι. Lord, who shall dwell in thy tabernacle? Alleluia. 
Ps. xcvi. i. The Lord has reigned, let the earth rejoice. Alleluia. 
Ps. cxi. i. Blessed is the man that feareth the Lord. Alleluia.)

The following example, taken from MS. Athens 2062, fol. 
20 v., shows at f a kind of shorthand abbreviation. The bracketed 
passage is not written out in the manuscript, because the melodic 
phrase was already written down.
Ps. xci. i

ι - α, a - γα - θον το έξ - ο - μα - λα ~ γζΐ - σθα,ι τώ

Κν - ρί - άλ - λη
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(Amen. It is good to give praise to the Lord. Alleluia, it is good to 
give praise to the Lord, alleluia. Alleluia, alleluia, alleluia.)

The rubrics in most of the manuscripts indicate which parts of 
the office are to be read by the priest, which are to be sung by 
one of the two Domestici, and which by one of the two choirs.

I cannot here describe in detail the composition of the music 
of the Morning and Evening Office. I can only give in the fol
lowing lines an indication of the character of the style of chanting 
in the daily Office, and I have chosen as an example the beginning 
of the Orthros, the Morning Office, on Monday. The transcrip
tion is based upon MS. 2062, fol. 3 r. and v., where we find the 
following rubrics:

On the second day the Priest begins the ceremony with 'Blessed be 
Thy Kingdom’ {Εύλογονμένη η βασίλεια) followed by the Diakonika1 and 
the 'Uphold, save, have mercy’ {Άντιλαβοΰ, σώσον, ελεησον). The Deacon 
says: 'And I slept’ (και ύ'ττρωσα), Ps. 3, v. 5, and the Priest: Of the most 
holy and immaculate’ {Της παναγίας και άχράντου). Now follow the incipits 
of the chants, taken from psalms and doxologies, interspersed with rubrics 
which follow in Greek.

1 Prayers in form of a litany, recited by the deacon; the more usual term for these prayers is 
Eirenika, because they begin with the words ’Ev Κυρίου δεηθώαεν (let us pray in peace to
the Lord). To each of these prayers the people answer with Kvpie ελεησορ (Lord, have mercy).

III. Plagal Mode
The Domesticus:

και γίνεται ϊκφώνησις· και -πάλιν ό δομεστικο?,
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Ekphonesis (The priest)

Ά - μην.

The Domesticus (Ps. iii. 5)

Έ - γώ e - ku - μή-θην και ΰ - πνω - ■ σα· δό

- ία σοι ό 0c - όϊ:

(The first Choir)?

*Ε - γώ ε - κοι - μή-θην και ν - ττνω - σα· δο: κτλ.

(The second Choir)?

Έ-γώ e- κοι-μή-θην και v - ιτνα> - aa' δό - ξα σοι ό θε ό;.

(The Domesticus)?

Jd'£a σοι d θε - os’ 3d - £a aoi‘ δο - ζα

fol. 3 v.

και πάλιν d upevs: 
en και eri. άντιλαβον. 
και d δομεστικός: τήν οικουμένην·

βε ----- df

The Domesticus

Τήν οι - KOV'- με - νην* Άλ - λη - λοιί - ϊ - α.
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The Domesticus (Ps. xvii. i)
καί ό ΐερεύ;·. Της παναγίας άχράντου.

Ά - μην· Ά - γα - πή

η I - αγυς μου' Λΐλ - Aij - λον ■* ι - α.

Λόξα και ννν. «·αί πάλιν ποιοΰσιν το αυτό.

Άλ - λη - λοιί - ι - α· - λη - λου - ι - α· 14 λ - λη - λοιί - ι

Mode II

- ξαν θε - οΰ' Έπ - ά - κου ~ σόν μου, Κύ - ρι - ε.
ΰπόψαλμος β"

From Symeon’s treatise De sacra precatione it can be seen that 
the rubrics in MS. Athens 2062 correspond in the main to the 
description of the ceremony which he gives in his chapter On 
the Chanted Orthros’ (P.G., vol. civ, c. 636-41) / but we also learn 
from his meticulous description that the priest’s part in the Office 
was much more extended, and that the chants were more often 
repeated than the rubrics of MSS. 2061 and 2062 reveal.

Even in the present, preliminary, stage of investigation the 
stylistic similarity between Byzantine and Latin psalmody is 
striking and forces upon us, as said in the beginning of this sec
tion, the need to trace both back to a common source. This is 
no new discovery. We may refer to the famous passage in Pope

1 Cf. also P. N. Trempelas, Μικρόν Εύχολόγιον, ii. 202—3.
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Gregory the Great’s letter to John, Bishop of Syracuse, where he 
refutes the accusation of having extended- the singing of the 
Alleluia outside Eastertime, and having thus followed the rite of 
Constantinople.1 Gregory defends the innovation. He did not 
imitate, he says, the use of any other Church. Tt is an old cus
tom, it goes back, as we know from Saint Jerome, to the rite of 
the Church of Jerusalem.’

1 See my article ‘Gregory the Great’s Letter on the Alleluia’, in Annales Musicologtques^ ii 
(Σ954λ 7-26·



CHAPTER XIV
WORDS AND MUSIC

FROM the study of the formulae we also come to understand 
the technique of Byzantine hymn-writers in adapting the melo
dies to the words of the hymns. As in Gregorian chant, a large 

number of texts are set to a single melody, and great skill was 
required to achieve a perfect union between the music and the- 
words. A new stanza had to consist not only of the same number 
of syllables as the model stanza, but it also had to have the stress 
accent in the same places, in order to make the highest points of 
the melodic curves coincide with the stresses of the verses.

If a line of the new stanza had one or two more unaccented 
syllables before the accented one than the model stanza had had, 
some notes without dynamic significance were inserted, either on 
the same pitch as the note to which they were added or leading 
up to it by steps.

It must, however, be pointed out that we do not regard every 
syllable as accented which bears an accent in writing, but only 
those syllables which carry the stress in the metrical structure. In 
Byzantine poetry the article, for example, in all genders and cases 
is treated as unaccented, and the same rule applies to a number 
of monosyllabic words, as καί, γάρ, μή, πώς, ών, and others.

The simplest way of setting a line to music is the recitation of 
a number of unaccented syllables on a repeated note, the tenor, 
followed by a cadence which starts on the note of recitation. This 
melodic type occurs frequently as an opening phrase in the first 
mode.

In the following table fourteen opening lines of hymns are col
lected, all of which are sung to the same melodic phrase. In two 
of the hymns, nos. 4 and 6, the melody starts on the first note of 
the cadence, in all the others one or three or five Isons on a pre
cede the Ison with Oxeia, the first accented note of the cadence. 
In ten out of fourteen examples the musical accent coincides 
with the metrical accent. This accent, however, is weak. The 
strong accent of the line is set on the two combined notes, g-a, of 
the cadence, which coincides in thirteen out of fourteen cases 
with the metrical accent. The exception occurs in the fourteenth 
example on the word Άββακούμ, which derives from the Hebrew.
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The Greek metrical rules do not apply to this word, just as 
in Gregorian Chant the principles of Latin metrics do not 
apply to Hebrew names.

Iviron
ω Σοΰ V ,τρο - παε - οΰ - X°s δε - - α fol. i r.
(2ί Ά - κη κο - ως 0 προ - Φύ - της 4V.
(3) ι Τόν €V σο φί - α ΑΉΧ λό - 10 r.
(4) 'Ρη - μα τυ ραρ - ρου 11 r.
(5) Τφ δί α - βά - σαν - τι 11 r.
(6) - θρα ~ κα πυ - ρος 12 r.
(7) 7 ω - ναν TOP προ - Φύ - την 14 V.
(8) Έν τω βρον - τω - Sa κα - μί - Ptp 15 r·
(9) Σέ την ού - ρα - νών V - λο τε - ραρ 17 V.

(ίο) Τον τούς ν - μνο - λό - γους ευ κα " μί, - νω 18 r.
Οϋ Χαί - ροις τδ της παρ - θε - νί - ας καν - χη - μα 19 r.
(ΐ2) Την σην εν - αρ - θρώ - πη - atv 21 r.
(ΐ3) '0 κη - τα φλοι δον - με - νος 21 V.
(ΐ4) Θε - ο -' πτι - κώς δ Άβ - βα κούμ 14 r.

In another opening the recitation on a is interrupted by the 
lower fifth on d, which either coincides with the first accented 
syllable, or is used as a preparation for it. Whether the first or 
the second method is applied depends upon the rhythm of the 
lines to which the formulae are set, or upon the words which are 
to be emphasized by the interval of the fifth.

It also frequently happens that the lower fifth is repeated two 
or three times before the voice leaps up to the t&nor on a.

In the following three tables a number of initial phrases are 
collected to show the three variants (A, B, C) of the same type.

(I) ‘ Ο προ - φη - της
(2) Ha - γι - a) - θεΐ - σα
(3) He - ποι - kcX -με - νη
(4) - νί - κην - ται
(5) A - να - στά-σε - ως
(6) Όρ - θρί-σω-μεν
(?) ; Αν - τη
(8) 'Ο θει - ό - τα - τος
(g) Όρ - θρί-ζον-τες

(ίο) X ττόρ - ρη - τοι»

Iviron 
fol. 2 r.

ρευ - στη ον - σί - α 3 ν·
τη θεί α δδ - ζη 3 ν·

της φν - (σεω?) 4 Γ·
η - με - ρα ξΤ.
0ρ - θρον βα - θε -ως J r-
η (κλητη) J V.

5ν·
σέ άν - ν - μνον - μεν 6 Γ.
τό της παρ - θε - νον 8 Γ.
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B

3:
τ------------------9------ ρ — Iviron

ω '0 φω - τί - σας ΠΪ ε’λ - λαμ - ψει fol. i r.
<2) Jow - λεί - OS Χρι - στοΰ 2 V.
(3) Κατ - ηλ - 6es τοΐς 5 v-
(+) '0 τταΐ - Sas εκ κα - (κοκ) 5 v-
(5) Φω - τί - ζον φω - τί - (ξου) 5 v·
(6) [Θε - os ώμ el - ρή- (wjs) 7 r.
(7) Προ - W - J7U - ων την ev - 1[σαρκον) 10 r.t rσ π r >

fc— — =£=ΞΓ^-—Λ—
-----_JX——Ν-

—- 9~—\- 9'
y · —9— V" ■ —_ί__ Ξ 1 4----- —

Iviron
(Ο ‘0 V - ψών τό Κ€ - pas τών «S σέ fol. 2 v.
ω Προ - ο - ρών σου λό ye. την Φρι " κτην 2 V.
(3) Της κα - μί - νου την φλό - γα οί τρισ - (όλβίΟί) 3 r-
(4) Κα - τα βή τω ως δρό - GOS 12 V.
(5) Την ω ~ δην A - να - νί ου τω άν - °·ρ - (χψ)i 20 r.

In a third opening passage of the first mode the melodic and 
metrical accents coincide in all cases. The cadence starts with a 
group of three notes b$-c-a, as can be seen from nos. 12,16, 17, 20, 
and 21; it is preceded by a tenor on a which consists of one, two, 
three, or six unaccented syllables; but it may be noticed that a 
is treated as an essential part of the formula when the line starts
with an unaccented syllable:

—Λ -fe !»c V V -S. V—>
1

—-Κ—Λ—
Ϊ -------9-------9 9------ 9------ e—i

--- ------ρ---

7^—---------------------- ------------ \.-λ
Iviron

ω Έ - KV — κλω - σςν η - μας fol. i r.
ω ‘Ev σοι nap - 8e - ve 3 r·
(3) 'A - λι - o - nov - το - ye res κη - τώ - ev 4 r.
(4) Έκ vu KTOS op - θρί - ζον - τε$ φ v.
(5) Ώς ev ne λά - γα τον βι - ου 4 V.
(6) EI - κό - VI λα - τρεΰ - etv 4 v.
U) Tov ev φλο yi ττυ - pos 5 r-
W Χρι - στοί γςν - να - ται 6 v.
(9) Πι - κρας δον - λεί ~ ας 6 v.

(ίο) Τώ παντ - ά - να - κτος 8 v.
(") Ώς οί παΐ - δες ηά - λαι 9 v·
(12) Μά * γα τό μυ - (στηριον) IΟ V.
(13) Ό ΰ ■- no ψή ~ ttjs εις τυ - πον IO V.
(14) *0 - τι Θε OS σαρ - κοϋ - ται- ii r.
(iS) Τό φα - ει νόν η - μιν έξ 14 r.
(16) A - σω μεν φ ~ (σμα) 14 v.
(17) “1 - δε - τε, ΐ - (δετε) 14 v.
(x8) Την στει - ρω Set - σαν μου φν - χην r5 r·
(£9) Προ - φη - n κώί βο - ώ - σι 16 r.
(20) Δί - δα - ξον η " μας ttol - (dv) 16 v.
(21) Έ - λαμ - φ€ν Φ χά - P<-s 17 v»
(22) Την a - κο ό προ - φη - της 19 V.
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These examples will be sufficient to show how Byzantine 

hymnodists adapted the words of new Odes to the melody of a 
traditional Hirmus. It would be beyond the scope of the present 
outline to give a more detailed account of this technique of com
position. For further information about the technique of botfi 
Hirmi and Stichera I must refer to Parts II and III of my book 
Eastern Elements in Western Chant, where detailed analyses of the 
formal structure of Byzantine melodies and the setting of words 
to music will be found.

A few words must be added about the more elaborate tech
nique which was used when words were fitted to the melody of a 
Sticheron. Melodies of a simple, more or less syllabic type, Tor 
example the Anastasima Anatolika, do not differ from the Hirmi, 
as can be seen from the following examples, which are taken from 
Tillyard’s The Hymns of the Octoechus :T

Την των πα - θών θΐί - αν μω - Λω - πω - σνν . . Dalass., 
fol. 280 r.

, . Tillyard, ρ. 8.

Eu - φράν - θη - Te ού - ρα - νοί Dal., fol. 279r· ■
Τ.,ρ. 3.

0 - Te προσ ~ η - λώ - βη$ τώ - λω Dal., fol. 279ν·
Τ., ρ. 6.

(+1

Τώ ζω - ο - δό - χω σον τά - φω , , Dal., fol. 279 ν·
Τ,, ρ. 4·

Of the same simple type are many of the Stichera for minor 
feasts of saints, as can be seen, for example, from the Sticheron

1 M.M.B., vol. iii (1940).
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Της ουρανίου γνώσεως in honour of St. Denys the Areopagite on 
3 October, transcribed from Cod. Dalass., fol. 3or· (Appendix II, 
No. i). To a slightly more ornamented type belong a large group 
of hymns composed partly for the Proper of the Saints, partly 
for the Proper of the Season. As an example of the latter type 
we may quote the famous hymn of the nun Kasia, 'Lord, the 
woman fallen in many sins’, which is sung at Matins on Wednes
day in Holy Week. A transcription of the melody, from Cod. 
Dalass., fol. 23 2 v·, is given in Appendix II, no. 9.

Κύριε, η εν πολλαΐς άμαρτίαις 
περιπεσοΰσα γυνή 

την σην αισθομενη Θεότητα, 
μνροφόρου άναλαβοΰσα τάξιν, 

όδυρομενη μύρον σου 
προ τοΰ ενταφιασμόν κομίζει. · 

Οιμοι· λεγονσα, 
οτι νυζ με σννεχει 
οΐστρος ακολασίας, 

ζοφώδης τε καί ασέληνος 
ερως της αμαρτίας’

δεξαι μου τάς ττηγάς τών δακρύων, 
ό νεφελαις στημονίζων 

της θαλάσσης τδ ύδωρ · 
κάμφθητί μοι

προς τους στεναγμούς της καρδίας, 
ό κλίνας τούς ουρανούς

τη άφράστω σου κενώσει· 
καταφιλησω τούς άχραντους σου πόδας, 
άποσμηξω τούτους δε πάλιν

τοΐς της κεφαλής μου βοστρύχοις· 
ών εν τώ ΙΙαραδείσω

Ενα τον δειλινόν 
κρότον τοΐς ώσιν ηχηθεΐσα, 

τώ φόβω εκρύβη· 
αμαρτιών μου τά πληθη 

καί κριμάτων σου αβύσσους 
τις εξιχνιάσει, 

ψυχοσώστα, Σωτηρ μου ; 
μη με την σην δούλην παρίδης 

ό άμετρητον εχων το μεγα ελεος.
(Lord, the woman fallen in many sins, seeing Thy Divinity, Taking the 

part of myrrh-bearer, wailing bringeth to Thee myrrh against Thy burial;
8i8i a a
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'Alas!’ she crieth, ‘for that night is to me the wildness of sin, dusky and 
moonless, even the love of transgression; Accept the springs of my tears, 
Thou who with clouds partest the waters of the sea; Bend to the groanings 
of my heart, who hast brought down Heaven by Thine ineffable humilia
tion. I will kiss Thy stainless feet, I will wipe them with the hair of my 
head; Thy feet, whereof when Eve in Paradise heard their sound, she hid 
herself for fear; The multitude of my sins and the depths of Thy judgement 
who shall explore, Saviour of souls, my Redeemer? Forget not me, Thy 
servant, Thou, whose mercy is infinite!’) Translation by H. J. W. Tillyard.1

1 Byzantine Music and Hymnography (1923), p. 30.

The blending of words and music, however, becomes more 
subtle in the richly ornamented Stichera for Christmas and for 
Lent and Easter. For these feasts the most extended Stichera 
are written, as can be seen from the examples in Appendix II, 
Nos. 2-8, io-ii, which are representative of the greater part of 
the hymns sung during these feasts.

Byzantine hymnodists paid great attention to keeping the 
right balance between the text and the music. The words to 
which an ornament was set were well chosen. As in Plainchant, 
the ornaments were generally set to words which could be em
phasized, but which were not of primary importance for the 
understanding of the phrase. It is essential to point out this fact, 
because the practice of Byzantine composers is entirely different 
from that of Western composers in the seventeenth and eighteenth 
centuries, who set the coloraturas to the most important words 
of the phrase.

Let us take, for example, the Christmas Sticheron (Cod. Dalas-; 
sinos, fol. 9iv) which is transcribed in Appendix II, no. 7:

ζΐεΰτε χριστοφόροι λαοί, κατίόωμεν 
θαΰμα πάσαν έννοιαν 
έκπλητταν και συνέχρν, 
και εΰσεβώς άννμνοΰντες 
πίστει προσκυνήσω μεν.
Σήμερον προς την Βηθλεέμ 
εγκυμονούσα κόρη παραγίνεται 
τοΰ γεννησαι τον Κύριον, 
χοροί δε αγγέλων προτρέχουσι. 
Και ταΰτα βλέπων 
έβόα ’ Ιωσήφ ό μνηστωρ ’ 
Τί το έν σοι ξένον μυστήριον, παρθένε;
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καί ττώς μέλλεις λοχεΰσαι, 
η άτταρόζυγος δάμαλίν;

(Come, Christ-bearing people, let us look upon the marvel which con
founds thought and holds it bound, and raising a godly hymn, let us wor
ship in faith.

To-day the Virgin who became pregnant comes to Bethlehem to bring 
forth the Lord, and choirs of angels run before her. And seeing this, 
Joseph, her betrothed, cried, Ό Virgin, what is this strange mystery 
within thee? and how is it possible for thee to bring forth, thou, the heifer 
that hath not felt the yoke?’)

The Sticheron is written, for the most part, in the hirmological 
style: one, two, or three notes are set to a syllable. But there are 
three extended melismata: the first, as the opening, to the word 
Δεϋτμ the second, at the beginning of the second section, to the 
word Σήμερον, the third, at the end, to άπει,ρόζυγος. There are 
also two shorter melismata, set to βλεπων and μνήστωρ :

Σή - μς - - - - - pay . .......................................................................

Καί τα.ΰ - τα βλε πων
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(‘)

6 μνη * - - * - στωρ

Here, as in so many other Stichera, a perfect setting of the 
poem to music is achieved. The dynamic marks on the melismata 
underline the ecstatic character of the music, which is in keeping 
with the dramatic language of the poem. But it would be a 
mistake to consider the setting of the words to the music in this 
hymn as the individual work of the composer. We find; another 
Sticheron of exactly the same type among the Troparia sung 
during the sixth Hour on Good Friday:

Δεύτε χριστοφόροι λαοί, κατίΒωμεν 
τί συνεβουλεύσατο
Ιούδας ό προΒοτης 
συν ίερεΰσιν άνόμοις 

ζ κατά, τον Σωτηρος ημών.
Σήμερον ένοχον θανάτου
τον αθάνατον Λόγον πεποίηκαν 
και Πιλάτω προΒώσαντες 
εν τδπψ Κρανίου εσταυρωσαν. 

