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PREFACE

In May 1950, when Professor Carsten Hoeg and I attended the
‘Primo Congresso di Musica Sacra’ in Rome, we met the Very
Reverend Archimandrite Isidoro Croce, Abbot of Grottaferrata,
who invited us to visit the monastery. Our visit on ist June should
become an important date in the history of the Monumenta Musicae
Byzantine. At that meeting close collaboration with the Badia di
Grottaferrata was established and it was agreed that its Abbot
should be ex gfficio a member of the Editorial Board of the M. M. B.

In the library we were shown some of the treasures belonging
to Grottaferrata, and also a manuscript on loan from the Lauren-
ziana at Florence, Codex Ashburnhamensis 64, a large part of
which is a Kontakarion, written at Grottaferrata in the thirteenth
century. As far as we know, this is the only manuscript in perfect
condition which contains the music to the Prooemium and the
twenty four stanzas, the Oikoi, of the Akathistos. We know now
that there is also another complete copy of the hymn in the Palimp-
sest Codex E. B. VII in the Library at Grottaferrata, described in
A. Rocchi’s Codices Cryptenses on pp. 421-2, but this Codex was
so damaged by chemicals, in the second half of the nineteenth

century, in an attempt to bring out the underlying Latin text,

that whole pages of it are covered with a blue film. The musical -
notation of this most valuable and earlier MS., therefore, could
not be used as a basis for the. transcription, but only for compari-
son. : '

The transcription and publication of the melodies of a Konta-
karion was part of the original scheme of the M. M. B., drafted
in. June 1931 at Copenhagen. At present, however, such an
ambitious scheme cannot be undertaken. We have had to restrict
ourselves to publishing a Facsimile Edition of a Kontakarion and
to transcribing a section of it, the Akathistos.
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All the manuscripts hitherto known to us were of the fourteenth
and fifteenth centuries and contained the melodies of the Prooe-
mion and the first Oikos of the Akathistos only. -

Here now was a Codex of a relatively early date in perfect
condition, containing the music of all the twenty-four stanzas. At
a later Editorial meeting at Oxford we decided to publish a
facsimile edition of Codex Ashburnham. 64, to be prepared by
Professor Hoeg and Dom Lorenzo Tardo of Grottaferrata, and a
transcription of the Akathistos, which I was to prepare. Byzantine
piety gave the Akathistos hymn the foremost place in Mariological
devotion, and the hymn holds this place until the present day.
The Synaxarium, the Eastern equivalent of the Western Acta Sanc-
torum, describes the Akathistos as a thanksgiving song in honour of
the Theotokos, and connects its origin with the miraculous libe-
ration of Constantinople from siege, on 7th August 626. According
to the legend, the hymn was sung by the people who had been
gathered all night in the Church of the Blessed Virgin at Blacher-
nae to give thanks. Twice more this happened, in 677 under Con-
stantine Pogonatus, and in %18 under Leo the Isaurian. Thus, the
_ Akathistos became in Byzantine worship a Song of Victory to the
‘Invincible Protectress of Her City’; it was chanted also in pri-
vate devotion as a thanksgiving hymn.,

The, important place of the Akathistos in Byzantine Liturgy ex-
plains why I wanted to transcribe the hymn as the first of the group
of melismatic liturgical chants which we intend to publish. ‘Through
the kindness of Dom Bartolomeo di Salvo of Grottaferrata I
received, to begin with, photographs of the Prooemium and the
first stanzas and, some time later, when Codex Ashburnham. 64
was returned to the Laurenziana, photographs of the remaining
stanzas from Florence.

However, the process of deciphering and transcribing the ninety--
seven pages, covered by the music of the Akathistos, took longer .

than I had forseen. There were a number of scribal errors, and
others, more important, caused by the deterioration of the melo-
dic tradition, but in some instances it was difficult to discover at
what point a mistake has been made. There were often one, two,
or even three ways of correcting a phrase, and the correct emenda-
tion sometimes revealed itself only after the transcription of the
whole of the twenty-four stanzas had been completed and all the
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versions of a recurrent faulty phrase had been carefully examined.
It was not possible to take a correct passage and use it as a model
for. corresponding passages where a mistake had evidently been
made, for the following reason. As can be seen from the text printed
on pp. LXVIII-LXXX, the hymn is made up of twenty-four stanzas;
twelve of them of twenty-three lines followed by the refrain Xaipe
viuen &vipgeute, twelve of seven lines, followed by the refrain
’ANMnAovia. Each long stanza is followed by a short one. The
musical form is that of a varied strophic type. This means that

" each stanza varies from all the others in the working out of many

details. It could not be assumed that when a mistake had been
corrected in one stanza, all the other stanzas could automatically
be corrected from it, as will be shown in the chapter on the musical
structure of the Akathistos. It was necessary therefore, to draw up
comparative tables of each of the melodic phrases and to analyze’
their structure, in order to discover the best possible correction of
a mistake. :

The detailed examination of the music of the Akathistos re-
vealed a new aspect of the mind of the Byzantine composer, which
I regard as important for further studies in the field of melismatic
chant. I shall try to show in the section on the musical structure °
that, from the technical point of view, the Akathistos ranks very
high in Medieval monodic music. ,