ίο Και ταΰτα πάσχων
εβόα ο Σωτήρ ημών λόγων·
"Αφες αυτοΐς, Πάτερ, την αμαρτίαν ταυτην, 
όπως γνώσι τά έθνη
την εκ νεκρών μου άναστασιν.

(Come, Christ-bearing people, let us see what counsel Judas the traitor 
took against our Saviour with the perfidious priests. To-day they con
demned to death the immortal Word, they delivered Him to Pilate, and 
crucified Him at the place of the skull. Suffering this, our Saviour cried, 
saying, ‘Father, forgive them this sin, so that the nations may acknowledge 
my Resurrection from the dead,’)

On examining the music we find a surprising similarity between 
the melody of the Christmas hymn and that of the Holy Week 
service (see Appendix II, No. 8). We find extended melismata set 
to Δεΰτε and Σήμερον, and shorter ones to πάσχων (which corre
sponds to βλόπων in the Christmas hymn) and to ημών, λόγων 
(which corresponds to ό μνήστωρ). But the extended melisma to 
άπειρό ζυγός, which emphasizes so well the striking phrase applied
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to the Virgin, has no parallel in the Good Friday hymn; here we 
only find a short melisma on the first syllable of άνάστασιν.

The dramatic element which is apparent in these Stichera 
becoihes even more obvious in a group of Troparia from the 
Nativity cycle, some of which are ascribed to Sophronius, Patri
arch of Jerusalem 634-8. The cycle opens with the jubilant hymn 
Βηθλεέμ, ετοίμαζαν, ‘Bethlehem, get ready! The manger shall be 
prepared’, in which the narrator announces the Nativity of Our 
Lord. In the following hymn, Τάδε λέγει ’Ιωσήφ, ‘Thus speaketh 
Joseph to the Virgin’ (Appendix II, No. 3), the narrator introduces 
Joseph, astonished and disturbed, demanding an explanation of 
the strange event which is taking place:

Μαρία, τί τό δράμα τούτο 
ο έν σοι τεθέαμαι ;

She has brought forth hastily and in concealment. And again he 
asks: ‘ Μαρία, τί τό δράμα τοΰτο;. In a group of antitheses he 
reminds her that instead of honour and happiness she has brought 
sorrow and shame upon him; and, for the third time, he asks her 
to give an explanation.

Both the words and music of the hymn are of the highest artistic 
quality. The repetition of the phrase, Μαρία, τί τό δράμα τοΰτο, 
with the passionately extended melisma on τοΰτο, is most im
pressive, and shows how perfectly the composer succeeded in 
building up a powerful dramatic situation in a few lines.

In the following hymn, Νυν προφητική πρόρρησις, the narrator 
paraphrases the verse from Matt. ii. 6, ‘And thou, Bethlehem, in 
the land of Juda, art not the least among the princes of Juda’. 
The same exultant mood is maintained in the hymns Οΰτος ό 
Θεός ημών, ‘This is our God’, and Upo τής γεννήσεως τής σής, 
‘Before Thy birth, O Lord’. But the dramatic element returns 
in the next hymns: ’Ιωσήφ, είπε ήμΐν, ‘Joseph, tell us’, and 
Δεΰτε πιστοί, ‘Come hither, ye faithful’. "Ακούε, ουρανέ, ‘Hear, O 
heavens and give ear, 0 earth’ follows, taking the vision of 
Isaiah, which begins with the same words, as the annunciation of 
the Incarnation of Our Lord. The content of these last hymns is 
summed up in Δεΰτε χριστοφόροί, ‘Come hither, Christ-bearing 
people’, the hymn which we have already analysed.

The next hymn, Έξεπλήττετο ό 'Ηρώδης, ‘Herod was astounded’, 
completes the picture by introducing the hostile element which 



358 WORDS AND MUSIC
is conquered by the Incarnation. Now comes the answer of the 
Virgin to the reproaches of Joseph, in the hymn 'Ότε 'Ιωσήφ 
(Appendix II, No. 5). In ecstasy, overwhelmed by the ‘awful 
mystery’, the Virgin comforts Joseph. She begs him to put away 
all fear, and tells him that ‘God has descended upon earth* and 
has assumed flesh, ‘He whom the angels unceasingly celebrate 
in song and worship together with the Father and the Holy 
Spirit’.

This hymn is, poetically and musically, the highest point of the 
cycle. As in the hymn of Joseph’s reproaches, the narrator has 
only a short introductory passage, and the entire hymn consists 
of the words of the Virgin. The dramatic elenjent is strongly 
accentuated: the melismata on λοιπόν and on γάρ create a ten
sion by which the following words άπόθον φόβον άπαντα and επί 
τή$ γήζ are emphasized. The extended fiorituras on άγνοών, 
άπαντα, and πλησθείς, on the other hand, introduce an element of 
mystical emotion. The tension has been raised to such a climax 
that a continuation of hymn-singing would produce an anti
climax. Rightly, therefore, the cycle ends abruptly with a kind 
of finale on the hymn Σήμερον γενναται, εκ παρθένον, ‘To-day from 
the Virgin is born’.

The dramatic element in the Nativity cycle is so obvious that 
it is not going too far to suggest that we have before us one of the 
oldest specimens of a Nativity play, built around the dialogues 
of Joseph and the Virgin. This type of hymn goes back to the 
Syriac poetical genre of the Sogitha, hymns in the form of 
dialogues, which flourished in the fifth century. The ancient 
Sogitha seems to have derived from poems which were sung by 
the Precentor, who introduced the monologue of a Biblical person. 
Two precentors may have come into action when the old form of 
monologue was superseded by dialogue. Among the Sogitha for 
the Nativity feast, monologues of the Virgin were outstanding. 
They belong to the oldest layer, since from dogmatic reasons they 
must have been composed before the outbreak of the christo- 
logical controversy.1 Hymns in which the Virgin addresses her 
Child can already be found in the ‘Nativity Hymns’ by Ephraem 
the Syrian.2

1 Cf. A. Baumstark, ‘Die christlichen Literaturen d. Orients’, Satnmlung Gbscben, i. 100.
2 Cf. Schaff and Wace, A Select Library of Nicene and Post-Nicene Fathers, Second Series, xiii. 

245~7·
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Sophronius, who was born at Damascus and spent many years 

as a monk at the Theodosius monastery near Jerusalem, certainly 
knew either the Nativity hymns of Narsai of Edessa, who lived 
at the end of the fifth century, or later hymns modelled upon 
them in Syriac or Greek. We may regard the established cycle 
of the Nativity hymns, which obviously grew out of a smaller 
group in the early days of the Byzantine Church, as the proto
type of the religious drama of the Middle Ages.

We may close our investigations into the setting of words to 
music with an analysis of the Sticheron *Ω ττώ? ή παράνομος 
συναγωγή (Appendix Π, No. n), which is sung at Vespers on Good 
Friday.1 The text is a paraphrase of the Troparion Τάδε Aeyet 
Κύριος τοΐς 9 Ιουδαίο ις, sung during the sixth Hour on the same 
day.2 Τάδε Aeyet Κύριος forms part of a group of twelve Troparia 
which belong to the oldest layer of Byzantine hymnography; 
they also are attributed to Sophronius. The relation of the text 
of the Troparion to that of the Improperia of the Roman rite is 
striking.3

1 ‘Triodion (Rome, 1879)» ρρ· 7Ο3~4·
3 Cf. Eastern Elements in Western Chant, pp. 22-3.

Like the Nativity hymns the Troparion *Ω πώς is divided into 
two sections: the introduction of the Narrator, and the words of 
Our Lord. Both sections open with a passionate outcry, which is 
sung to an extended melisma. But while the rest of the words of 
the narrator are set to music in the hirmological style, i.e. one, 
two, or three notes to a syllable, the ‘Reproaches’ are composed 
in a richly ornamented style. This can be shown by printing the 
words and syllables which are emphasized by melismatic formulae 
in heavy type:

”Ω ιτώς
ή παράνομος συναγωγή 
τον βασιλέα τής κτίσεως 
κτατεδικασβ θανάτω, 
μή αιδεσ^εϊσα τά? ευεργεσίας, 
άς άναμιμνήσκων προησφαλίζετο 
λεγων προς αυτούς-
Λαός μου, 
τί εποίτμτα ύμΐν ; 
ου θαυμάτων ενεττλησα τήν Τουδαίαν ; 
ου νεκρούς εξανεστησα μόνω τω λόγω ; 
ου πάσαν μαλακίαν

2 Ibid., pp. 692-3.
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βί?€ράττ€ΐ»σα καί νόσον ;
τί ουν μοι ανταποδίδατε ;
εις τί άμνημονεΐτέ μου ;
αντί τών Ιαμάτων 
πλη/άς· μοι επιθεντες, 
αντί ζωής νεκροϋντες, 
κρεμώντες επί ξύλου 
ώς κακοΰργον τον ευεργέτην, 
ώς παράνομον τον νομοδότην, 
ώς κατάκριτον τον πάντων Βασιλέα. 
Μακρόθυμε Κύριε, δόςα σοι.

(How could the lawless council condemn, to death the King of the Crea
tion, not regarding his benefactions, which he called to mind and affirmed 
beforetime, saying to them, ‘My people, what have I done unto you? 
Have I not filled Judaea with miracles? Have I not raised the dead with 
my word alone? Have I not healed all sickness and disease? And now, 
what return are you making to me ? Why are you unmindful of me ? In 
return for the healings you have given me .blows, for life, you are putting 
me to death, hanging upon the cross the Benefactor like a malefactor, the 
Lawgiver like a lawbreaker, the King of the universe like a condemned 
man.’ Forbearing Lord, glory to Thee.)

* An examination of the words and syllables which carry a 
musical ornament shows clearly the skill of the musician who 
worked out these embellishments so that ornaments are never 
placed on words which are essential for the understanding of the 
text. The antitheses, for example, are composed in the syllabic 
style; the melisma on Ίουδαίαν only begins on the last syllable, so 
that the word can be clearly heard. In other cases the melodic 
line is drawn so carefully that the singer can pronounce the word 
distinctly before the actual ornamentation begins.

This most elaborate technique of setting words to music is one 
of the finest achievements of Byzantine hymnography in its best 
period. In fact, now that the intimate relation between words 
and music has been recognized, it is obvious that we should no 
longer consider the poems apart from the melodies, nor the music 
apart from the texts.

From our studies in Plainchant we are accustomed to consider 
words and music as a unity. The subtlety of the Byzantine 
technique of blending words and music surpasses even the 
achievements, so justly admired, of Plainchant, although both 
poets and composers of Byzantine hymns were forced to keep 
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closely to a prescribed pattern, a restriction which, from the 
technical point of view, made their task much more difficult.

The art of a nation is generally judged by the best works it has 
produced. Until the present day it was impossible to do justice 
to Byzantine hymnography, since only one part of it, its poetry, 
was studied. But here too the approach was one-sided. Scholars 
favoured, as has been already said, the early period of Byzantine 
poetry, which produced the Kontakion, and rated this kind of 
poetry much more highly than the longer forms of the later 
period, the Kanon. The lesser forms of Byzantine hymnography, 
particularly the Stichera, were unduly neglected.1

From an extended study of the subject, however, it becomes 
evident that the peak of later Byzantine hymnography is reached 
in the Stichera of the Nativity cycle and in those for Lent and 
Holy Week. The kernel of both goes back to the days of the 
Early Christian Church;2 but generation after generation of 
Byzantine hymnographers remodelled the old Troparia and 
added new ones to the original stock.

The same is true of the music. The special technique of musical 
composition, which consisted in connecting together certain 
groups of formulae and cadences, enabled the musicians to write 
a number of variations on a given theme. The advantage of this 
kind of technique is obvious. The congregation heard the well- 
known musical phrases in every new Sticheron, but arranged in a 
different way, and connected by new transitional passages. They 
must have taken pleasure in hearing musical phrases which were 
familiar but were linked together in an unexpected way, just as a 
modem audience takes pleasure in the recurrence of the themes 
in a movement of a symphony.

The repetition of a musical phrase in a slightly varied form, and 
the division of the melodic line by clearly worked out cadences 
are, as a matter of fact, the most important principles in musical 
composition, because by these two factors the sense of form is

1 An exception which must be mentioned is P. Kilian Kirchhoff’s translations into German of 
the hymns of the Triodion and Pentekostarion, and his evaluation of them in the introduction 
to the six volumes of his work: cf. Die Ostkircbe betety 4 vols., Leipzig, 1935-7, and Osterjubel 
der Ostkircbe,, 2 vols., Regnsburg-Munster (imprim. 1940). I wish to pay homage here to the 
memory of this great priest and scholar, who was executed in 1942, before he could see his 
work finished.

3 Cf. my article, ‘The Nativity Drama of the Byzantine Church’, J.R.S. xxxvli (1947), 
PP- 145-51·
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produced in the listener. These principles are worked out in an 
admirable way in Byzantine melography, particularly in the 
melodies of the Sticheraric genre.

The time has come, at last, for the recognition of the high 
artistic qualities of Byzantine hymnography. Those of our pre
decessors who did not realize the greatness of what must be con
sidered an integral part of Byzantine liturgy are not to blame. 
They had access only to the texts of the hymns. Now that the 
music can be read again, we can appreciate Byzantine hymns as 
they were sung in the apogee of the Eastern Empire. We learn 
what an important part they played in the liturgy. We are 
beginning to distinguish between routine work and hymns which 
show the marks of an inspired mind.

But we must also realize that we are only at the beginning of 
the work which needs to be done. It will be the task of those who 
continue our work to bring to life the music which we undertook 
to decipher in the belief that Byzantine music, the legacy of the 
Early Christian Church, had an equal share of those qualities 
which for centuries made Byzantium the artistic centre of the 
Christian world.

And now, after sufficient music has been deciphered, we are 
satisfied that our instinct has led us right, and that the hymno
graphy of the Orthodox Church can take its place among the 
great achievements of Byzantine civilization.



EXCURSUSES
Excursus p. 37

It was the Psalter of David which in the first centuries of our era slowly 
replaced all the other songs which Christians used to sing. But they missed 
chants which they had been used to hearing; thus, e.g. the Psalter did not 
contain the 'Song of Victory1 of Moses (Ex. xv) by which the baptized 
used to thank God for their salvation, nor the 'Song of the Three Holy 
Children’ (Dan. iii. 52-88), nor, from the New Testament, the Magnificat 
(Luke i. 46-55). Thus we find in Codex Alexandrinus the fourteen biblical 
songs which are called Odes. In four studies H. Schneider has given the 
history of the development of the Odes in Eastern liturgy, in Biblica, 
vol. xxx (1949): (1) 'Die biblischen Oden im christlichen Altertum’, pp. 28- 
65; (2) 'Die biblischen Oden seit dem VI. Jahrhundert’, pp. 239-72; 
(3) ‘Die biblischen Oden in Jerusalem und KonstantinopeF, pp. 433-52 ; 
(4) ‘Die biblischen Oden im Mittelalter’, pp. 479-500. H. Schneider shows 
that from the series of fourteen Odes in Codex Alexandrinus a definite 
series of fourteen Odes soon evolved which is found in the fifth century in 
Greek, Syrian, Coptic, and Armenian manuscripts and which kept for a 
particularly long time its liturgical place towards the end of the Evening 
Psalter in Constantinople.

The transformation of the fourteen Odes series to that of nine Odes was 
the work of monastic circles in Jerusalem during the fifth and sixth cen
turies. With the rise of the sung Kanons, at the end of the seventh cen
tury, which were modelled upon the nine Odes, the biblical canticles lost 
their liturgical significance and maintained their place only in Lent in the 
Morning Office.

Excursus p. 40
The practice of responding to each verse of a canticle with the repetition 

of the first verse in full, or its second half, can be seen from the rubrics of 
the Typikon, Cod. 43 of the Holy Cross Library in Jerusalem, dating from 
1122, published by A. Papadopoulos-Kerameus in Analecta Jerosolym. 
Stachyologias, vol. ii. Here, on p. 182, it is ordered that the Song of Moses 
and the Song of the Three Holy Children (Dan. iii. 52-88) shall both be 
chanted during the Easter Vigil by three Psaltae and that after each verse 
the choir shall answer with εΤδό£α>ϊ γάρ δεδό^ασβαι (for He has triumphed 
gloriously) (Ex. xv. 1) and υμνείτε καί νπερυψοΰτε αυτόν eis τους αιώνας 
(Praise and exalt Him above all for ever) (Dan. iii. 57). The Triodion 
(Rome, 1879), p. 757, has the rubric that the Anagnostes shall recite the 
following Canticle of the Three Holy Children ‘and we sing after each verse 
Τόν Κύριον vp.v€tT€ (Praise the Lord, etc.)’.
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This kind of responding must have been taken over from the Jewish 
Service, because we find it described in the Apostolic Constitutions (F. X. 
Funk, Didascalia et Constitutiones Apostolorum (2 vols., Paderborn, 1905), 
ii. 57, p. 161) which belong to the early fourth century: 'Here it is said that 
from an elevated place the Reader (αναγνώστης) should read lessons' from 
(the five books of) Moses, from Joshua, the Judges, the Kings, the Parali
pomena, and from the Return (from the captivity in Babylon), and also 
from Job, from Solomon, and from the sixteen prophets. At the end of each 
of the two Lessons another Anagnostes shall sing the hymns of David and 
the people shall come in with the last part of the verse (τά άκροστίχια ύπο-τ 
ψαλλ&τω).

The same practice was taken over in Western liturgy. It is preserved in 
the Roman Breviary, as can be seen from the Invitatorium in the Matins 
on Sundays from the Octave of Epiphany to Septuagesima: here, alterna
tively, after each verse either the whole first verse 'Venite, exsultemus 
Domino: Jubilemus Deo salutari nostro’, or its second part 'Jubilemus 
Deo salutari nostro’ is repeated. At the end is here, too, the Doxology, 
followed by 'Jubilemus Deo salutari nostro’. The plan obviously derives 
from Psalm cxxxv in which the repetition of on els τόν αΙώνα τό cAeo? αύταϋ— 
quoniam in aeternum misericordia eius runs from the first to the last verse. 

Excursus p. 53
Pachymeres, Harmoniai,' cf. P. Tannery, ‘Quadrivium de Georges 

Pachymere’, Studi e Testi, xciw(i94o), 97-199, particularly p. 100,

Excursus />. 62
Mesarites’s description of the Church of the Apostles has been the sub

ject of a valuable study, in which particularly the borrowings from 
Libanius’ Oration in praise of Antioch (Orat. XI) are mentioned. I refer 
to G. Downey’s 'Nicolaos Mesarites: Description of the Church of the 
Holy Apostles at Constantinople’, Transactions of the American Philo
sophical Society, N.S., vol. xlvii, part 6 (Philadelphia, 1957). According to 
Downey (p. 865, n. 1) the elementary students were installed ‘in a colon
naded peribolos out of which there opened “seats of the Muses”, i.e. 
schools’. On the western side, as part of the Trivium, was the teaching of 
the choirboys in singing. In the Pronaos (ibid., p. 894, n. 2) the advanced 
courses of the Quadrivium were taught, to which the course on arithmetical 
subjects belonged. In that course students discussed relations of numbers 
and of geometry, and next to them, others the mathematical foundations 
of musical theory.

Excursus p. 84
The Council in Trullo took place in the autumn of 691, as Pargoire, 

L’Eglise byzantine de d 847 (Paris, 1905), has shown. I have therefore 
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corrected the date (692) of the first edition. See also S. Salaville, 'La 
Formation duCalendrier liturgique byzantin, etc.’, Ephemerides Liturgicae, 
vol. 1 (Rome, 1936), p. 33, n. 8.

Excursus ^.85
L. Brehier, in 'La Civilisation byzantine’, Le Monde byzantin, iii (Paris, 

1950), 104, rightly points out that the historians neglected the theatre 
because their interest was concentrated upon the Hippodrome. The best 
study on it is still an article by A. Vogt, ‘Le Theatre a Byzance et dans 
FEmpire du ive au xuie siecle. I. Le Theatre profane’, Revue des ques
tions historiques, lix (Oct. 1931), 257-96. Here we learn that a theatre was 
built in Byzantium by the order of Septimius Severus, facing the temple 
of Aphrodite on the cliffs near the sea. It was known as 'The Great 
Theatre’ and remained at that place until the end of the Empire. It was 
the theatre the court used to visit. For the rising population, however, 
one theatre did not suffice—Antioch, Alexandria, Berytos, Gaza, and 
Caesarea had their own theatres; Constantinople, the capital, needed more 
than one. A second theatre was built, probably in the fifth century, and 
called 'The Little Theatre’; a third was built near the Blachernae quarter, 
and a fourth in Syke or Galata.

Excursus p. 86
Pompa diaboli. The exact meaning of the term πομπή—pompa, of which 

S. Reinach has made a study in an article ‘Satan et ses pompes’, published 
finally in Cultes, Myihes et Religions, i2 (Paris, 1908), 347-62, has been 
investigated by several scholars. One of the last contributions came from 
H. Rahner, S.J., ‘Pompa diaboli. Ein Beitrag zur Bedeutungsgeschichte 
des Wortes πομπή—pompa in der urchristlichen Taufliturgie’, Zeitschrift f. 
Kathol. Theol. Iv (1931), 239-73. Rahner argues that all nuances in the use 
of the word pompa can be reduced (a) to everything connected with the 
public spectacles, (&) to things connected with delusive splendour. J. H. 
Waszink, in his article ‘Pompa Diaboli’, Vigiliae Christianae, i (1947), 
13-41, sums up all the existing interpretations and comes to the conclusion 
that all the nuances of the meaning find an explanation in the association 
of the term in early Christianity with pompa circi.

Excursus p. 99
Acclamations were shouted when a king was anointed in Israel: ‘And 

you shall sound the trumpet, and shall say: God save King Solomon’ 
(1 Kings i. 34). A similar enthronement ritual is found in Babylonian 
texts; there ‘songs were sung by the rejoicing populace and by choirs of 
professional singers'. See C. H. Kraeling and L. Mowry, ‘Music in the 
Bible’, The New Oxford History of Music, i (1957), 290.
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Excursus p. 108
Organs. In a series of four articles in Revue de Musicologie, 1929-33, 

Mahmoud Raghib collected excerpts from a number of Turkish sources 
which confirm the use of organs in Christian churches in the East. He 
quotes (ibid., no. 36, Nov. 1930, p. 262) the report of a Turkish traveller in 
1075 who describes the organ and says that The instrument is played on 
certain days in the majority of churches’. A. Gastoue, in his Notes sur 
Vorgue en Orient in the same journal (no. 33, 1930, p. 20), rightly draws 
attention to the fact that the Byzantines had organs in their churches at 
least at the time when the Turks took possession of the country. He points 
out that the Turkish musicians were unable to play these instruments 
because they were used to different and much smaller intervals than the 
Byzantines. Gastoue confirms an opinion which I had expressed since 
1917, namely, that the transformation of the old Byzantine tonality took 
place under Turkish influence, and only during these last centuries. Before 
that happened tonality was diatonic in Byzantium as well as in Syria. 
The reports, however, of Arabic and Turkish writers need not upset our 
former views about unaccompanied Byzantine Chant. I should like to 
suggest that portable organs, such as were used in the Imperial Palace, in 
the Hippodrome, and for processions, were used in the teaching places 
attached to a church as a help to the singing master. In the last phase of 
the Empire they may have been used in the churches as well, perhaps as a 
kind of ‘organum’, the ‘Ison’ of the Byzantines, i.e. a kind of drone which 
represents a primitive stage of polyphony, a stage which was never passed 
in the East.

Excursus p. 125
The preaching of a homily is mentioned, as Brightman has shown 

{Liturgies Eastern and Western, i. 531), in Socrates’ Historia Ecclesiastica, 
vi. 5. It seems to have disappeared from the liturgy of the Mass after the 
Council in Trullo in 691, as can be seen from Brightman, op. cit., p. 314, 
where prayers follow the reading from the Gospel. The homily now seems 
to have found its place in Matins after the reading of the Gospel. This 
transfer may have caused the disappearance of the Kontakion, which 
until that time had followed the pericope from the Gospel and had to be 
dropped because a sung homily, followed by a spoken one, would have 
meant duplicating the same part of the liturgy, as I have pointed out in 
my study on ‘Kontakion and Kanon', Atti del Congresso di Musica Sacra, 
Rome, 1950.

C. Chevalier mentions in his study ‘Les Trilogies homiletiques dans 
Γelaboration des fetes Mariales 650-850’, Gregorianum, xviii (1957), 361-78, 
that in Jerusalem and Constantinople occasionally on certain high feasts 
three homilies were preached on the same day. But this practice was 
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confined to a short period in the history of the Greek liturgy and the occur
rence of such cycles may have had a special reason. In one of his sermons 
John‘Damascene makes reference to the two preceding ones which he had 
delivered. He hopes, he says, nobody will criticize him here for adding 
to the two sermons which he had already delivered a third ‘refrain’ as a 
final offering in praise of the Mother of God (εί τρίτον τοίς ττρολαβοΰσι 
δυσϊ τδ παρόν επονησάμην εφνμνιον, ττ] Μητρί τοΰ Oeov μον, ώσπερ τι δώρον 
ρόδιον. P.G. xcvi, c. 753» Α 2)· From this passage we may conclude that 
these three sermons were delivered by John Damascene during different 
'Hours’ of the same Vigil: the first two during the night in his capacity as 
Archimandrite of the monasteries of Palestine, the third one as Bishop of 
Jerusalem in the solemn Matins.

The Eastern Church still maintains the practice of celebrating Mass only 
on Sundays and feasts when the Divine Service is attended by a sufficiently 
large number of people. During the week Mass is celebrated for weddings, 
funerals, and on other special occasions. On the development of the 
liturgy cf. P. de Meester's article ‘Grecques (Liturgy)' in D.A.C.L. 
vi, c. 1591-1662.

Excursus p. 152
The passage to which Wilamowitz refers is the following in Synesius's 

letter:
. . , νεμεσιν αυτή μεντοι σαφώς εστίν περί ης προς λύραν αδομεν'.

Λ-ηθουσα δε παρά πόδα βαίνεις 9
γανρονμενον ανχενα κλίνεις 10
υπό πηχνν άει βιοτάν κρατείς. 11

(See R. Hercher, Epistolographoi Hettenikoi, Paris, 1872.)
Wilamowitz rightly points out that Synesius is quoting from memory, as 

one can see for oneself by glancing at the facsimiles of the Greek hymns in 
F. Bellermann’s Die Hymnen des Dionysius und Mesomedes (Berlin, 1840); 
here the last two words in line 11 read βίοτον μετρεΐς. Wilamowitz, like 
many scholars before him, mentions the famous Mesomedes, court com
poser of the Emperor Hadrian, as author of the hymns. The name of 
Mesomedes, however, does not occur in Synesius’s letter, as one might 
assume from Wilamowitz’s reference, nor does it occur in the manuscripts 
reproduced by Bellermann. Here, on Plates II and III on which Codex 
Naples 262. III. C4 is reproduced, the three hymns (1) είς μοΰσαν, ίαμβος 
βακχείος, (2) ύμνος είς ’Ήλιον, and (3) ύμνος εις νεμεσιν are ascribed to one 
Dionysius. The title is simply Αιονυσίον. In her chapter on 'Ancient 
Greek Music’, in vol. i of the New Oxford History of Music (1957), pp. 
372-3, Mrs. Henderson gives eight arguments against the almost generally 
accepted ascription of the music to Mesomedes. In fact this name does 
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not occur in the first printed edition by Vincentio Galilei (1581) nor in the 
anonymous (John Fell) edition of Aratus (Oxford, 1672) in which Dionysius 
is mentioned as author. It was not before P. J. Burette’s Dissertation de la 
melopee de Vancienne musique in 1720 that the name of Mesomedes occurs. 
Burette was the first scholar who drew attention to Synesius's letter with 
the quotation from the Nemesis hymn, and it was he also who referred to a 
fragment in the Bibl. Nat. in Paris in which one Mesodmes (Μεσόδμη) is 
mentioned in connexion with the poem. Since the name Mesodmes is 
otherwise unknown, Burette suggested it was a mistake for Mesomedes, 
and this was accepted during the eighteenth and nineteenth centuries by 
classical scholars interested in Greek music. It must, however, be stated 
that F. Bellermann called his famous essay Die Hymnen des Dionysius und 
Mesomedes and, on pp. 54-6, argued in favour of Dionysius, who may have 
been the musician of that name mentioned in a poem in some of the 
manuscripts which contain the hymns. This poem stands between a 
theoretical treatise by Bacchius and the first of the hymns and begins as 
follows:

Τη? μουσικής ελεξε Βακχείος γέρων 
τόνους, τρόπους, μέλη τε και συμφωνίας · 
τουτω συνωδά Αιονυσιος γράφων 
τον παμμεγιστον δεσπότην Κωνσταντίνον.

Bellermann assumed that it was Constantine the Great who is mentioned 
in the poem. Mrs. Henderson, however, has shown (op, cit., p. 372) that 
the παμμεγιστος δεσπότης—a typically Byzantine term—is the Emperor 
Constantine Porphyrogennetus (913-59). The music, therefore, which Sy- 
nesius heard or sung was not the same as that which we have before us in 
the Ottoboni Codex and the others of its kind. There is no difficulty in 
explaining the use of the Alypian notation in the tenth century, particu
larly in the days of Constantine VII, when the Empire flourished both 
intellectually and economically, and Ancient Greek philosophy, literature, 
poetry, mathematics, and music were considered the indispensable basis 
of education. We must remember, however, that if we shift the date of the 
composition of the Nemesis hymn down to the tenth century, the same 
must be done with the two other hymns, that to the Muse (^«δε, μοϋσά μοι 
φίλη) and to the Sun (Χιονοβλεφάρου πάτερ Άοΰς).

Excursus p. 169
In his 'Historia Manichaeorum qui et Pauliciani dicuntur' (P.G. civ) 

Peter of Sicily identified the Paulicians with the Manichaeans, His 
authority was questioned by K. Ter-Mkrttschian in Die Paulikianer im 
byzantinischen Kaiserreiche und verwandte ketzerische Erschcinungen in 
Armenien, Leipzig, 1893, and F. C. Conybeare in his The Key of Truth.



EXCURSUSES 369
A Manual of the Paulician Church of Armenia, Oxford, 1898. H, Gregoire, 
however, in his study ‘Les sources de 1’histoire des Pauliciens: Pierre de 
Sicile est authentique et “Photius'’ un faux', Bull. Acad, beige, Classe des 
lettres, xxii (1936), 95-114, has shown that Peter of Sicily’s report gives a 
reliable account of their history, doctrines, and customs. D. Obolenski, 
The Bogumils (Cambridge, 1948), pp. 42-5, fully subscribes to Gregoire’s 
view in so far as the origins of the sect are concerned. But he finds that at a 
later stage Paulicianism had connexions with Marcionism, and even with 
other sects, the Syrian Massalians and the Armenian Borborites and 
Thonraki (pp. 48-53).

Excursus p. 178
According to V. Grumel, ‘L'auteur et la date de composition du Tropaire 

'Ο μονογενής’, in E.O. xxii (1923), 398-418, the hymn may have been written 
either by Justinian or Severus of Antioch, to whom the Troparion is 
attributed in Syriac liturgy. It may be the work of Justinian I who 
between 535 and 536 was very near to monophysite Christology, On the 
other hand, the poem may equally well be the work of the monophysite 
Patriarch Severus who in 534 left Egypt and came to Constantinople, 
where he was received, particularly by the Empress, with all the honours 
due to a Patriarch (cf. J. Puyade, *Le Tropaire 'O μονογενής’, R.O.C. xvii 
(1912), 253-8). However, the authorship of the Emperor Justinian is 
attested by many reliable sources as can be seen from Christ-Paranikas’s 
Anthologia gr. carm. Christian., p. xxxii, and, as V. Grumel has shown, 
phrases of the poem can be traced back to edicts and writings of Justinian.

Excursus p. 191
The origin of the form of the Akathistos has not yet been examined in 

all its details. The most interesting problem to be solved is that of the 
combination of twelve groups of ‘Salutations’ with the Kontakion. The 
‘Salutations’ in the Akathistos can be traced back to the liturgy of 
the Hellenic Synagogues (cf. H. Chase, ‘The Lord’s Prayer in the Early 
Church', Texts and Studies, i. 3 (Cambridge, 1891), pp. 168-76). In early 
Christianity they were connected with the name of Christ. The prototype 
of the twelve Chairetismoi, or Salutations, in the Akathistos probably 
dates from the time of the Council of Ephesus in 431 at which the divine 
motherhood of Mary, the Theotokos, was defended by Cyril of Alexandria 
against the formula of the Orientals, who saw in her the Theodochos, the 
receptacle of God.

Excursus p. 229
Reference is generally made to ‘the Studion monastery', and I have 

followed this practice in the first edition. H. D(elehaye), however, showed 
in an article ‘Stoudion-Stoudios’, Analecta Bollandiana, lii. (1934), 64-5, 

3181 b b
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that Byzantine authors never talked of τό Ζτουδιον but of ή τοΰ Ζτρυδιου 
μονή or ή μονή των Στουδίου, i.e. 'the monastery of Studios’ or 'the monas
tery of those of Studios’. Studios, who founded the monastery, was a 
patrician, Consul in 454.

Excursus p. 242
Theotokion. In his study 'Die Akrostichis in der byzantinischen Kanones- 

dichtung’, B.Z. xvii (1908), 1-69, W. Weyh dealt with the question of when 
the Theotokia became integral parts of the Kanons. Though no special 
investigation has been made into that question we may accept W. Weyh’s 
preliminary suggestion that Theotokia are found in Kanons in the first 
part of the ninth century and are integrated into the acrostics of the 
Kanons of Theophanes and Joseph Studites in the second quarter of the 
ninth century. At a later date Theotokia were inserted in Kanons of 
hymnographers who flourished before Theophanes and Joseph.



APPENDIX I

HYMNS FROM THE HI RMO LOGION
A. Nineteen Hirmi modelled on the First Canticle, the ‘Victory 

Hymn of Moses’

(ι) "Ασωμεν ττάντες λαοί
ODE I
Mode I Cod. Iviron, fol, 4 v· 

> —J A

*—*= τ'·_ » z' Ξγ—ΕΪΞ-ζ
Ϊ4 - σω - μεν, πάν - res λα - at, τω en m - κρας , Sou - λα - as,

- θφ θα - λάσ-σης iro - St ά - βρό - χψ <J - δη - γή - σαν - τι,

(2) "Ασωμεν τώ Κυρίω
Mode I Cod. Ivir., fol. 10

^4. - σω - μεν τώ Ku - pi - <ρ ω - δην € - Ttt - νί - κι ~ ον, τον

Φα - ρα - ώ γάρ ηόν ~ τω € - κά - λυ - ψε, και έ - πο - δη - γη
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(3) "Ασωμεν άσμα καινόν τώ Θεώ
Mode I Cod. Tvir.^ fol, 14 y.

<4 - σω - μεν ά - σμα και - νδν . . τφ Θε - ώ τφ εκ δου ~ λεί - as

θα — νά - τον, ο - τι εζ - y - γα - γε λα - ον, ojs εκ Sow - λει - ay

(5) “Ασωμεν τώ Κυρίαι τώ eV θαλάσση
Μοβε II Cod. fair., fol. 27 Γ·

^4 - σω - μεν τώ Κυ - ρί - <ρ τφ εν θα - λάσ - στ] πά

Φα - ρα - ώ λυ - τρω - σα - με - νώ < , Tody νί - ovs . . *Ισ - ρα - ηλ
ρα - ώ παν - στρα - τι βν - θί - σαν - τι φ ~ δην έ - πι - νί -

Λ

κι - ον· ο - τι δε - δά - £α - σται.

(4) "Ασωμεν ώδην τώ Θεώ 
Mode I Cod. fair., fol. 173%

j4 - σω · μεν ώ - δτ?ν τώ ®ε - ώ τώ μά - ναι νι - κι] - τρ τοΰ

(6) "Ασωμεν τώ Κυρίω άσμα καιναν
Mode II Cod. fol. 29 v.

“A - σοι - μεν τφ Κν - ρί - φ 4 ” σ/ία καί ~ ν°ν> ο - τι πα -

ρα - δό - ξωδ τον Ίσ - ρα - ηλ δι - ε - σω - σε δου - λεί - as
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(7) * Ασωμεν ασμα καινόν τώ λυτρωτή
Mode III Cod, Ιτ>ίτ.^ fol. go 7·,

■4 - σα> - μεν - σμα και - iw τώ λυ * τρω - τ$ και Θε - φ

ή - μών οί St - ά σταυ - ροΰ ρυ - σβέν - τες τοΰ νο - τ) - τοΰ

Φα - ρα - ώ, και οί ~ κει - ω - θέν - τε$ tQ στρα -τι - q, τών ά - i> -

dim.

ξως

(8) ν Ασωμεν τώ Κυρίω τώ ττοιησαντι
Mode III Cod. Ivir., fol. 54 r.

- σα> - μεν τφ Κυ - pi - <ρ τφ ποι - η - σαν - n ΰαν - μα -·

- στα τε - ρα - τα έν Έ - ρν - 0ρα 8α - λάσ - oij· ττόν - τω γαρ e - κά - λι>
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- pa - ηλ· αν - τ<ρ μό - νιρ ά - ata - μεν, Ο - τι - δε - 3ό - ξα - σταε.

(9) "Ασομαί σοι, Κνριε, ό Θεός μον
Mode IV Cod. Ivir,, fol. 69 v.

>

“A - σο - μαί σοι, Κύ - ρι - ε ό Θε - os μου, S - τι έ£ - ή - γα - yes λα -

- έν δου - λεί - as Αί - γν - πτοιτ ε - κά - λυ - ijias δε dp - μα - τα Φα - ρα -

- ώ και την διί - να - μιν.

(ίο) "Ασωμεν ώΰην επινίκιον
Mode IV Cod. Ivir., fol. 71 V.-72 r.

- σω - μεν d> - S^v έ - iti - vt - κι - ον τώ μό - νιρ Θε - tp,

τίρ ιτοι - η - σαν - τι πα. - ρά - So - ξα' ττά. - λα( γαρ τον Φα - ρα -

ώ παν-στρα - τι εν θα - λάσ - στ} ε - βύ - θι - σεν.
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(il) “Ασωμεν τώ Κυρίω τώ ττοεησαττι

Mode I Plagal Cod. Ivir., fol. 87 r.

X - σω - μεν τώ Κυ - pi - <ρ τώ ττοι -η - σαν - τι θαυ - μα -

- στα τε - ρα - τα έν - ρν - θρά θα - λάσ ~ στ] ώ - δην έ - m - νί

(ΐ2) "Ασωμεν τώ Κυρίω τώ τον λαόν
Mode II Plagal Cod, Ivir., fol. 105 V.

/1 - ααι - μεν τώ Κυ - pi - ψ τώ ταν λα - ου δου - λεί - as Ai - γυ -

- τττου άπ - αλ - λά - ξαν - τι, καί Φα - ρα · ώ βν - ΘΙ - σαν - η.

(13) ”Ασωμεν τώ Κυρίω, ενδό^ως γάρ
Mode ΙΠ Plagal (Barys) Cod. h>ir^ fol, 117 r.

"A ~ aa> - μεμ τω Κυ - pi - <ρ, έν - So - ^tus γάρ δε - δό

τι άί - έ - σω - σε λα - ύυ χει - ρός Φα ~ ρα ~ ω - νί - η ~ Sos.
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(14) ” Ασωμεν τώ Κυρίω ττάντες λαοί
Mode IV Plagal Cod. Ι-υίτ., fol. 136 r.

Ϊ4 · σω - μεν τφ Κυ - ρί - <ρ πάν - τε$ λα - of, τώ έν θα - λάσ -

og Έ- ρυ - θρα τον Φα - ρα - ώ βυ - θί * σαν -η, έ - πι - νί ·

- Μ. - ον φ - δήν φ - δον - res, δ - η δ« - 8ό - ξα - orat.

’ (15) Ίον Φαραώ συν αρμασιν
Mode 1 Cod. ΐνίτ., fol. 17 ν.

Τον Φα - ρα ~ ω συν αρ - μα- σιν εν rg θα λάσ - ag Χρι · ατος κατ ·

- £ - πον - τ<· - σε καί St - g ~ γα - γε λα - όν ν * μνοΰν - τα καί

λε - γον - τα· q. ~ σω - μεν τώ Κυ · ρί - ev - δό - ^a>s γάρ
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(l6) ’E^cip^et πάλαι
Mode I Cod. Ivir., fol. 20 r.

Εξ - άρ - χ& πά - λαι ve - α - νί - δα>ν ξί - 8ου - σα Μα - pt

- νου καί arei - ρας προ - α - ya - γον - τι ya - στρόε.

(ΐ?) Έπί. την άβυσσον
Mode II Cod. Imr.^ fol. 38 r.

Έ - ττί την ά - βνσ - σον μο - λών ο 'Ζσ - ρα - η - λί - της λα
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, A_ > . K

_μ_ |s ■ p^z^zzfr.·.. ^.^zj^zzlfczS-—j-------^-■'■|-"..r-j!s.zzrr:
J fczgzzp-*~z«z~*—*-^-y dzzrtzz

- rat - 9 8v - να, - τώ? συν - τρι - φαν -τι rro - λε - μου; Φα - ρα -

• ώ τοΰ τυ- ράν - νου. 'A - σω - μζν τά> . . Κυ - ρί - <ρ· θ» - δό

- ξως γάρ δε - δδ - £α - ortu.

(18) Θαυμάσια τά έργα σου, Kvpte
Mode IV Plagal Cod. fair., fol. 143 v.

r Λ > {
Jgzztez^—p^-- ζκζς£=ζκ=ζ!5 <zr ------- 1-- zqzzzz^—«^rzjzz^z

&αυ ~ μά - at - α, τά ίρ - γα σου, Κυ - ρι - e, και ή Ψυ ~ Χ$

μου γι - ν<ά - σκΐΐ σφό - δρα· e - κά - λυ - φα$ γαρ Φα - ρα - ώ καί

την δυ - να - μιν αύ - τοΰ el; θά - λαα - σαν Έ - ρυ - βράυ καί ε -

·· ΐτο ~ δη - γη - σα; λα - ον..·*». ΰ ~ μνον σοι So - ων ~ τα.
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(19) Τώ έν νεφέλτ)
Mode I Plagal Cod. Ivir., fol. 92 r.

Τω - φς - λη ψω - -ret - vjj τον ’Ζσ - pa - ήλ ό - 8η - γη - σαν

Β. ’ The Second Ode: Examples of the Eight Modes

Mode I

Πρό

Nativity Kanon
Χρίστος γενναταί. Kosmas of Crete

Cod. Ivir., fol. 6 v.; Hirmol., p. 6.

at ~^ΞΞ^ΞΞ^
·—«—

σε " XS · · ow - pa - ve, καί λα - λή - σω·

• iri της γη$ κλί - vas ού - ρα - vovs, και ye - γο - νεν άν - θρω ·

-ros, ί - να τον άν - δρω - πον σώ - ojj tas φιλ - άν - βρω - ttoj.
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Nativity Kanon
’Ασωμεν τω Κυρίω ασμα καινόν. John Damascene

Mode H God. Ivir., fol. 30 r. ; Hirmol., p. 41

Ή - δε * tg, ϊ - δε - τε ο - n e - ycu el - μι ό ev βα -

λι - την λα - όν καί τό ν - δωρ εκ ττε - τρας τη - γά - cras

rots βρο - τοΐ?· ι - να τον τά - λαι τη φθο - ρ<$ τε- ττω - κό - τα κο - pe

- σα? ελ - κύ - σω τρός εμ - αν - τον δι a - φα - top ε - λε - os.

Kanon for the Feast of the Purification of the B.V.M.
Βραχίονι ύφηλώ. Andrew of Crete

Cod. Ivir., fol, 49 r,; Hirmol., p. 73Mode III

Ώί ομ - βρο$ επ* ά - γρω - στιν, και ώσ - εϊ νι - φε - tos e

πΐ χόρ - τον κα - τα - βή - τω ε - τι yijs τά ρη - μα - τά μου.
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To ασμα τό νοητόν, Andrew of Crete.
Mode IV Cod. Ivir., fol, 76 r.; Hirmol^ p. jo8

T - fie - τε, ΐ - δε - τε ο - n ε - γα> et - μι θε - os, d ev £ -

- ρη - μφ ψυ - ya - δα ιτά · λαι λα - ον κο - ρέ - σας της τον μάν - να

τρο - φηί, και d - να - ya - γων αΰ - τον$ «’s ο - pas ά - γι - άσ - μα

’'Ασωμεν τώ Σωτηρι τών όλων. Andrew of Crete
Mode I Plagal Cod.Ivir., fol. 90 r.; Hirmol., p. 138

Ά - λη - θι - να τά ep - ya Κυ - ρί - ον τοΰ βε - οΰ ·η - μίαν, καί

σαι αι ο - δοί αΰ - τον κρί - acts·
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Kanon for Maundy Thursday 
Τμηθζίστι τματαί. Kosmas of Crete.

Modi II Plagal Cod. Ivir.} fol. 101 v.; Hirmol.) p. 162

Ώα - rrop όμ ~ βροε Irr' a - ypw - oru>, Xpt - are, καί ώσ -el vt - -

- ταΐ$ . · σου εν rrj w - πτη - pt τοΰ θα - ου βα - rm - σμα - ros, τηυ

χ<£ - ptv ττρο - εμ - φαί - νου - σα, καί τα - Tret - νά> - σε - ω? τύ - πον

Τω νττοβρύχίον ποοησανπ. Αηοη.
Mode III Plagal (Barys) Cod. Ιόιτ., fol. 121 v,; Hirmol.) p. 212

ΙΊρόσ - € - χο, οΰ - ρα - νέ, καί λα - λη ~ σ<ο, και. γη, εν - oj
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Τώ θαυμαστά repara ττοιησαντί. Andrew of Crete
Mode IV Plagal Cod. Ivir., fol. 137 r.; Hirmol., p. 227

Jlfe - ya - λω - σν - νην δώ - μεν και δό - ξαν τώ σαρ - κω - θεν - η

Θξ - ώ «ts σω - τη - ρί - αν -ή - μών.
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HYMNS FROM THE STICHERARION
3 October

Feast of S. Denys the Areopagite
Mode IV Cod. Dal.} fol. 30 r.

Της ου ~ pa - vi - ου γνα> - σε - ως ά. - θε - ώ - ρη - τον βυ - βον> σέ

κα - λε - σο - - μεν, λαμ - προ -τα - τε μάρ - tus τοΰ Χρι - στον' ώ?

■ α$ . . . ά - νυ - μνοΰ - μάν σε, οο - ^ε· πυ - ρί γάρ ελ - λαμ - φθεις τφ

ά » ννο - τά - Ttp, η - ζι - ώ - Οης ά - μα rats ά ~ νω στρα. -

- τα - λο - γί - ais τό - τ« - νόν πε - ρι - βό - λαό - ου άν - 8ύ -
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- μα - tos τον mSv, . . Λι - o - vv - σι - - c Si - ό

σοΰ........... την παγ - κόσ - μι - ον μνη - μην παν - η - γυ - ρί - ζον - τε$·,

πι ~ στώί δο - ξά - £ο - μεν τον δο ~ ζά - σαν - τά σί Κν - ρι - ον.

24 December
Cod. Dal., fol. go r. 

Mode IV Plagal Sophronius, Patriarch of Jerusalem

Βη - θλε - εμ, e - τοι - μά - ζον εν - rpe - m - £e' - σθω ή φά - τνη’ τδ σπη -

- λαι - ον δε - χέ - σθω’ ή ά - λη - ffei - α - 8εν . ............................

μορ - ψω - Seis τδ καβ’ η - μας, καί θε - ώ - σα? τό πρόσ - λημ · μα.
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φά - vfy σώ - σαι τό ye vos ή - μων.

Mode IV Plagal

7α -δε λε - γει ’Ζ - ω - σηφ προς την παρ - θί - νον Μα - ρί

«· στα - μαί} και τον νοΰν κα * τα - πλητ - το - μαι. Λά - θρφ

τοί - ννρ άπ* ε - μοΰ γε - νοΰ εν τά χα, Μα ~ ρί - α.



τί .... το ο - ρώ - με - fop;

Mode III

jVvv προ-φη - τι - κη ττρόρ - ρη - σις ττλη - ρω - θη - ναι εη - εΐ - γε

ται μν - στι - κώς ή φά - σκου-σα' Και σΰ, Βτ} - θλε - εμ,
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ού * δα, ον ~ δα - μως ΰπ - άρ - χας 4 - λα - χί - στη 4ν rots ή

Mode Π Cod. Dal,, fol. 921··

0 - τε *1 - ω - σήψ, παρ - 84 - νε, λν - ττ) 4 - τι - τρώ - σκε - το,

προς Βη - θλε - 4μ άπ - ad - ρα>ν, 4 - βό - ας προς αν - τον* Τί ο

._____η Λ_______

^~t^=£z=t™-£j==
ρων μ€ ίγ - κυ - ον στυγ - νά - ζΐΐς και τα - ράτ - τ€ - σαι ... α
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έ - m τής γης δι’ e - Ae - ον, εν τη μή - τρα μου νΰν, .

και σάρ - κα ττροσ -ε - λά - βε - το' ον - ττερ τι - κτό με - νον

ο - ψει ώς ηύ - δο - κη - σε· καί της χα - pdj ττλη - o$eis .

...............................................................................προσ - κυ - νη - σεις ώς κτί - στην σαν

ον άγ - γε - λοι ΰ - μνοΰ σιν ά - ηαύ - στως καΐ So - fa - ζου ~
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-σι.......................................  σνρ Ιΐα - τρι

καί Ά - γί - ω Πνεύ - μα - τι.

25 December
Mode II Plagal Cod, Dal., fol, ggv.

Δό - - fa εν ΰ - ψί - στοις &€ - <S, καί ε - m γης

ei - ρή - νη, Ση - - με - ρον Se - χε - ται η Βη - θλε - έμ

τον Kaff -η - με - νον δι - ά τταν-τος συν Πα - τρί, Σή

^-ΐίτ·..
!=ztt=^·

με - ρον ay - ye - λοι τα βρέ - φος to re% - θέν 8e - ο - npe - πώς So - fa -

λο - γον ~ σι, Δό - - - ξα εν ΰ - ψί - στοις θε - ώ} και

ε - m γης et - ρη ~ νη, εν άν - θρά> - ποις εν - δα ~ κι - α.
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25 December
Mode I Plagal

Jeu

Cod. Dal., fol. giv. 
n

χρι - στο - φό - pot, λα - οί, κατ

dim.

ί - δω - μεν θαΰ - μα ττα - σαν β> - vol - αν εκ - πλητ-τον καί συν -

προε την Βη - θλε - εμ έγ - κυ - μο - νοΰ - σα κό - μη πα ~

άγ - γε λων προ - τρε - χον - σι. Kai ταΰ - τα βλέ πων
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- of, ϊταρ - 0« - ve;...................................καί πών μελ-λ«$ λο - χεν - σαι η

Good Friday
Mode I Plagal Cod. Vatop. 1492, fol. 2oor·; Cod. Dal., fol. 248''· (version

faulty)

Jcv - ..................... - -

pot nil - 0t? ■
ΛΞΖβ^*ΖΣίΖ»Ζ«^:

jfloc - στο - <po

ace.

~ δό - ttjs σΰμ t - e - pev - σι a - νό - μοις...................... κα - τα.
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τον Σω - τή - - po? ή - μων. Ση pct ρον

ε - νο - χον θα - νά ~ τον τον ά -

ο Σω - τηρ η ~ μων ... λέ - - - γων·

Ό. - ~ <pe$ αν - rots, - . ΙΤα - rep, την ά - μαρ - τί - αν ταν

- την, . ............................. · . δ - πω? γνώ - σι τά e - θνη την εκ νε

- κρών................................... μον ά - ~ - νά - στα - σιν.
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Wednesday in Holy Week
Cod. Dal., fol. 23 2V· 

Kasia

Κύ - pc - e, ή έν πολ - Xais ά - μαρ - τί - ais πε - pt - πε - σοΰ

ρο - με - νη μν - ρον σοι προ τοΰ έν - τα - φι - α - σμοΰ κο ~ μί - ζει-

Οϊ - μοι· . . λέ - γου - σα, ό - τι νύξ με aw - έ - χει οΐ ~

Ξ’ΞΐΞ^^^ΞΞ^ΞΕΞ^ΞίΞΕΞΕΞΞ^^^ΕΞΕ^^Ξ
- στρος ά ~ κο - λα - σί - as, ζο - φω - &ης τε » . . καί ά - σέ - λη -

vos ε - pais Tijs a - μαρ - τί - as' δέ - ζαι μου . . -raj πη

- ya$ ταιν δά - κρν - αιν, ό νε - φέ - λαις . . στη - μο - νί - ζαιν της
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πλη - θη....................... καί Kpt, - μά ~ των σου ά - βύσ - oovs fis έζ ~

ι ~ Χ^1· " ® “ CTeb ψυ - χο - σω - στα^ Σω - τηρ μου; Μη μ€ .
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ο α - με - τρη *

Cod. Vatop. 1499) fol· 3°°v*

ττώ?................ ίτα - ρά

- νο - μοί ovv - a - ya> - yij τον βα - σί ~ λ<= - α της κτί ~ οέ -

-προ - - σφα - λί - ζε - το λβ - γων ΐτρο$ αύ - rotis- /Ια
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- ve - πλη - σά την 'I - ου - Zal - αν;.......................... ον ve

- κρούς . . . . έξ - a - ve - στη - σα μά - να> τώ λό - γω; ου π 3.

-τα - ττα - δί - δο - Te; «’? t/ d - μνη - μο - vet - τε μου; άν - τι τών
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Maundy Thursday
Cod. Dal., fol. 233V·

Ί - ov - Sas ό δοΰ - Aos wxi δό - At - os, ό μα-θη -

-=ί ·=ςξ^®=α.:

της καί ε - iri - βον - Aos, ο φί - Aos καί δί - ά - βο - Aos»

.4 ί: e · ν = i.·· ' ' : · ::
λε - τη - σε την . . προ - δο - σί - αν· ε - λε - γεν εν ε

αν - τώ* 77α - ρα - δω σα> αν - τον . , καί Ke'p - 8η ' σω τα
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acc.

γην ..., ον - τωϊ η - κο - λου - θει

- σπλαγ - χνο$ και φιλ - άν - βρω - •nos.
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MELISMATIC CHANT

Nativity Kontakion
25 December

Cod. Asbburnbam.
Mode III Romanos, fol. 75 v.

(1) Ή παρ-θό

ΚΤΟί'

Ίί.-------

το σπή(3) και η Τί .

λαι ~ ο

4) τώ ά - προ - - at, - τ<ρ ιτρο-σο.

6181 D d
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Kontakion in honour of Symeon Stylites
i September

Cod. Asbburnhani,
β—g fol. 45 1.-45 v.

(l) Ta .... α - νω ζη - τώ

(2) τοΐί /fd - - - - rcu ovv - a - τττό

(8) Trpea-βΐύ - ων ά - παν - στω$ ύ - πςρ



4θ6 MELISMATIC CHANT

Oikos
fol. 45 V.

fl) Τοΰ Συ - με - ώ - ν τον ά
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σι



MELISMATIC CHANT

ττλ.α fio) τώ χο - ρώ τών

Χρι - στώ' Δ' (13) ey - κρα - rei

*■ α ά - γνςι - αν e - κτη - σα - το,
Refrain by choir:

[(14) ιτρΐσβ^ΰων άπαυστωε imp ιτάντων ήμων].
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Magnificat. Luke i. 46-8

Cod. Ashburnham.
fol. 211 v. -212 r.Mode II

Me - γα - Λιί - vei ij ψυ - χη . . < . . . . μου .......

ρί μου· ...... 6 - η en - e



4io MELISMATIC CHANT

βλς - φεν ε - πι τη - - ν τα- πει - νω - - σι APPENDIX IV

TABLE OF INTONATION FORMULAE AND 
INCIPITS OF APPENDED STICHERA

From Cod. Vindobon. phil. gr. 194, fols. 9-11

ν [tijs SodAijj αντοΰ].

The folio numbers on the right side of the music examples refer to those of the 
Sticherarium Codex Dalassenos, M.M.B. Facsimilia, vol. i.
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α να νε a ves “Ολαμ-πρός ά - pi-arevs Γέ-ώρ - yt-oj

Feast of St· George, 
23 April, fol, 138 r.

2. Mode

νε a i’€ es τΗλθεν ή φω - νη

Nativity of St. John Baptist, 24 June, fol. 147 r.

ve a ve - j 0ε - ο - λό - ye τταρ-θί - ve

Feast of St. John, 8 May, fob 324 v.

ve a ve es *0 - σι-ε ίτά-rep
St. Theodosius, 11 January, fol. 114 v.

Christmas, 25 Dec., fol. 95 r.

νε a ves Σή ~ pe-pov ό Χρι-στος evBy-dXe - εμ

π

St. Demetrius, 26 Oct., fol. 42 r.

Second Eothinon, fol. 307 v.

Mera μν - ρων
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3. Mode

a ve € € a ve e e es' Χρι-σ-re ό Se - os ή - [uov

Exaltation of 
the Holy Cross, 
14 Sept., fol. 
16 r.

a ve e e a ve e e es‘ *0 - σι - e Άν - τώ - vi - e

St. Antony, 
17 Jan., 
fol. 117 v.

a ve e a ve e e f Tys Μα-γδα-λη - νης Ma - ρί - as

4. Mode

a a yi a a a· dev - re nav-regoi m - στοί

All Saints, fol. 275 v.

Fourth Eothinon, fol. 308 r.

a a γι a α· “Ορ-θρος ήν βα-θύς

h
-p-~— De sanctis Machabaeis martyribus, 

“ i August, fol. 167 v.
a γι α· Τον κα-τά, τών 2Ιία - κα - βαί - ων

α γι α* Τό πνεΰμα τό α - γι-ον

α γι α· X-rj-pe-pov χα-piis ev-αγ-γί - λι-αι

Feast of the Annunciation, 
25 March, fol. 136 v.
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ι, pl. Mode

Fifth Eothmon, fol. 308 v.

a >€ a ves* *Ω των σο - φων σου

a ve a ve · r Κυ pi - o ~ - - s

a ve a ve s' Ά-σα-τε λα~οί

Feast of the Assumption, 15 August, fol. 176 v.

a ve a ve - s· *0 - σι - e ττά - rep

ι Sept., fol. 4 v.

(καλήν etjtevpes κλίμακα")

2. pl. Mode

15 August, fol. 177 r.

ve e a ves’ Tfi a - θα-νά-του σου κοι-μη-σει

ve e a ve s Εν-νο~ω την ή- μί-ραν

Dominica carnisprivii, fol. 188 r.

>»e e a ve; ve να νω Ή ον - τω; el-ρη-νη σύ,Χρι - are

Sixth Eothi- 
non, fol. 
309 r.
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Barys

(3. pl. Mode)

_j—i J 1 —^**j - Seventh Eothinon, fol. 309 v.

ρε?· ’ I - δον σκο-τΙ-ακοΛ π pat - ί

α α ves’ Έ- τα - ράτ - τε - το . . Ή - ρώ - δης

Vigil of Christmas, fol. 92 r

a a ve$- Δα-νι-η-κην προ - φη - τί-αν έκ - πλη-ρών

Stich. Anatolikon 
for Saturday, 
fol. 290 v.

α α a pcs· Εις τό ό - pos τών e-λαί-ων

a a ve$ Θάμ-βος Tjv κατ - t - δε tv

4. pl. Mode

γι £

Eleventh Eothinon, fol. 311

Φα - ve - ρών

■f— 15 August, fol. 178 r.

Th - στον-ριε-νοί

ve α γι e Σ^-pe-pov [-7 κτί - ais φω-τί - ζε - rat

Epiphany, 
fol. 112 ν.

ve α γι e να να Δό-ξα Χσοι piare Σω-τηρ

Stich. Anatol. for Saturday, fol. 292 v.

νε α γι e Παν-το - κρά-τορ Κν-ρι - ε

Dominica Publicani et Pharisaei, 
fol. 186 r.
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TABLES OF FORMULAE OF THE HIRMI 
OF THE FIRST MODE

INITIA, MEDIAE, AND FINALES

From Cod. Saba 599 and Cod Iviron 470

Biel e e
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A

(io)

'Ράβ-δο? ex ttJj ρΙ~ζης *Z - εσ σαΐ



TABLES OF FORMULAE OF HIRMI OF FIRST MODE W

Ο - τι Be - os crap - - κον-ται ον ττά - σχων τρο - πην

(13)

(ι6)

κα - θό - λον το πυρ τό - » τε ρί τρεις

(Ι7)

σκιρ - τα - peti *■ et ... . και a -* yt£A - λε - ται τρό - μω ,

(ι8)

Ό Δε - σπο-τ^ϊ,ώ θαΰ - μα και ~ νονρ - γα>ν τούςφθα-ρεν-τας,

(ΐ9)

Xai~pots τό της παρ ~ θε- νί - - - ας καν - χη - μα

ΰ - φη - λο - τέ - ρανού~ρα-νών
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B

(4)

(7)

βρα - χί - ο - νι ΰ - ψη - λψ δ - τι δε - 8ό ~ £α - σταχ.

τβ λυ - t/mu-tj) χεχ-pt σΐ)υ ά - να - μελ - ττον - τι.

(ίο)

εν ά~γαλ~λι - <£ - σει ■ οί τη - στοί δ - τι δε - δό - ξα - σται.



TABLES OF FORMULAE OF HIRMI OF FIRST MODE .

(12)

και γαρ e - - σνη 17 γη
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(5)

ού-ρα-νέ, καίλα-λη - σω και άρ - υ - μνη - σω Χρι - στον



TABLES OF FORMULAE OF HIRMI OF FIRST MODE 4^3

(3)

ή - μας Si - e - βΐ - βα - aev e - m - νί - κι - ον ά . . . Sov - ras.

(5)
^Ξ=ΞΞ--=ΐ=ΐΤ"=.^

πα - ρα ~ So - ξως τονς νί - ovs . , ’ίσ - ρα ~ -ηλ

(7)

ο - tc άυ - e - ’ στη Χρι - στός ώς παν - το - 8ιί - - να ~ μος.
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TABLES OF FORMULAE OF HIRMI OF FIRST MODE 4^5

(3)

Εν - λο - γη ~ tos ό βε - of ο των πα-τε - ρων η - μων.

(4)

a - γι - ο? γαρ πλην σον ψιλ -αν - 8ρω ~ ire'

(6)

ο θε - ο? ον άν - υ - μνοΰν - τε$ pe-γα-λυ - νο - μα>.

Ϊ9)

ε£ - ηλ - 0ε λα - ών els ά~νά-ττλα - olv Λό - yof.
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G
Media, and finalis

(8)

εκ Πα. - τρος γεν - νη - 0ev - η άρ - ρνυ - στω? Υί - <£>,
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Finalis
H

ay - ν - μνοΰν-τίζ μΐ-γα - Ati νω - μεν.ό Θβ “ os oy
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LIST OF HYMNOGRAPHERS FROM THE FIFTH TO THE 
FIFTEENTH CENTURIES

The following list contains the names of the best-known hymnographers which 
are found in the Tropologia, Typika, and other liturgical books. In many cases 
the dates of birth and death are not known, so that only the century in which 
they lived can be given, and even this is not always certain. To give only one 
example: the reform ascribed to Koukouzeles is placed at the beginning of the 
twelfth century by Papadopoulos, in the middle of the thirteenth by Thibaut, 
and in the fourteenth by Krumbacher. The difficulty is increased by the fact 
that there are three musicians, Gregory, Joasaph, and John, who all have the 
surname Koukouzeles. The present list is based on Papadopoulos’s Σύμβολα! 
€ΐς την ιστορίαν της τταρ' ημΐν εκκλησιαστικής μουσικής, Gastoue's Catalogue des 
MSS. de musique byzantine, Krumbacher’s Geschichte der byzantinischen Literatur, 
and Tillyard’s Byzantine Music and Hymnography. Lists of the musicians 
{μελουργοι) of the school of Koukouzeles and of the Neo-Greck school can be 
found in Gastoue’s Catalogue and Thibaut's Monuments.

Anatolius, Bishop of Thessalonike . . saec. ix
Anatolius, Patriarch of Constantinople ■ t458
Anatolius the Younger of Constantinople . . saec. viii
Andrew of Crete ..... . saec. vn
Andrew Pyrrhus ..... . saec. ix(2)
Arsenius of Grottaferrata .... . saec. xi(?)
Arsenins of the Studion .... . saec. ix
Athanasius the Younger, Patriarch of Alexandria . . saec. xiii

Bartholomew, Abbot of Grottaferrata . fc. 1040
Basil Pegoriotes the Younger, Bishop of Caesarea . 
Byzantius, vide Leo Byzantius

• 9I2~59

Clement, Abbot of the Studion . saec. ix
Constantine Porphyrogennetus
Cosmas, vide Kosmas 
Cucuzeles, vide Koukouzeles

• 917-59

Cyprian of the Studion .... . saec. ix

Elias Syncellus ..... . saec. viii
Elias Theotokariographus, Bishop of Crete . saec. viii
Ephraim of Karia ..... . saecc. vii~viii(?)

Gabriel Hieromonachus . saec. ix
George, Bishop of Amastris . β. c. 870
George, Bishop of Nicomedia . saec. ix
George Skylitzes ..... . fl. saec. xi
Germanus of Constantinople, Bishop of Cyzicus • 645-740
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Germanus of Grottaferrata
Germaniis of Constantinople
Giobasciis Vlachus ...
Gregory koukouzeles, vide· Koukouzeles
Gregory Nazianzen ....
Gregory Sinaites . . .

. saec. xi

. |I24O

. ft. saec. xiii

• t38g
. Ϊ1310

Ignatius, Patriarch of Constantinople
Isidorus Vouchiras, Patriarch of Constantinople

• ΐ87θ
• t*349

Jacob of Edessa ;
Joasaph Koukouzeles, vide Koukouzeles
John Damascene .....
John Glykys ;
John Kaminiates .....
John Koukoumas .
John Koukouzeles, vide Koukouzeles
John Mauropus, Bishop of Euchaita
John Vatatzes .....
John Zonaras .....
Joseph of Sicily, 'Xerios’, 'the Hymnographer’
Joseph Studites .....
Justinian, Emperor ....

- · t7io

■ 675-c. 749
. saec. xiv
• t9°4
■ (?)

. fio6o
. jl222
. saec. xi
• t883
• 1833
. reg. 527-65

Kasia (Ikasia, KasSiane) ....
Kosmas of Jerusalem ....
Koukouzeles, Gregory ....
Koukouzeles, Joasaph, the Younger, Domesticus

Vatopedi . ... .
Koukouzeles, John Papadopoulos, Magister 
Kyriakus ......

. saec. ix

. saec. vin
• (?)

of the
. saecc. xiv-xv
. saec. xiv
. saecc. v-vi

Leo 'Byzantius' .....
Leo Magister .....
Leo VI ‘the Wise’ .....

. saec. vn(?)

. ft. saec. xi 

. reg. 886-917

Mark 'the Monk’ ..... 
Methodius ...... 
Methodius Homologetes .... 
Metrophanes, Bishop of Smyrna
Michael Aneotes .....

. saecc. xiv-xv
• t3*2
■ 1846
. fc. 910
. saec. xm/xiv

Nicolaus, Abbot of the Studion
Nikephorus Blemmydes ....
Nikephorus Ethikos ....
Nikephorus, Patriarch of Constantinople
Niketas Serron .....
Nilus the Younger .....

. f868

. 1198-1272

. saec. xin/xiv

. |8o6
• fio75
. c. 910-1005
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Panaretus Patzadas ....
Petrus of the Studion ....
Photius, Patriarch of Constantinople

Romanus ......

Sergius of Jerusalem ....
Sophronius of Damascus, Patriarch of Jerusalem 
Stephanus Sabbaltes .... 
Symeon Metaphrastes .... 
Symeon Studites ..... 
Synesius of Cyrene .....

Tarasius, Patriarch of Constantinople
Thecla, the Nun .
Theodore I Lascaris, Emperor of Nicaea
Theodore ‘Graptos' ....
Theodore of the Studion ....
Theodosius of Syracuse
Theoktistus Studites . .
Theophanes Studites
Theophanus ‘Graptos’ ....
Theophilus Autokrator .... 
Theosteriktus ‘the Monk’ ....

Xenus Koronis, Protopsaltes of Saint Sophia

. saec: x 

. saec. ix
• tSgi

. saecc. v-vi

. ft, saec. ix

. Ϊ638

. saec. viii

. c. saec. x

. ft. 840
- c- 375-430

. f8o6

. saec. ix

. reg. 1204-22

. f838
• 759-826
. saec. ix
. saec. ix
• 759^· 842
. fc. 850
. reg. 829-42
. saec. ix

. ft. saecc. xiv-xv



LIST OF HYMNS

TROPARIA, HIRMI, ΚΟΝΤΑΚΙΑ
Only those quoted in full in the text are given. Reference to the Odes is made by 

the first line of the first stanza. M indicates that the music is given.

Αγγελος πρωτοστάτης, 193
Άγε μοι, λίγεια φόρμιγξ, 150-1.
Μδετω σοι, δέσποινα, 200.
Ακούε, κόρη παρθένε αγνή, 201.
Άλτ^ιιά τά έργα Κυρίου, 382 Μ.
^λλ^λουιά, 34° Μ.
Αλληλούια' Οί ουρανοί, 339 Μ.
Αμήν. Αγαθόν τό έξομολογεΐσθαι, 344 Μ
Αναστάσεως ήμερα, 207, 216-17 Μ, 264- 

5 Μ, 326-7 Μ.
Ανοίξω τό στόμα μου, 203 Μ.
Ασομαί σοι, Κύριε, ο Θεός μου, 225, 

1 375 Μ.
Ασωμεν άσμα καινόν τω Θεω, 223, 372 Μ.
Ασωμεν άσμα καινόν τω λυτρωτή, 224, 

374 Μ.
Ασωμεν πάντες λαοί, 222, 371 Μ.
Ασωμεν τω Κυρίω άσμα καινόν, 224, 

373-4 Μ.
Ασωμεν τω Κυρίω, ένδόξως γάρ SeSo- 

ξασται, 220, 376 Μ.
’Αίσω^ει· τω Κυρίω πάντες λαοί, 220, 

377 Μ.
Ασωμεν τω Κυρίω τω έν θαλάσση πάλαι, 

224, 373 Μ-
Ασωμεν τω Κυρίω τω ποιήσαντι . . . 

πόντω γάρ εκάλυψε, 225, 374“5 ^·
Ασωμεν τω Κυρίω τω ποιήσαντι . . .

ωδήν επινίκιον . . ., 225, 373
Ασωμεν τω Κυρίω τω τόν λαόν, 225—6,' 

37^ Μ.
Ασωμεν τω Κυρίω ωδήν επινίκιον, 223, 

37ΐ-2 Μ.
Ασωμεν ωδήν επινίκιον τω μόνω Θεω, 

225> 375 Μ·
ϊ4σω^ιεν ωδήν τω Θεω, 224, 372“3 ^·· 
Αυτή ή ήμερα Κυρίου ή μεγάλη, 109- 
Αύτη ή κλητή και άγια ημέρα, 212-13, 

221 Μ.

Βηθλεέμ, έτοιμάζου, 386—7 Μ.
Βοηθός και σκεπαστής, 233 Μ.
Βροτέας γενεάς, 150.

Δεύτε πόμα πίωμεν καινόν, 2θ8, 2ΐ8 Μ. 
Δεύτε χριστοφόροιλαοί, κατίδωμεν θαύμα, 

354-5> 355-6 Μ, 392~3 Μ·
Δεύτε γριστοφόροι λαοί, κατίδωμεν τι 

συνεβουλεύσατο, 356, 393~4 Μ.
Δόξα εν ύφίστοις Θεω, 391 Μ.

Έγγίζει, ψνχή, τό τέλος, 203.
Ει και έν τάφω, 24*·
Έκ τού λειμώνας τής γνώσεως,ΐΐι-12, 
Έν τω σταυρω παρεστώσα, 243- 
Έξάρχει πάλαι νεανίδων αδουσα, 22J, 

378 Μ.
Έξ ιπτάμενος βλέπω τό όραμα, 229-30.
Έπι τήν άβυσσον μόλων, 227, 37®“9 Μ.
Έποίησεν μετά σοΰ μεγαλεία, 267,269-7°· 
Έπι τής θείας φυλακής, 209, 2ΐ8 Μ.

Ή παρθένος σήμερον, ι88, 401 Μ.

Θαυμάσια τά έργα σου, Κύριε, 227, 379 Μ.

’Ίδε τό έαρ τό γλυκύ, 102.
"Ιδετε, ιδετε ότι έγώ είμι, 381 Μ.
’Ιδετε, ιδετε ότι έγώ είμι Θεός, 382 Μ.
Ιούδας ο δούλος και δόλιος, 399“4°Ο Μ.

Ίωάννου τού εύσεβεστάτου βασιλέως, 
115 Μ.

Κατήλθες έν τοΐς κατωτάτοις τής γης, 
210—ιι, 219-20 Μ.

Κύριε, ή έρ πολλαΐς άμαρτίαις, 353; 
395-7 Μ.

Μεγαλύνει ή φυχή μου, 409 Μ.
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Μεγαλωσννην οώμεν και δόξαν, 384 Μ. 
Μυστικώς άνυμνοΰμέν σε, 242—3· -

Νυμφίε Oete, σωτήρ ημών, 187-8.
Νΰν προφητική πρόρρησις, 388—9 Μ.

'Ο μονογενής υιός, τ6$, 178
'0 παΐδας έκ κάμινον ρυσάμενος, 2ΐΐ—12, 

220-1 Μ.
’Ορθρίσωμ^ν ορθρου βαθέος, 2ΐο, 218-19 Μ. 

νΟτε 3 Ιωσήφ, παρθένε, 389-91 Μ.

Παράδοξον μυστήριον οικονομεΐται, 
277» 279 Μ.

Πολλά τά ετη τών. βασιλέων, ιΐζ Μ.
Πολυχρόνιον ποιήσαι ό Θεό^,ιοι, Ιΐ6 Μ.
Προλαβοΰσαι τό.ν όρθρον, 240.
Πρόσεχε, ουρανέ, και λαλήσω, και γή, 

383-4 Μ.
Πρόσεχε, ουρανέ, και λαλήσω ότι ό Λόγος, 

380 Μ.
Πρώτη καλών απαρχή, 182-3 Μ.
Πρώτος νόμον ξυρόμαν, Χζΐ—2.
Πτωχός και πένης, Τ'] 6.

Στερέωσαν Κύριε, 233—4 Μ.
Στήσαντες ουν ρι παΐδε$·,59·
Στόμιον πώλων μδ,αών, Ι49~5°·
Συνόντες τώ Θεώ, 234—5 · 
Σύ τό τίκτον έφρς, igi.

Τα άνω ζητών, 404-5 Μ.
Τάδε λέγει Ιωσήφ προς την παρθένον, 

387—8 Μ.

HYMNS
Την ημέραν τήν φρικτήν, 230-Ι.
Την πεντάριθμον χορείαν, 322—3 ^·
Τής ΐεράς παραβολής, 186—7.
Τής ουρανίου γνώσεως, 385-6 Μ.
Τί φυσώσι και βαμβαίνουσιν, 189-
Τό πέλαγος Έρυθρας, 228.
Τον προ ήλιου αΗλιον, 241—2.
Τον Φαραώ συν άρμασιν έν τή θαλάσση, 

220, 377 Μ.
Τοΰ Συμεών τον άμεμπτον, 406-8 Μ.
Τώ έν νεφέλη φωτεινή, 228, 380 Μ.

Ύμνήσωμεν, αδελφοί, 190.

Φρικτόν βλέπω και ξένον τό όραμα, 22g- 
3°-

'Φωτίζου, φωτίζον, ή νέα 'Ιερουσαλήμ, 
21^-14, 222 Μ.

Χαΐρε, αγία Θεοτόκε παρθένε, 312 Μ.
Χαίρει ό κόσμος ορών σε, ill.
Χορός αγγελικός, 59—60.

ψαλμοΐς έγέραιρον ποτέ, ?84 Π.
Ψυχή μου, φυχή μου, 205, 3°8 Μ.

"Ό πώς ή παράνομος συναγωγή, 359~6ο, 
397-9 Μ.

'Ως έμφυχω &εοΰ κιβωτώ, 202.
'12? όμβρος επ' άγρωστιν, 381 Μ.
νΩσπερ όμβρος εττ’ άγρωστιν, Χριστέ, 

383 Η.



CHRONOLOGICAL SURVEY
330 May 11. Inauguration of ‘New Rome’ by the Emperor Constantine I.
c. 330-79· St. Basil the Great. The foundation of Greek monasticism.
4th-5th centuries. The first period of Syrian hymnography: Ephrem.
5th century. The beginnings of Byzantine hymnography: Auxentius.
527-65· Justinian I.
5th-7th centuries. Development of Byzantine hymnography: the Kontakion. 

Anastasius, Kyriakus, and Romanus.
635”7· The conquest of Syria by the Arabs.
637· The fall of Jerusalem.
7th-8th centuries. The third period of Byzantine hymnography: the Kanon. 

Andrew of Crete, John Damascene, Kosmas of Jerusalem.
717-40. Leo III the Isaurian.
726. Outbreak of the Iconoclast controversy. Decree against 

Image-worship.
740-75. Constantine V. Intensification of the Iconoclast movement.
7S0. Death of Leo IV. His widow Irene regent 780-90, 792-7.
787. Condemnation of Iconoclasm by the Seventh Oecumenical 

Council at Nicaea.
797-802. Irene Empress.
8th century. Syrian and South Italian hymnography.
gth-ioth centuries. The Studion monastery in Constantinople becomes the 

centre of Byzantine hymnography. Theodore, Joseph, 
Theophanes.

9th-i2th centuries. Early Byzantine notation.
843· Council of Constantinople. End of the Iconoclast con

troversy. ·
867-1057. The Macedonian Dynasty.
912-59. Constantine VII Porphyrogennetus.
1081-1204. The Comnenian Dynasty.
nth century. End of hymnography in the East. Continuation in Sicily 

and southern Italy up to the 12th century.
I2th-i5th centuries. Middle Byzantine (Round) notation.
1204-61. Latin Empire.
1261-1453. The Palaeologan Dynasty.
1453. May 30. . The fall of Constantinople.
I5th-igth centuries. Late Byzantine (Koukouzelian) notation. ‘Kalophonic’ 

chant.
1821. Reform of musical notation by Chrysanthos of Madytos.





INDEX
(Compiled by Miss V. M. Elliott)

Abert, H., 49 n., 51 n., 53 n., 54 ni, 6o n., 92 n., 
152 n.

Acathistus-hymn, see Akathistos hymn.
Acclamations, 1, 109 sqq.; transmission of, 

■ 78; how and when sung, 78, 98, 102 sqq., 
109 sqq.; banned by Council in Trullo, 85; 
origins, 98 sq.; meaning of term άχ-τα, roo; 
Polychronion (Polychronisma), 101 sq., 
104, 106, no, 114, 117, 120 sq.; Euphemia, 
101 sq., 114 sqq.; domesticus scholarum, 103; 
Kraclae, 103 sq., 106, 109; Psaltae, 103 sq., 
106, 113 sqq.; protopsaltes, 104; Basilikia, 
106; text of Coronation Polychronia, 109 
sq.; function, 112 sq., 117; music, 114 sqq.; 
examples, 115 sq.; Jewish, 365.

Acts of St. John, 149.
Acts of St. Thomas, 149.
Agapetus, Pope, 162.
Άγε μο<., λίγεια φόρμιγξ, Ίζο sq.
Akathistos hymn, 24, 26, 141, 144, 191 sqq., 

269, 277, 305 sq., 330 sqq., 338, 369.
Άκουε, ουρανέ, 
άκτα, see Acclamations. 
Alchemy: connexion with Byzantine musical 

theory, 64, 76 sq.; treatises of Ps.-Zosimus 
and 7th-century Anon., 72 sqq. ; term 
στοχός, 7$ sq.; στοιχεΐον, element, 74 j the 
egg, 74, 76 sq.; tetrachords, 74, 77; musical 
instruments, 75; sources of treatise of 
Anon., 75; melodies built up from four 
elements, 75 sq.; connexion with Greek 
musical thought, 77.

Alexander, Hegumen of the Studion, 229. 
Alexander the Great, 29 sq.
Alexandria: theatre in, 81; Church of, 159 

sq., 171 sq.
Allatius, Leo, 2, 104 η., 143.
Alleluiarion, see Alleluias, collection of.
Alleluias, 329; ‘Spiritual songs’, 41; Jewish 

origin, 41; Ambrosian, 41; collection of, 
338; melismatic chant of, 339 sq.; Gre
gorian, 340; Byzantine, 340.

Alypius, Isagoge of, 152.
Ambrose, St., 83.
Ambrosian Chant: Alleluias of, 41; compared 

with Byzantine, 43.
Anabathmoi, 244.
Anagnostes, 254.
Ananeanes, see Notation.
Άναστάσεως ήμερα; text and translation, 206 

sqq.; music, 216 sqq.; in five stages of 
notation, 263 sqq.; structure of Hirmus, 
326 sq.

Gg

Anastasima Anatolika, 141, 352.
Anastasius I, 491-518, see Emperor.
Anastasius II, 713-15, see Emperor.
Anastasius, melodos, 179.
Anathema, 259.
Anatolica (Anatolika), see Anastasima Ana 

tolika; Stichera Anatolika.
Anatolius, Patriarch, 244.
Anaximander, cosmology of, 66,
Andrew of Crete, of Jerusalem: Hymns of, 

140; influence of Romanus on, 204 sq.; 
‘Great Kanon’ of, 204 sq., 23259.; Hirmi 
of, 223, 225, 266.

Andronicus III the Younger Palaeologus, 
1328-41, see Emperor.

Andronicus IV Palaeologus, 1376-9, see Em
peror.

Ανοίξω το στόμα μου, Kanon, music of, 203.
Anon. A of MS. 811, 294 n., 295 n., 296 n., 

299 sq.
—- of Cod. Laurae 1656, 304.
Anthemius of Tralles, architect, 164, 
Anthimus, hymn-writer, 174.
Anthimus, Patriarch of Constantinople, 162.
Antikenoma, 291, 295 sq.
Antioch: Church of, 43, 81, 159 sq., 171; 

theatre in, 81 sq.; Olympic Games at, 89; 
Maioumas at, 90.

Antiphon, 35 n., 141.
Antiphonal singing: origin in Synagogue, 34; 

of psalms, 35; practice of Therapeutae, 36.
Apodeipnon (Compline), 128.
Apoderma, 291, 295.
Apolytikia, 140.
Apostolic Constitutions, 35, 88, 124,126.
Apostolos, 138, 250.
Apostrophos, 252 sq., 268, 279 n., 280 sqq., 

288 sq., 291, 293, 332.
Arabic music: theory, 46; technique of, 325.
Arcadius, 395-408, see Emperor.
Archytas, About Mathematics, 54.
Arians, 159.
Aristides Quintilianus, Περί μουσική? of, 46 η., 

53, 61,326 η.
Aristophanes of Byzantium, grammarian, 

249.
Aristotle, 164; on harmony, 46,48; De Anima, 

46 n.; Politics, 46 n., 49 n., 51, 88, 92 n., 
97 n.; Metaphysics, 47 n., 48; Poetics, 51 n., 
88; influence on later musical theorists, 52.

Aristoxenus of Tarentum, Symmikta Sym- 
potika of, 52.

Arsenius of Grottaferrata, 239.
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Artemius, St., life of, 183 n.
Asmatikon, 144.
Ασωμεν, πάντες λαοί, of John Damascene, 222. 
Χσωμ^ΐ' τφ Κυρίφ, First Canticle, 39, 222 sqq. 
Ασωμεν τω Κυρίω, Resurrection Kanon as

cribed to Kosmas of Jerusalem, 311; see also 
Χαΐρε, αγία &εοτόκε,

Athanasius of Alexandria, St·, 33, 97 n.
Athenagoras, 80.
Athens, Academy of, closed, 164.
Auda, A., 73 sq.
Augustine, St., 33; describes songs of exulta

tion, 41; musica luxuriantis and musica 
sapientis, 83; Confessions, attitude to 
music in, 97.

Automelon., 335.
Auxentius, Troparia of, 174 sqq.
Ayoutanti, A·, 142,

Bacchius, musical theorist, 53, 368.
Baghdad, music in ceremonies in, 101.
Balsamon, Byzantine writer of 12th century, 

86.
Banquet of the Vintage (Τρυγητικον Δείπνου), 

91·
Bardesanes, Gnostic hymn-writer, 147, 149. 
Bareia, 252, 281, 283, 291, 293 sq., 332.
Bartholomaeus, St., of Grottaferrata, 239.
Barton, J. Μ. T., 124 n.
Basil, St., the Great, of Caesarea, 33, 83,149; 

on instrumental music, 94; says music 
tempers the passions, 97; Liturgy of, 124; 
Rule of, 126.

Basil of Seleucia, 186.
Basilides, Gnostic hymn-writer, 147.
Basilikia, see Acclamations.
Basilius Π, 976-1025, see Emperor; Meno

logion of, 183 n.
Baumer, S., 126 n.
Baumstark, A., 27,29 n., 38 n., 44,70 η., 123 η., 

I24n.,i3on.,i3isq., 134,135 η., 149 η., 163 η., 
184,191 η., 192 η., 198 η., 272 η., 358 η.

Baynes, Ν. Η., 31 η., ιοο η., 159 η., ι68 η., 
194 η.

Bellermann, F., 367 sq,
BeneSevii, V., 288 η.
Berthelot, Μ., 64 η., 72.
Βηθλεεμ, έτοιμάζον, troparion, 15, 357-
Bethune-Baker, J. F., 160 η.
BickeU, J. 7.
Bidez, J;,"84 η.
Blachernae, frescoes, of, 169.
Blues, see Veneti.
Boeckh, 53 n.
Boetius, De Institutione Musica, 51 sq.
Bonner, C., 10, 185 n., 186 n.
Boor, De, 183 n.
Borgia, N., 140 n.

Bourgault-Ducoudray, L.-A., 145 n.
Bouvy, E., 9, 172 n.
Braga, Council of, 147.
Brehier, L., 100 n., 168 n., 365.
Brightman, F. E., 125 n., 166 n., 366.
Brou, Dom L., 21.
Brumalia, 79, 85, 91.
Bryennius, musical theorist, 53.
Bukofzer, M. F., n8n.
Bulgars, chant of, 25.
Burkitt, F. C., 131 n.
Burnet, J., 46 n., 47 n., 48 n., 66 n.
Bury, J. B., 98 n., 99 n., 103 n., 159 n., 

164 n.
Byzantine Art, 2, 100 sq., 148, 168 sqq.
— civilization: links with Greek classical 

tradition, 29, 31; Semitic and Iranian in
fluence, 29 sqq.; fusion of Western and 
Eastern elements, 30 sq.

— music, ecclesiastical: sources for study of, 
i sq.; origins: Oriental hypothesis, 29 sqq., 
325 sqq.; vocal and homophonic, 32; 
liturgical books with musical signs, 32; St. 
Paul’s ‘psalms and hymns and spiritual 
songs’, 33 sqq.; classification of, 33 sqq., 
42; technique: use of melismata, 42; later 
use of coloratura, 42; derived from Early 
Christian practice, 42 sq., 156; Jewish 
origin, 43; development; melodies added 
to repertory, 43; theory of Greek origin, 
43 sq.; foreign element in Byzantine 
civilization, 43 sqq.; conditioned by de
velopment of liturgy, 97; principle of 
formulae, 156, 310, 325, 361 sq.; words and 
music, 157; increasingly ornamented melo
dies, 263; the mode (Echos), 300 sqq., 326; 
real nature of modulation, 309 sq.; ac
centuation, 314sqq., 349sq.; analysis of 
Άναστάσεως ήμερα, 326 sq.; Initia, Mediae, 
and Finales, 327; the most common 
formulae of first mode (table), 328 sq.; 
simple melodic type of tenor and cadence, 
349; many texts set to the same melody, 
349; tables of first lines set to same melodic 
phrase, 350 sq.; examples of Anastasima 
Anatolika, 352; text of the Stichera, 353; 
Κύριε, ή εν πολλαΐς άμαρτίαις, 353 Sq. j 
Christmas Stichera, 354 sqq.

— ·—, instrumental: status of musicians, 
91; condemned by Christian writers, 91 sq.; 
Clement of Alexandria on, 93; organ: 
use of, rot, 105 sqq., no; paegniotae, 
players of Imperial band, 104; played 
during banquets, 105; hydraulic organ, 
105; pneumatic organ, 105 sq.; golden and 
silver organs, 106; method of accompany
ing singers, 107; term ‘organon’, 108; 
whether the organ used in church, 108 sq.



INDEX
Byzantine music, secular, i; attitude of 

church to, 61 sq., 79 sqq.; absence of docu
ments, 78 sq.; in feasts of the Byzantine 
Empire, 79; in Olympic games, 89 sq.

— musical theory: based on Greek 
philosophy, 44 sq.; ceased to develop after 
end of 5th or beginning of 6th century, 60; 
Michael Psellus, 60 sqq.; his attitude to 
Byzantine ecclesiastical music, 61; his 
attitude to Greek music, 61; Nicolas 
Mesarites, 62 sq.; relation to practice, 
62 sq.; connexion with alchemical writers, 
64, 76 sq,; term ‘plagios’, 77; Gnostic, 
Neo-Pythagorean, Neoplatonic elements, 
97·

— theatre: Christian attacks on, 79 sqq.; the 
Council in Trullo, 84 sqq.: the drama pro
per, 85 sqq.; ‘Tale of the Actors’, 87; 
pantomime, 8759.; the mimic dancer 
(τραγφδό?) and his status, 88.

Byzantium, 29; see also Constantinople.
Byzantius, hymn-writer, 237.

Cabrol-Leclerq, 136 n,
Caesarea, Church of, 124.
Calendae, 79, 85, 90 sq.
Caligula, 37-41, see Emperor.
Cammelli, G., 10, 59 n., 180 n.-, 183 n., 187 n., 

189.n.
Canticles, 171, 174; in Byzantine liturgy, 

32, 37 sqq.; pattern for Early Christian 
hymns, 33; in Early Christian liturgy, 37; 
in Church of Jerusalem, 38; ‘Song of the 
three Holy Children’, sung by Auxentius, 
175; connexion with Odes of the Kanon, 
222 sqq.

Canticum de Mortuis, by Romanus, 229 sq.
Capeile, Dom B., 136 n.
Cappadocia, Church of, 124.
Catechumens, Mass of, 125.
Catullus, 92.
Cedrenus, 125, 165, 166 n., 174 n.
Cerularius, Michael, 167.
Χαίρε, αγία Θέοτόκξ, 3lisq.; music, 312» 

transcription, 312 sqq.
Chairetismoi (‘Salutations’), 333, 369.
Chalcedon, Council of, 160 sq., 175.
Chamelon, see Chamile.
Chamile, 281, 283, 293.
Chant, kalophonic, 121, 271.
—, Byzantine melismatic, 271, 284, 329 sqq.
—, Psaltic, 271.
—, Western, 284.
Charlemagne, 768-814, 21 sq., 108.
Charlesworth, Μ. P., 99 n.
Chase, H., 369.
Cheroubikon, 145.
Cherubic Hymn, 166.
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Chevalier, C., 366.
Christ, W., 5 sq., 147 sq., 150 n., 172 n., 183 n., 

194 n., 202, 239 n.
Chrysanthus of Madytos, reform of, 6, 249, 

326.
Chrysostom, St. John, 33, 79 n., 125 n., 159, 

181, 190; on the theatre, 79 n., 81 sqq., 91; 
on the Calendae, 90; on instrumental 
music, 94; on Symposia, 95 sq.; ascetic 
attitude to music, 97; Liturgy of, 124; im
posed Midnight Office on laics, 126 sq.

Claudel, P., 190 n.
Claudius, 41-54, see Emperor.
Claudius Ptolemy of Alexandria, Harmonics 

of, 49 n., 54 sq., 97 n.
Clemens of Grottaferrata, 239.
Clement of Alexandria, 80, 83, 92 sqq., 97 n., 

149 sq.
Cleonides, Eisagoge Harmonike of, 52 sq.
Cleopatra, alchemical author of 1st century, 

75 sq-
Clugnet, L., 135 n., 142, 17 m., 239 n.
Codex Ashburnham. L64 (a Psaltikon), 23 

sq., 143 sq., 305 sqq.; Contacarium, 26.
Codex Athens 2061, 2062, 117, 341 sq., 344, 

347·
Codex Athon. Laurae Γ 67, 274.
Codex Grpttaferrata (Cryptense): E β iii, 

306; E β vii, 144, 190, 305 sq.; Γγ i, 343; 
Γ γ iii, 306, 308.

Codex Petropol. gr. XLIII, 254.
Codex Saba 83, 266 sq., 269.
Codex Sinaiticus 204, 247.
Commodus, 180-92, see Emperor.
Communion Chant, 125.
Constantine the Great, 324-37, see Emperor.
Constantine V Copronymus, 741-75, see Em

peror.
Constantine VII Porphyrogennetus, 913-959, 

see Emperor; wrote hymns, 237; see also 
De Ceremoniis.

Constantine IX Monomachus, 1042-55, see 
Emperor.

Constantinople: conquest of, in 1204, 2; 
founded by Constantine the Great, 29, 31; 
Latin official language, 30 sq.; Greek be
comes official language, 31; Hippodrome 
in, 99 sq.; ceremonies compared with those 
of Baghdad, 101; Church of, 124, 159; re
lations with Rome, 161, 167; see also 
Liturgy, Byzantine.

Constantinople, Council of (381), 159, 161.
Constantinople, Synod of (536), 162.
Contacarium, see Kontakarion.
Conybeare, F. C., 130, 131 n., 368.
Coptic Church, 172 n.
Comford, F. M., 48 n., 49 n., 67 n.
Cottas, V., 79 n., 86 n., 88 n,, 90.
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Councils, see Braga; Chalcedon; Con

stantinople; Elvira; Ephesus; In Trullo 
Laodicea.

Coussemaker, E. de, 12.
Couturier, P. A., 127 n.
Cucuzeles, see John Koukouzeles.
Cybele, worship of, 92.
Cyprian, 80, 83; see Ps.-Cyprian.
Cyprianus Monachus, 227, 237.
Cyril, Bishop of Alexandria, 160, 193 n.
Cyril of Jerusalem, 86 n.

Dalton, Ο. M., 29 n.
Damianus Monachus, 224.
Damon, Pythagorean philosopher, 46 n., 50 n., 

326 n.
De Ceremoniis of Constantine Porphyrogen- 

netus, 90 sq., 101 n., 102 sq., 105 sqq.
De Fide Orthodoxa of John Damascene, 206.
De gestis Beati Caroli Magni, 21 sq.
De Imaginibus of John Damascene, 206.
De Officiis, attrib, to George Codinus Curo- 

palata, 32 n., 103 sqq., 109 n., 113 n.
De sacra precatione (On the holy Prayer) of 

Symeon, Archbishop of Thessalonica, 342, 
347*

Delehaye, H., 135 n,, 136, 369.
Demetrius Phalereus, On Style attributed to 

him, 65.
Denys the Areopagite, see Ps.-Dionysius.
Δςΰτζ, χριστοφόροι λαοί, Christmas Sticheron, 

354 sqq.
devre, χρισταφόρΜλααί, Good Friday Sticheron, 

356 sq·
Diehl, C., 29 n., 101 n., 159 n., 162 n., 164 n., 

166 n., 169 n.
Diels, H., 46 n., 54 n., 67 n.
Dio Cassius, 99.
Diocletian, 284-305, see Emperor.
Dionysia, 85.
Dionysius of Halicarnassus, 250.
Dionysus, drama in honour of, 84, 86;

Maioumas in honour of, 90.
Dioscurus, Bishop of Alexandria, 160.
Diple, 281, 283, 293 sqq.
Dissertatio de libris et rebus ecclesiasticis 

Graecorum of Leo Allatius, 143.
Dmitrievsky, A., 133, 134 n., 135,191 n., 272 n.
Dodds, E. R., 55 n., 58 n.
Dogmatikon, 145.
Domesticus scholarum, see Acclamations.
Domestikos (Precentor), 306, 345.
Domitian, 81-96, see Emperor.
Domseiff, F., 67 n.
Downey, G., 364.
Δόξα er ύφίστοίζ Θζά>, 149.
Δόξα Πατρί (Little Doxology), 39 sq.
Doxastarion, see Doxologies, collection of.

Doxologies, 329; collection of, 338.
Dreves, G. M’., 7.
Duchesne, L., 34 n.
Dugmore, C. W., 123 n.
Dvornik, F., 100 n.
Dyo Apostrophoi, 294 sq. 
Dyo Kentemata, 290, 292.

Early Christian art, 168.
------ music : scarcity of documents, 42; as an 

ethical problem, 96 sq.
Early Christian Hymn with Music: transcrip

tion, 153 sqq.; compared with Greek music, 
155 sq.; style and structure, 156.

Echos, see Byzantine music, ecclesiastical: 
the mode (Echos).

Eirenika, 345 n.
Ekphonesis (ekphonetic chant): used for the 

Lessons, 32, 137; see also Notation, Byzan
tine, ekphonetic.

Elaphron, 293, 308.
Elias the Patriarch, 224, 227.
Elvira, Council of, 168.
Emereau, C., 10, 184, 185 η., 194 η, 
Empedocles, 48.
Emperors, Roman: Caligula, 99; Claudius, 

89; Commodus, 89, 99; Diocletian, 89; 
Domitian, 99; Nero, 99; Trajan, 99, 146.
Byzantine: Anastasius I, 183; Anastasius 

II, 183 n.; Andronicus III, 113; Andronicus 
IV, 117 sq.; Arcadius, 90, 159; Basilius II, 
183 η.; Constantine the Great, 29, 31, 99; 
Constantine V, 108; Constantine VII, 90 
sq., 101 n., 103, 237, 259; Constantine IX, 
60; Heraclius, 100,113 sq., 165,183 n.; John 
V, ri7sq.; John VIII, 114, 117 sq., 120; 
Julian the Apostate, 29, 84, 126; Justinian 
I, 89, 113, 125 sqq., 160, 162 sqq., 171, 178, 
188, 199, 369; Justinian II, 100, 167; Leo I, 
174; Leo III, 169; Leo VI, 237, 244; Manuel 
II, 117, 120; Marcian, 160, 175; Michael I, 
108; Michael III, 170; Nicephorus II, 112 
sq.; Romanus Lecapenus, 91, 259; Theo
dosius I, 90, 105, 159; Theodosius II, 159 
sq., 174; Theophilus, 169 sq., 237.

'Enjane, hymns of Syro-Jacobite Church, 163. 
Ephesus, Council of, 160.
Ephesus, ‘Robber Synod’ of, 160.
Ephraem, Patriarch of Antioch, 162.
Ephraem, St., the Syrian: his hymns models 

for Greek Kontakia, 7; influence on 
Romanus, 9 sqq., 187 sq., 232; and crea
tion of poetical sermon, 185; Encomium in 
honour of Basil the Great, 186; ‘Nativity 
Hymns’, 358.

Epidaurian inscriptions, 146.
Eructavit cor meum, Ps. xliv, music, 36 sq. 
Etheria (Etherie), pilgrimage of, 130, 134 n.



Euchologion, 136 sq.
Euphenua, see Acclamations.
Euripides, 86, 88,
Eusebius, Ecclesiastical History of, 36. 
Eustratiades, S., 141 n., 264 n., 266 n. 
Euthymius of the Studios, 229.
Eutyches, 160, 189, 
Evangelion, 137, 139. 
Έζεπλήττετα o 'T/pdiSiys, 357 sq.

Ferotin, Dom M., 130 n.
F^tis, F. J., 11 sq.
Fitzgerald, A., 151.
Flavian, Bishop of Constantinople, 160, 
Fleischer, 0., 12 n., 13 sq., 16, 249 n., 261, 

288 n., 297, 304 n.
Foakes Jackson, F. J., 34 n.
Frere, W., 22.
Funk, F. X., 364.

Gaisford, T., 53 n.
Gaisser, Dom H.,14 sqq., 18, 206 it., 301.
Gammurini, J. F., 130 n.
Gardthausen, V., 13, 246 n., 247 n.
Gassisi, D. S., 239 η.
Gastoud, A., 15 sq., 22, 64 n., 66, 68, 72 n., 

73 sq., 76 η., 142, 201 sq., 274, 301, 366.
Gaudentius, 53; Eisagoge of, 63.
Gelzer, 183 n.
George Codinus Curopalata, see De Officiis. 
Georgius, author of Vita S. Auxentii, 174 n. 
Georgius Choeroboscus, 249 n.
Georgius Sikeliotes, hymn-writer, 227.
Gerbert, M., 2 sq., 172 n.
Germanus of Grottaferrata, 239.
Germanus the Patriarch, 194 sq., 225 sq.
Gerold, T., 83 n.
Geyer, P., 130 n.
Gibbon, 98 n., 237.
Gnosticism: formulae of incantation, 64 sqq.; 

the seven vowels and the seven spheres, 
65 sq.; whether vowels were sung, 67 sqq.; 
formulae transcribed, 68 sq.; Gnostic 
hymns, 76; in alchemical treatises, 76 sq.; 
influence on Neoplatonism, 97.

Goar, J,, 2, 4 sq., 136, 239 n., 287.
Golden Kanon, see Άναστάσεως ήμερα.
Gombosi, 0., 73, 75 n., 77 n.
Gorgon, 295.
Gospel-Lectionary, Vienna. Codex suppl. 

gr. 128, 248.
‘Gothic pageant’ (Γοτθικόν), pi.
Goussen, H., 131.
Grabar, A., 100 n.
Grande, C. del, 196. ,
Great Kanon of Andrew of Crete, 204 sq., 

232 sq.
‘Great Oktoechos’, see Oktoechos.
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Greek music: disappearance of, 61; no 

knowledge of in Byzantine music schools, 
62; Hymn to Nemesis, 152; compared with 
‘Christian hymn with music’, 155 sq.; 
Paean from Berlin papyrus, 155 sq.

— musical theory : music an ethical, problem, 
46, 51, 96; ‘harmonia’, 46 sqq.; the theory 
of ethos, 46 sqq., 52 sq.; Pythagorean doc
trine of numbers, 47 sqq.; Cosmic and 
musical harmony, 48 sqq.; μίμησις in 
Plato, 50 sqq.; taken up by Boetius, 51 sq.; 
κά&αρσις in Aristotle, 51 sq.; attitude to 
innovation, 52; see also Aristotle; Plato.

Greens, see Prasini.
Gregoire, H., 369.
Gregorian Chant: restoration of, by ‘School 

of Solesmes*, 12 sq.; theory of Roman 
origin, 43; theory of origin in Eastern 
Empire, 43; origin ultimately Jewish, 43; 
principle of formulae, 156; Modes, 300.

Gregory, St,, the Great, letter of, 22 n., 348.
Gregory Nazianzen, 83, 94.
Gretser, 5 n.
Grimme, 183 n., 184.
Grottaferrata, monastery of, 157, 238 sq. 
Grumel, V., 369.

Hagia Sophia: Office of, 26 sq.; church of, 
ιοί, 104η., log, ii3sq., 164 sqq.; chanted 
office, 342.

Hagiopolites, 294 n., 295, 300.
Handschin, J., 22, 91 n., 103 n.
Hamack, A., 159 n., 160 n., 161 n.
Harris, Rendel, 149 n.
Harun-ben-Jahja, 105 sq.
Haug, M., 249 n.
Heath, Sir T., 47 n.
Helming, 0,, 163 n.
Heisenberg, A., 62 η., 63 η.
Hellenism, 29 sqq., 164.
Hellenistic musical theory, 62.
Henderson, Μ. I., 47 n., 367 sq.
Hendrix, P., 125 η., i66n.
Heothina Anastasima, 244.
Heraclius, 610-41, see Emperor.
Hercher, R., 367.
Hermann, G., 53 n.
Hero of Alexandria, Pneumatica of, 105.
'Ea wept vos, 125 sqq.
Hippodrome: political significance in Con

stantinople, 99; transplanted to ‘New 
Rome’, 99 sq.; the Veneti and Prasini, 100, 
102; ritual for day before opening of chariot 
races, 107,

Hippodrome of Vegetables (Aa^avtxov twwo- 
δρόμιον), 90.

Hirmologion (Heirmologion), 23, 141 sqq., 
271 sq., 275 sq., 333.
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Hirmus (Heirmos), 14; of Kontakia, 179, 181 

sq.; of Kanons, 181 sq., 202; paraphrases of 
‘Hymn of Victory’, 222 sqq.; Katabasia, 
240; ‘Hirmologic Style’, 317; melodies of, 
325 sqq-.· 349 sqq·

Hoeg, C., 18 sqq., 23, 24 η,, 26, 39 η., 64 η., 
,72 η., 73> 121 137 η., 138 η., 142, 144 η.,
246 η., 247 η·> 25r η·) 254 π., 25^ η·> 257, 259> 
264 η., 265 η., 267, 269 η·, 301 η·

ΟΙ τα χερουβίμ μυστικώς, see Cherubic Hymn. 
Horace, 148.
Horologion, 140.
Ore Ία>σ·ηφ, 358.

Hourlier, Dom J., 21 n.
Hucke, H., 21 n,
Huglo, Dom M., 21 n., 120, 194 n., 196. 
Humbert Sauvageot, Mme, 257 n.
Hunt, A. S., 152,
Hymn to Nemesis (“Υμνο; ds ΝΙμεσιν), 

wrongly attributed to Mesomedes, 152, 
368.

Hymns: ‘ύμνοι’, as used by St, Paul, 33 sq.; 
origin in Jewish usage, 40.

—, Byzantine: metrical structure, 3 sqq.; 
Akathistos-hymn, 24, 26, 141,144, 191 sqq., 
269, 277; method of composition, 40 ; type 
of melodies, 40, 42; attitude of Eastern 
Church to, 41; of Manicheans, 121; Trisa
gios Hymn, 125; Cherubic Hymn, 125,166; 
character of, 147 sq.; Neoplatonic ideas in, 
148; words and music, 157; Western 
School, 157; part in liturgy, 157 sq.; ex
pression of Orthodox theology, 157 sq.; 
development, 157 sq.; the hymn-writers, 
157 sq.; style, 158; relation to Oktoechos of 
Severus, and the 'EnjfrnS, 163; -in Jus
tinian’s reign, 165; influence of monasti
cism, 167; music lost in Iconoclastic con
troversy, 170; new hymns prohibited, 237; 
later musical development, 237 sq.; in 
Sicily and Italy, 238 sq.; see also Hirmus; 
Kanon; Kontakion; Troparion; Sticheron, 
&c.

—, Early Christian; composed on pattern of 
psalms and Canticles, 33; condemned in 
3rd century, 40 sq.; Jewish models, 146; 
pagan models, 146; restrictions on, 147; 
Odes of Solomon’, 149; in the Apocryphal 
Acts, 149; Φώί Ιλαρόν, Γ49; Δόξα εν ύψίστοις 
&εώ, 149 j Στόμιον πώλων αδαών of Clement 
of Alexandria, 149 sq.; of Synesius, 150 
sqq.; ‘Early Christian Hymn with Music’, 
152 sqq.; Alexandrian School, 155; transla
tion from Syriac, 156.

Hypakoe, 239 sq.
Hypokrisis, 253.
Hyporrhoe, 294.
Hypsfle (Hypsele), 281, 284, 293’ 335. j 

Iamblichus, 49 n., 97 n.
Iconoclastic controversy, 2, 128, 168 sqq., 

199.
*Ιδε τό εαρ τό γλυκό, Euphemia, 102. 
Idelsohn, A. Z., 36 n., 44 n., 325, 341. 
Idiomelon, see Stichera Idiomela.
Improperia, 359.
In Monachorum Exsequiis, by Theodore 

Studites, 229 sq.
In Trullo, Council, 84 sqq., 91, too sq,, 124, 

167, 204, 364.
Indian music, 46 sq.
Instrumental music: in Jewish ritual, 35, 93 

sq.; in mystery religions, 92 sqq.; forbidden 
in Early Christian Church, 93 sq.; in pagan 
festivities, 94 sqq.; the organ in church in 
the West, 108; see also Byzantine music, 
instrumental.

Iran: influence on Byzantine civilization, 
29 sq.; Iranian elements in Christian 
civilization, 32.

Irenaeus, St., 66 n.
Irene, Empress, 169.
Isidore of Miletus, 164.
Isidore of Seville, 41.
Ison, 16, 253, 269, 280 sqq., 286, 288 sqq., 293.

Jacob Baradaeus (Jacob bar Theophilus), 
Monophysite Bishop of Edessa, 163.

Jakobson, R., 25 n.
Jan, G., 54 n., 66 n.
Jeannin, Dom J., 44 n., 140 n., 325.
Jerome, St., 33, 83, 348.
Jerusalem, Church of, 38, 43, 171.
Jewish Schola cantorum, 304.
Joannes Glykys, Melurgos, 238.
Joannes Lampadarius, Melurgos, 238.
Joannes Lydus, 86.
Joannes of Grottaferrata, 239. .
John, Abbot, 173 sq.

, John, Bishop of Syracuse, 348.
John V Palaeologus, 1341-91, see Emperor.
John VIII Palaeologus, 1425-48, see Emperor.
John Cantacuzene, 106 n., 113 n.
John Citrus, 103 n.
John Dalassenos, 244, 317.
John Damascene, St., 5, 96, 236, 287, 367; 

Okto&chos ascribed to, 44; hymns of, 140; 
on icons, 169, 206; ‘Resurrection Kanon’ 
(‘Golden Kanon’), 206 sqq.; music, 216 sqq.; 
Hirmi of, 222 sq.; hymns of John Mauropus 
attributed to, 237; introduction of Theo- 
tokion as ninth Ode of Kanon, 242; Stichera 
Dogmatika of, 244.

John Koukouzeles, 216, 238, 261.
John Mauropus, hymn-writer, 237.
John Monachus, contemporary of Auxentius, 

174.
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John Monachus, writer of Kanons, see John 

Damascene/John Mauropus. .
John the Monk (John Damascene, John 

Mauropus?), 277.
Ιωσήφ, wne ήμΐν, 357·
Joseph Huzaja, 246.
Joseph of Grottaferrata, 239.
Joseph of the Studios, of Sicily, ‘the Hymn

writer’, 140, 234 sqq.
Joseph of the Studios, of Thessalonica, 

brother of Theodore, 141, 229, 236.
Joseph II, Patriarch, 114, 117.
Julian the Apostate, 361-3, see Emperor. 
Justinian I the Great, 527-65, see Emperor. 
Justinian Π, 685-95, see Emperor.

Kahle, P., ir n., 185 n.
Kalophonic chant, see Chant.
Kalophonic style, 271.
Kanon, 171 sq., 239 sqq., 275, 361; rise of, 11; 

melodies of Kontakia used for, 128; de
veloped by school of the Studios Monas
tery, 133, 234 sqq.; place in liturgy, 141, 
198; Odes of, 141, 198 sqq.; replaced Kon
takion, 157,199, 203 sq.; Hinni of, 181, 266; 
structure, 198; compared with Kontakioh, 
198 sq.; influence of Byzantine monasti
cism on, 199; dialogue in, 199 sqq.; 
acrostic, 201 sq.; Andrew of Crete, 204 sq.; 
school of St. Sabas, 206; ‘Resurrection 
Kanon’ of John Damascene, 206 sqq., 240 
sqq.; music, 216 sqq.; connexion of Odes 
with Canticles, 222 sqq.; Theodore Studites, 
230 sqq.

Kanonarion, 131.
Kantorowicz, E. H., 118 n.
Kasia, hymns of, 15, 237, 353.
Katabasia, 239 sq.
Katabasma, 277.
Kathisma, 139, 239 sq.
Kathiste, 253 sq.
Kattenbusch, F., 159 n., 161 n.
Kekilidze, K. S.,, 131.
Kekragarion, 145.
Kentema, 283 sq., 293, 335.
Kiesewetter, R., 12.
Kircher, A., 2.
Kirchhoff, P. Kilian, 361 n.
Klasma (Tzakisma), 281, 295.
Koinonikon, 138, 340.
Kontakarion (Contacarium), see Kontakion, 

collection of.
Kontakion, 140, 144, 179 sqq., 197, 306, 329, 

333> 366; origins, 7 sqq., 179, 182 sqq.; 
metrical structure of, 9, 181; collection of, 
23, M3, 274, 333, 338; transcription, 24; 
melodies set to texts of later hymns, 128; re
placed by Kanon, 157,199, 203 sq.; melodies
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lost 170; structure, 179 sq., 308, 334, 338, 
369; title, 180; acrostic, 180 sq,; words and 
music, 182 sq., 203; Melito’s Homily on the 
Passion, 185 sq.; SS. Ephraem and 
Romanus, 187 sq.; by Romanus, 188 sqq.; 
Akathistos Hymn, 192 sq., 196; com
pared with Kanon, 198 sq.; direct speech 
in, 199;' type of melodies, 202 sq., 335; 
homiletic character, 204; second period, 
229 sqq.; in later hymnography, 239 sq., 
330; Άγγελος πρωτοστάτης,

Koschmieder, E., 25 n.
Kosmas of Crete, see Kosmas of Jerusalem 

(of Maiuma).
Kosmas of Jerusalem (of Maiuma), 5, 141, 

206, 223, 228, 265 n., 287, 31T.
Kouphisma, 289, 291 sqq.
Kractae, see Acclamations.
Kraeling, C. H., 365.
Kraemer, 101 n.
Kratema, 291, 293.
Kratema-Hyporrhoon, 294.
Kremaste, 252.
Krumbacher, K., 9 sq., 180 n., r8i n., 183 n., 

187 n., 205 n., 237 n.
Krypiakiewicz, P. F., 195 n., 196.
Kylisma, 295.
Kyriakos, Melodos, 179.
Kvpie, φ πολλαίί άμαρτίαιι, hymn of Kasia, 

353 sq.
Kyrie Jesu Redemptor, 120.

Lachmann, R., 47 n.
Lagercrantz, 74.
Lally, P. A., 23.
Lake, Kirsopp, 10 n., 34 n.
Lake, Silva, to n., 39 n.
Laloy, L., 47 n.
Lambros, 141.
Langford-James, R. LL, 135 n., 142, 239 n. 
Laodicea, Council of, 83 sq., 147.
LatySev, B., 136 n.
Laudes, in pagan Rome, 99.
Laudes regiae, 118.
Laum, B., 268 n.
Leclercq, 64 n.
Lectio solemnis, 121.
Lectionary, Georgian, 131.
Leemans, C., 65 n., 70 n.
Legetos, 118.
Leitner, F., 34 n.
Leo I, St., Pope, 160 sq.
Leo IX, Pope, 167.
Leo I the Great, 457-74, see Emperor.
Leo III, 717-41, see Emperor.
Leo VI the Wise, 886-912, see Emperor.
Leo the Armenian, 229.
Leontius of Byzantium, 161 sq.
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Li Κϊ (Memorial of the Rites), 50 n. 
Libanius, Oratio pro Saltatoribus, 87 sq. 
Link, J., 87 n.
Litany, 193.
Liturgy, Byzantine: chants of Mass and 

Office, 32/in Hagia Sophia, 113 sq.; 'lectio 
solemnis, 121; Jewish and Early Christian 
elements, 123, 126; the service books, 123, 
129 sq.; Mass, 123 sqq.; Liturgy of St. 
Chrysostom, 124; Liturgy of Presanctified, 
124; Liturgy of St. Basil, 124; poetical 

.homily, 125; the Office, 125 sqq.; ’Εσπερινός 
(Vespers), 125 sqq.; "Ορθρος (Lauds), 125 
sqq.; Μεσονυκηκόν (Matins), 125 sqq.; 
musical development, 127 sq.; codification, 
127 sq., 167; Apodeipnon, 128; analysis of 
Vespers, 128 sq.; in reign of Justinian, 
165 sq.; element of mystery-initiation in, 
166; influence of monasteries, 166 sq.; 
divergence from Western, 167; in 5th and 
6th centuries, 172 sqq.; introduction of 
spoken sermon, 204.

—, Early Christian: evening prayer j 34, 126; 
types of singing in, 33 sqq.; origin of Mass, 
123; morning prayer, 126; Office in 
Apostolic Constitutions, 126 sq.

—, Jewish, 33, 369; used by Early Christians, 
34; the Temple, 35; use of instrumental 
music, 93.

—, Pagan : Edict of Julian, 126; ‘Breviary’ of, 
126, 146.

—, Western: Mass, 123; books, 130; diver
gence from Byzantine, 167; see also Hymns.

Liutprand of Cremona, 112 sq.
Loofs, F., 160 n.
Lowe, E. A., 27 n., 275 n.
Lucian, 91; De Syria Dea, 92, 
Lupercalia, 85.

Maas, P., 9 n., 10, 44, 102 n., 146 n., 183 n., 
184,186 n., 189 n., 190 n.

Mabillon, 275.
Macdonald, A. B., 33 n., 123 n.!
Maclean, C., 105 n.
Madrasha, Syrian, 10, 184.
Mahmoud Raghib, 366.
Maioumas, orgies of, 79, 90. 
Maistores, 145, 238, 329.
Makarismoi, 259.
Malalas, 89,164 n.
Mango, C., 133 n.
Manichaeans, 169, 368; hymns of, 121, 304 sq. 
Mansi, J. D., 132 n., 147 n.
Manuel II Palaeologus, 1391-1425, see Em

peror.
Manuel Chrysaphes, 238, 310.
Maracci, Η., 5 η.
Marcian, 450-7, see Emperor. j

INDEX
Marcus, disciple of Valentinus, Sige of, 66 n.
Marcus Monachus, hymn-writer, 237.
Marquardt, J., 106 n.
Martianus Capella, De Nuptiis Philologiae et 

Mercurii of, 53.
Martyria, see Notation.
Mary, alchemical author of 1st century, 75, 
Mass, Byzantine, 123 sqq.
Meams, J., 38 n.
Meester, P. de, 191 n., 195 n., 367.
Meibom, M., 53.
Meister, K., 130 n.
Melismatic chant, see Chant.
Melismatic style, 271.
Melito, Bishop of Sardis, 10; Homily on the 

Passion of, 185 sq.
Memra, Syrian, ro, 184.
Menaia, 135,140.
Menologion (Menologium), 135 sq., 140.
Mercenier, F., 128 n.
Mesarites, Nicolas, 62 sq., 364.
Mesodmes, see Mesomedes.
Mesomedes, 367 sq.
Μεσονυκηκόν, 125 sqq.
Methodius, St., Patriarch of Constantinople, 

170, 236.
Metrophanes, hymn-writer, 237.
Meyer (Speyer), W., 4 n., 7 sq., 184.
Meyer von Knonau, G., 22 n. 
Michael I, 811-13, see Emperor, 
Michael III, 842-67, see Emperor.
Michael Blemmides, 288.
Michael Curopalata, 229.
Michael Manillas, 317.
Michael Psellus, Letter on Music, 60 sqq, 
Michel, A., 134 n.
Migne, 194 n., 195 n.
Mingana, A., 149 n.
Mioni, E-, 10, 179 n., 180 n,, 184 n.
Mocquereau, Dom A., 12 sq.
Modes, see Byzantine music, ecclesiastical; 

Oktoechos, origin of.
Mommsen, T., 90 n.
Mone, F. J., 4 n.
Monophysitesinfluence on Eastern monasti

cism, 33; formation of Jacobite Church, 
160; conflict with Orthodox Church, 160, 
162 sq., 167; hymns of, 163.

Monotheletic heresy, 167.
Montfaucon, 2, 246 n.
Mount Athos, monastery of the Georgians 

on, 141.
Mountford, J. F., 54 η.
Mowry, L., 365.
Muller, D. H., 8 sq.
Musical theory, Arabic, 46.
— —, Chinese, 46 sq.
------ Indian, 46 sq.
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Musical theory, Western: the three genera, 

51 sq.; see also Byzantine, Greek, Hellen
istic, musical theory, &c.

Mystery religions, 65, 67, 76 sq., 92.

Narsai of Edessa, 359.
Neale, J. M., 4, 142, 147., 204 n., 206 sqq., 232, 

235 sq-, 237 n>, 239 n·.· 24° sqq.
Neo-Greek music: rhythm of, 6; coloratura 

in, 42.
Neoplatonism: aesthetic of, 45, 55 sqq.; and 

musical theory, 55 sqq., 97; influence on 
the musician, 56 sq.; adapted to Christian 
dogma by Ps.-Dionysius, 57, 59 sq., 148; 
Gnostic and Pythagorean elements, 97; 
see also Plotinus; Proclus.

Neo-Pythagoreanism: music and mathe
matics, 53 sqq.; the seven vowels and the 
seven spheres, 66; the unity of the physical 
world, 75 sq.; see also Nicomachus of 
Gerasa.

Nero, 54-68, see Emperor.
Nestorian heresy, 160.
Nestorius, Patriarch of Constantinople, 159 

sq., 189.
Nicephoros II Phocas, 963-9, see Emperor. 
Nicomachus of Gerasa, 47, 53 sq., 56, 62 η., 

63, 66 sqq.
Nilles, N., 133 n., 142,170 n., 204 n., 239 n. 
Nilsson, Μ. P., 146 n.
Nilus, Abbot of Mount Sina, 173 sq.
Nilus the Younger, 157, 238 sq.
Nine Odes, see Canticles, Kanon.
Nisard, T., 12.
Notation, Armenian, 11.
—, Byzantine, ekphonetic, 139, 281; function, 

246; origin, 246; development, 246 sqq.; 
palaeography, 247; relation to prosodic 
signs, 249 sq.; table of signs in Cod. Lei- 
mon, 25α sqq., Pl. I; Alexandrian System, 
268.

—, —, melismatic, see melismatic style.
—, neumatic: early attempts to transcribe, 2; 

origins, it sq.; Late (Koukouzelian), 13 sq., 
17; deciphered, 15 sqq.; signs for ascending 
second, 17; red auxiliary signs (‘Great 
Signs’), 17 sq.; Martyriai (‘signatures’), 18, 
283 sq., 300 sqq., 306 sqq., 312 sq., 331; 
methods of transcription, 18 sqq.; Coislin, 
253, 269 sql, 275, 279 η., 282; Middle, 253, 
274, 317; the phases, 261 sqq., 272, 274; 
Άναστάσεως ήμερα in five stages of notation, 
263 sqq..; Chartres, 272, 274; Andreatic, 272, 
277, 280, 282; Esphigmenian, 272, 280; 
intonation formulae, 303 sqq., 313; 
‘Ananeanes’, 304; table of Phthorai, 309; 
Phthorai (modulation signs), 309 sq.; the 
theorists, 310; phases of, last and first used
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simultaneously, 311 sq.; transcription of 
Χαΐρε, αγία Θεοτόκε, from the Hirmologion, 
311 sqq.; transcription of Τήν πεντάριθμον 
χορείαν from the Sticherarion, 317 sqq.; 
Round, see Middle.

Notation, Ethiopian, 11.
—, Old Slavonic, 25, 274.
—, Plainchant, 11 sqq.
•—, Syriac, ekphonetic: origin, 121 sq.
Νΰν awoAtktj, 129.
Nvv προφητική πρόρρησις,

'0 μονογενής υιός, Troparion, 165, 178 sq.
Ώ πώς ή παράνομος, 359 S(T
Ο quando in cruce (Ote ίο Stavrd), 21.
Obelisk of Theodosius I, 105.
Obolenski, D.,-369.
’(38 αΐ πνευματικοί, 33 sq.
Odes of Solomon, 149.
Office: Lauds, Vespers. MSS. Athens 2061, 

2062, 137, 341 sq.
Office, chanted: in Hagia Sophia, 342; in 

Thessalonica, 342.
Ogdoas, 70.
Oikos, 144, 239, 241 sq., 30559.; structure, 

338.
Oktoechos : ascribed to John Damascene, 44; 

Oktoechos of Severus, 44, 140, 163; origin 
of, 69 sq.; Serbian Oktoechos, 71η., 325; 
‘Great Oktoechos*, 140; see also Parakle- 
tike.

Oligon, 288 sq., 291 sqq.
Olympic games, 79; musical performances 

in, 89.
Organ : use in churches, 366; see also Byzan

tine music, instrumental; Instrumental 
music.

Origen, 33.
"Ορθρος, 125 SflQ-
Ote to Stavro (0 quando in cruce), 21.
Otto I the Great, 936-73, 112.
Ouspensky (Uspensky), Archimandrite Por

phyry, 264, 272 n.
Ουτο$· ό Θεός ημών, 357·
Oxeia, 252, 254, 280 sqq., 289, 291 sqq.
Oxyrhynchus, theatre in, 87.

Pachymeres, G., 53, 364.
Palikarova Verdeil, Mme, 25, 274, 277 m, 281. 
Pambo, Abbot, 172, 174.
Pancratius of Grottaferrata, 239.
Pantelakis, E. G., 145 n.
Pantocrator, monastery, Mount Athos, 114. 
Papadike, 284 sq.; edited, 13 sq.; on Pneuma 

and Soma, 16.
Papadopoulos, G. L, 9 η., 2o6 n.
Papadopoulos-Kerameus, A., 134, 183 n., 194 

sq., 251 n., 363.
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Parakletike, 139 sq., 253, 282, 295; see also 

Oktoechbs.
Paranikas, M., 5 sq·, 172 n., 194 n., 239 n.
Pargoire, J., 124η,, 140 η., 159η., 165η., 167 η., 

109 η., 364·
Paris, F., 128 η,
Paul, St., on ‘psalms and hymns and spiritual 

songs’, 33 sq., 41 sq., 96,
Paul the Silentiary, Description of Sancta 

Sophia, 45, 165.
Paulician sect, 169, 368.
Paulus, Abbot of Grottaferrata, 239.
Pelaston, 289, 293.
Pentekostarion, 140 sq.
Peradze, G., 131 n.
Petasma, see Petaste.
Petaste, 28r, 289, 291 sqq.
Peter of Sicily, 368 sq.
Petri, H., 130 n.
Petresco, J. D., 279.
Petrides, 183 n.
Philo of Alexandria, 75; De Vita Contem

plativa of, 35 sq.
Philotheos the Protospatharius, 108.
Φώε ιλαράν, 129, 149*
Photius the Patriarch, 167, 194, 
Piasma, 291.
Pippin, King, 108.
Pisides, G., 194.
Pitra, Cardinal J.-B., 3 sqq., 114 n., 147,174 n., 

175, 176 n., 180 n., 181,183 η,,.187 n., 190 n., 
194 n., 199, 239 n.

Pius X, Pope, 13.
Plainchant, see Gregorian chant.
Plato: source for Byzantine musical theorists, 

44; Republic, 46 n., 47, 49 sq., 55, 88, 92 n., 
97 n.; Timaeus, 48 sqq., 54, 56, 67; Laws, 
49 sq., 97 n.; views contrasted with Aris- 

_totle’s, 51; influence of, 52; theory of art, 
55; philosophy the highest music, 56; 
Phaedo, 56; Phaedrus, 56; on the music of 
the spheres, 67.

Plato, St., of the Studios, 229.
Platonism: revival of second century (‘Middle 

Platonism’), 96sq.; adapted to Christian 
theology, 96 sq.

Pliny, 146.
Plotinus: on nature and art, 55 sq.; the 

musician, the lover, and the philosopher, 
55 sqq.; source for Dionysian theology, 58, 
148.

Plutarch, About Music, 52.
Pneumata, 16 sq., 285 sqq., 289 sq,
Poir^e, E., 64 n., 68.
Polychronion (Poiychronisma), see Acclama

tions.
Porphyry, 54 n., 55.
Pothier, Dom, 12 n., 22 n.

Prasini (‘Greens’), 98 sqq., 102.
Praxapostoloi, 137.
Presanctified, Liturgy of the, 124.
Προ τής yevifaeats τής σής,
Proclus, 56sq.; views on music, 56sq,;

Elements of Theology, 58 sq.; source for 
Dionysian theology, 148; death of, 164.

Procopius of Grottaferrata, 239. 
Prokeimenon, 125, 138 sq., 143 n.
Prooemium (Kontakion), 191 sq., 194,196 sq,, 

305, 332, 334-
Prophetologion, 137 sq.
Prosomoion, 275.
Protopsaltes, see Acclamations.
Psachos, K. A., 12 n.
Psalmody, 341 sqq.; origin of, 341..
Psalms: in Byzantine liturgy, 32; term as 

used by St. Paul, 33 sq.; pattern for Early 
Christian hymns, 33; in Jewish liturgy, 34; 
in Early Christian liturgy, 34 sq.; anti- 
phonal singing, 34 sqq.; in Synagogue, 35; 
in Temple, 35; conservative treatment of 
melodic formulae, 36; musical structure, 
36 sq.; treatment of melodies in East and 
West, 37; range of music, 42.

Psaltae, see Acclamations.
Psalter, Byzantine, 139.
Psalter, Uspensky, 139.
Psalter of David, 363.
Psaltes, 338.
Psaltic chant, see Chant, 
Psaltic style, 271.
Psaltikon, 23,143 sq., 339; see also Codex Ash

burnham. L 64.
Ps.-Aristotle, Problems of, 63.
Ps.-Codinus, 164 n.
Ps.-Cyprian, 80 sq.
Ps.-Dionysius the Areopagite: on hymns and 

the Hierarchy, 57 sq.; view of the musician, 
58; theology of, in Romanus, 59 sq,; view 
of art, 148, 168 sq.

Ps.-Sophronius, 165, 166 n.
Psilon, see Hypsile.
Ψυχή μου, by Romanus, 205, 308.
Πτωχός καί ττ«νη·ς νμνοΰμάν σς, Κύρίΐ, frag

ment of hymn by Auxentius, 175 sqq.
Puyade, Dom J., 44 n., 140 n,, 325.
Pythagoras, musical doctrine of, 47 sq., 65, 

97; cosmology, 65.
Pythagoreanism: the soul as harmony, 46.

Quasten, J., 93 n.
‘Queen of Kanons’, see Αναστάςκως ήμάρά.

Rabula-Codex, crucifixion of, 101.
Raes, A., 133 n.
Rahlfs, A., 137 n.
Rahner, H., 365.



Rambaud, A., 98 n.
Rebours, J.-B., 13, 17, 102 n., 145 n., 249. 
Reese, G., 52 n., 64 n., 72 n., 237 n.
Reinach, S., 365.
Reinach, T., 152 n.
Reiske, J. J., 100 n., 103 n. 
Reitzenstein, R-, 76 n. 
‘Resurrection Kanon’, see Kanon. 
Riedel, W., 88 n.
Riemann, H., 15 sq., 18, 152 n., 237 n., 261 sq., 

264, 272 n., 301.
Riesemann, 0., 25 n.
Rites: Beneventan, 21; Ravennatic, 21; of 

Constantinople, 27, 133 sq., 139, 272, 348; 
Byzantine Office, 117; chanted Office in 
Hagia Sophia, 117, 342; chanted Office in 
Thessalonica, 117, 342; Byzantine, 129 sq., 
135, 272; of Jerusalem, 130 sqq., 139, 272, 
348·

Rituale Armenorum, see Conybeare.
Roberts, C. H., 136 n.
Rocchi, A., 142 n., 144.
Romanns, St., 6 sq., 10 sq.; dependence on 

Ephraem, 9,187 sq. ; and the Ps.-Dionysian 
theology, 59 sq.; music of his hymns lost, 
170; and rise of the Kontakion, 179,183 sq.; 
Kontakion, ‘Joseph the Chaste’, 180; feast 
of, 182; life, 183 sq.; Kontakion of the Ten 
Virgins, 186 sq.; poeta vere Christianus, 188 
sqq.; Kontakion on the Nativity, 190, 334; 
hymn-writer, 191, 194 sqq.; influence on 
Andrew of Crete, 204 sq.; Ψυχή μου, 205, 
3©8; influence on Theodore Studites, 229 
sq., 232; Resurrection Kanon, 241 sq.

Romanus Lecapenus, 919-44, see Emperor.
Rome, relations with Constantinople, 161, 

167.
Roses, Feast of (-rys Γάστρης), see Maioumas. 
Ruelle, C.-E., 53 n., 64 n., 65, 68 sq., 72, 74. 
Runciman, S., 29 n., 30 n., 31 n., 100 n., 158 n.

Sabas, 246 n.
Sachs, C., 108 n.
St. Apostles, Church of, 62 sq., 101.
St. Gall MS., 195 sq.
St. Sabas, monastery of, 132, 206, 234.
Salaville, S., 124 n., 365.
Saliyeros, M., r35 n.
Salutations, see Chairetismoi.
Salvo, Dom B. di, 20, 22, 144 n.
San Salvatore, monastery of; 144. 
Sancta Sophia, see Hagia Sophia. 
Sathas, K. N., 79 n., 86 n.
Schafke, R., 53 n., 326 n.
Schmidt, W., 105 n.
Schneider, H., 38 π., Γ39 n., 363.
Schwarzlose, K., 168 n.
Secular music: oral transmission in the East,

INDEX 459
78; in West, 78; see also Byzantine music, 
secular.

Seisma, 295.
Σήμερον yewarai sk παρθένου, 358.
Sergius the Patriarch, 194 sq.
Setus, 174.
Severus, Monophysite Patriarch of Antioch, 

44, 69, 140, 162 sq., 369.
Sherwood Taylor, F., 72 n., 75 n-
Sidonius Apollinaris, 87 n.
Sinai, Mount, 197.
Sirmium, Synod of, 177.
Sfigitha, Syrian, 10, 184 sq.
Solesmes, School of, 12 sq.
Somata, 15 sqq., 285 sqq.
Sophronius, Abbot, 173 sq.
Sophronius, 'St., Patriarch of Jerusalem: 

Troparia of Nativity cycle ascribed to, 357; 
contact with Syriac poetry, 359.

Sophronius of Grottaferrata, 239.
Sozomen, 149 n.
Spiridon, 264 n.
Stablein, B., 21 n.
Staurotheotokion, 239, 243.
Stephanus of Alexandria, 72, 
Stevenson, Η. M., 5.
Stichera, 128, 276, 283; meaning of term, 243; 

function, 243, 275; musical style and struc
ture, 243 sq., 317, 352 sq.; the Nativity 
Cycle, 277, 3571 Παράύο^ον μυστήριον, 28ο; 
words and music, 354 sqq.; dramatic ele
ment, 357 sqq.; Syrian origin of type, 358; 
prototype of religious drama of Middle 
Ages, 359.

Stichera Anastasima, 244.
Stichera Anatolika, 244.
Stichera Dogmatika, 244, 275.
Stichera Idiomela (from the Menaia), 244, 

277; (from the Triodion and Pentekos- 
tarion), 244.

Stichera Prosomoia, 244, 275 sq.
Sticherarion, 23, 142 sq., 244, 271 sq., 325, 333. 
Stohr, M., 142, 279 n.
Στόμιον ττώλωμ αδαών, hymn of Clement of 

Alexandria, 149 sq.
Stopica s ockom, 281.
StOudios, see Studios.
Strabo, 46 n., 49 n.
Strunk, 0., 22, 26, 117, 137 n., r44, 237 n., 

269 η., 271 n., 274, 275 η., 305, 312 sq., 
331 n., 342 n.

Strzygowski, J., 29 n., 195 n.
Stuart Jones, Sir H., 152 n.
Studios Monastery, 132,135, 137, 140, 229, 234, 

272, 369 sq.; monks of, 141, 236 sq.
Studius (Studios), founder of the Studios 

Monastery, 229, 370.
Sulzer, F. J., 3.
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Sunday of Orthodoxy, 133.
Swete, Η, B., 206 n.
Symeon, Archbishop of Thessalonica, 137; 

On the holy Temple, 342; On the divine 
(holy) Prayer (De sacra precatione), 342 sq., 
347-

Symeon Metaphrastes, 135 sq.
Symeon Stylites, St., 335, 338 n.
Synaxarinm, 135 sq., 191, 195 sq.
Synemba, 253.
Synesius, Bishop of Cyrene, 150 sqq., 156, 

367 sq.
Synodikon, 133, 258 sqq.
Συνόντες -τω Θεώ, by Joseph of the Studios, 

234 sqq.
Syrian hymns, 43 sq., 156; musical tech

nique of, 325.
Syrmatike, 252, 254.

Tacitus, 99 n.
Τάδε λέγει ’Ιωσήφ, 357:
Τάδε λέγει Κύριος, 359·
Talbot Rice, D., 30 η.
Tannery, Ρ., 364.
Tardo, Dom L., 20, 135 η., 142, 145 η., 239 η., 

244 η., 246 η., 263 η., 289 η., 290 η., 294 η., 
297, 3°4 π., 300·

Tate, J., 5Q η.
Tatian, Address to the Greeks, of, 80.
Taylor, A. E., 48 n., 49 n., 50 n.
Teleia, 253 sq., 281.
Την ημέραν την φριχτήν, by Theodore Studites, 

230 sqq., 240; music, 233 sq.
Την πεντάριβμον χορείαν, transcription, 318 

sqq.; music, 322 sq.
Ter-Mkrttschian, K., 368.
Tertullian, 80, 83.
Της ουράνιον γνώσεως, Sticheron, 353‘ 
Thearvic, M., 195.
Theatre: Tertullian on, 80; Cyprian on, 80; 

Chrysostom on, 81 sqq.; theatrical shows at 
weddings, 83; Council of Laodicea on, 83 
sq.; condemned by Julian the Apostate, 
84; see also Byzantine theatre.

Thema haplun, 296.
Themafismos eso, 296.
Thematismos exo, 296.
Theodora, Empress, 162 sq., 170.
Theodore Studites, 141, 236; and the Pente- 

kostarion, 141; influence of Romanns, on, 
229 sq;, 232; Την ημέραν την φριχτήν, 230 
sqq., 240; music, 233 sq.

Theodore the Lector, 174 n.
Theodoret of Cyrus, 93 sq.
Theodorus, writer of Kanons, 236.
Theodorus Prodromus, 5.
Theodosius I the Great, 379-95, see Emperor.
Theodosius II, 408-50, see Emperor.

Theodosius Monastery, 359.
Theodosius of Alexandria, 181.
Theodulos Hieromonachus, 238.
Theophanes, 164 n.
Theophanes Graptos, hymn-writer, 199 sqq.,: 

236.
Theophilus, Bishop of Antioch, 80. 
Theophilus, 829-42, see Emperor. 
Theotokion, 141, 239, 242 sq., 275, 370. 
Theotokos (Blessed Virgin Mary), see Aka

thistos Hymn.
Theotokos, Church of the, Constantinople, 

183, 195.
Therapeutae, sect of, 36.
Thessalonica: chanted office, 342.
Thibaut, J.-B., 13, 17, 142, 246 m, 247 n., 
< 251 n., 252 n., 253 sq., 257, 261, 264, 265 n., 

271, 272 η., 28ϊ, 287 η., 289 η., 291, 294 η., 
297, 3°L 310 η.

Thomas Aquinas, St., 206.
Tiby, 0., 172 n., 262 n.
Tillyard, H. J. W., 15, 18 sq., 98 η., ro2 n., 

114 η., ii7, 140, 142, 172 η., i82 η., 189 η., 
2o6 η., 237 η., 270 η., 272, 274 sq., 2771 281 
sq., 295 η., 30ΐ, 303» 3°4 »·, 329 η., 352-

Timocles, hymn-writer, 174-
Tomadakis, N. B., 191 n.
Trajan, 98-117, see Emperor.
Trempelas, N., 136 n., 137, 342 n., 343 n., 

347 n.
Triodion, 140 sq.
Trisagion, 107, 138 η.
Troparia, 139; place in liturgy, 131, 133, 171 

sqq.; 'Ο μονογενής υίός, 138, 178 sq., 369; 
music of, 171, 175, 178; of Timocles, 174: 
of Anthimus, 174; of Auxentius, 174 sqq.; 
stanza of Kontakion, 179; ‘Hypakoe’, 239 
sq.; ‘Kathisma’, 240; ‘Kontakion’, 240 sq.; 
Theotokion, 242 sq.; Staurotheotokion, 
243; see also Stichera.

Typikon (Typika), 130,133 sq., 140, 275.
, of Euergetis Monastery, Codex 788, 
Athens, 134.

— , of Hagia Sophia, 133.
— , of Holy Cross, Jerusalem, Codex 43, 134, 

363·
— , of Patmos, Codex 266, 27 n., 133 sq., 191.
—■, of St. Sabas, 135.
Tzakisma, see Klasma.
Tzetzes, I., 246 n., 253.

Vailhd, S., 183 n., 204 n.
Valentinus, the Gnostic, 147.
Vasiliev, A. A., 159 n., 341 n.
Velimirovic, M., 26, 271 n.
Veneti (‘Blues’), 98 sqq., 102.
Veterem hominem, 22,
Villoteau, G. A., 3, ii.
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Vogt, A., 90 n., 102 n., 365.
Vota, γ$, 85, 91.

Wachsmann, K., 64 n., 69 n., 72 n., 74.
Wagner, P., 12 n., 21 n., 22, 107.
Wagner, R., 152 n.
Wangnereck, S., 5.
Waszink, J. H., 365.
Wattenbach, W., 246 n.
Wehofer, Τ. M., 9, 177, 187.
Weil, Η., 53 η.
Weiss, T., 246 n.
Wellesz, E. J., 11 η., 14 η., 15 sqq·, 19, 21 n., 

22 n., 24 n., 26 n., 36 n., 43 n., 44 n., 63 n., 
loin., 121η., 144 η,, 152 η., 172 η., 182 η., 
ϊ85 η., 197 η·> 202 η·, 2Ο3 η·, 2Ο7 η·> 246 η., 
248 η., 251η., 256 η., 262, 268 η., 277 η·, 
288 η., 3©5 η·<· 3*7 **., 325 η., 329 η., 338 «·> 
352, 359 η., 30Σ η.

Werner, Έ., 6g sq., 256 η., 304 η., 34*-
Wessely, C-, 64 η., 68 η.
Westphal, R., 52 η., 53 **·
Weyh, W., 37°-
Whittemore, Τ., 19-
Wilamowitz-Moellendorff, U. von, 152 η., 367;
Winchester, great organ of, 109.
Winnington-Ingram, R. P-, 47 n.
Winterfeld, Ρ. V., 195 sq.
Wright,W., 163 n.

Xeron klasma, 283, 295.

Zeno, H eno tic. on of, 161.
Zosimus of Panopolis (Ps.-Zosimus), 72 sqq., 

300.
Zuntz, G., 39 n., 137 n., 138 n., 186 n., 249 n., 

256 η.





PLATE I

LIST OF EKPHONETIC SIGNS 
Cod. Leimon. 38, fol. 318 r., saec. xi/xii



PLATE Π

ΚΘΗ; Obiy ;
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Αλ’Τβ
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ΊΤΟΝΪΚΗΠΤΑ 
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VA>C? OApK 
MeNcnrro
UNHfJCJON

EKPHONETIC NOTATION 
Cod. Sinait. 204, saec. x



PLATE III

EARLY BYZANTINE NOTATION
Hirmologium A thoum

Codex Laurae 152 (formerly B32). End of the Hirmi of Mode II and 
beginning of Mode III



PLATE IV

EARLY BYZANTINE NOTATION
Cod. Patriarch. Hierosolym., Saba 83, fol. 48 r., saec. ix/x



PLATE λ7

MIDDLE BYZANTINE NOTATION
Cod. Vindobon. theol. gr. 181, fol. 78 v., a.d. 1221



PLATE VI

LATE MIDDLE BYZANTINE NOTATION
Cod. Koulloumou$$i 3380, foil. 292 V.-2931·., a.d. 1376. Pentekostarion, 

finished by Joseph Hieromonachos, on 24 July 1376



PLATE VII

From Monumenta Musicae Byzantinae, IV, edited by Carsten Hoeg 
(E. Munksgaard, Copenhagen, 1956)
LATE BYZANTINE NOTATION

Cod. Ashburn ham. L. 64, fol. 45 r., a.d. 1289