It is, however, the beauty of the melodic line which struck me
from the beginning and grew on me more and more during the
time I was transcribing and studying the Akathistos. The melodies
of the Akathistos stanzas, as will be seen, are not original compo-
sitions for that hymn, they occur also in other Kontakia; but here
the Byzantine Maéstor who created that particular ornamentation
of the traditional chant which is preserved in the thirteenth cen-
tury Kontakaria has achieved the most perfect blending of words
and music. , T

I am glad. to say that it was not the affection of the specialist ~
for his subject which created this fascination. During the ‘Sym-
posium on Byzantine Music and Liturgy’ held in April 1954 at
Dumbarton Oaks, on behalf of Harvard University, a- Greek
singer, Mr. Basil Papadakis, sang the Prooemium as I had tran-
scribed it from Codex Ashburnham. The deep impression which
the chant made on the audience confirmed my belief that I had
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not allowed myself to be carried away by my occupation with the
hymn. Indeed, when one hears the Akathistos, both words and

music, one gets a similar impression of supreme art as when one

sees for the first time the mosaics in Kahrie Cami in Istanbul and
one can understand the unique place the hymn has held and still
holds-in the liturgy of the Eastern Church.

Although the melodic version which has come down to us in
Codex Ashburnham. 64 is of the richly ornamented type, in which
the music becomes a kind of ecstatic utterance, the 1mpressmn is
that of a miraculous union between words and music. Glancing
at the transcription one may be at first bewildered by the occur-
rence of rhythmic and dynamic signs on nearly every note, or at
least, every group of notes. These signs, however, correspond ex-
actly to the neumatic signs in the manuscript and mirror the ec-
static character of the music. It has been questioned whether our
 staff notation can record this kind of richly ornamented music as
exactly as the Byzantine neumatic notation. We must weigh im-
partially the advantages and disadvantages of the two systems.
Our staff notation indicates clearly the intervals, the rhythm and
the dynamic nuances. This is done by the notes and superimposed
signs. We are further accustomed to add to these signs additional
agogic sighs and words (such as marcato, accelerando, ritardando, etc.)

in order to direct the performance. Middle Byzantine notation, as

we find it in Codex Ashburnham. 64, is a notational system devel-

oped step by step for the sole purpose of fixing liturgical, homo-

phonic chant. It indicates the size of the intervals and their rhythm,
but leaves some important points, such as the question of the
accidentals, to the training of the singers. This training, we know
from the famous passage in Mesarite’s description of the Church
of the Apostles, began at an early age and extended over many

years. Byzantine neumatic notation is undoubtedly a subtle means

of conveying the spirit of the music, but lacks the graphic design
of our staff notation which makes it possible for the executant to

grasp a musical phrase at one glance, and impossible for the scribe.

to omit any note of the melodic line which would cause the cadence
to end on the wrong note.

Byzantine notation, therefore, even in its most developed stage
must be regarded as an aide-mémoire for the conductor, or soloist,
who would know the repertory by heart. This supposition may
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serve as an explanation for the fact that in musical manuscripts
obvious mistakes, such as omission of an interval, or the wrong
notation of it, are rarely corrected. We find e.g. in several stanzas
a leap upwards of a sixth written as a fifth. In some of them the
wrong notation is corrected, in others it is left as it stands. We are
bound to assume that the precentor, though he noticed the mis-
take, found it unnecessary to take the Codex to the Scriptorium
for correction, but trusted his memory to avoid a repetition of
the mistake when he sang the hymn again.

We are not in such a favourable position as the precentor who
knew the repertory by heart. I have had to recreate and recon-
struct a hymn, composed in a style examples of which I had not
seen or heard before. This means that I have had to proceed very
cautiously. I have made it my principle to introduce only such
emendations as had parallels in other stanzas, and to wait for a
final decision until I was able to examine similar phrases in all
the other stanzas. I see now that my task would have been easier
if I had started by transcribing the second stanza BAémouoa 4 &yia,
because the first stanza "Ayyehos TpwTooTdrns, as can be seen,
varies in many details from the other eleven stanzas of the same
group; but this became evident only when the transcription of
the Akathistos was finished.

At the beginning of my work the exchange of ideas with Pro-
fessor H. J. W. Tillyard was an invaluable help to me. I am also
most grateful for the support Professor Carsten Hoeg gave me.
After I had finished the transcription he made it possible for me
to visit him in July 1955 in Copenhagen and to discuss with him
and his pupils J. Raasted, C. Thodberg and Mrs. N. Schigdt sev-
eral points upon which agreement had to be reached. We con-
tinued our discussions when we met again in September during
the Byzantine Congress at Istanbul. I wish to state here that his
friendship and unfaltering support have enabled meto give my
work the shape I desired. ‘

I should like to thank Professor Oliver Strunk for his kindness
in sending me photographs of the Akathistos from the Messina
MSS., Dr. Otto Paecht, Oriel College, Oxford for providing me
with a photographic copy of the Latin version of the text of the
Akathistos from Cod. Paris. Bibl. Mazarine 693, and Dom Michel
Huglo O. S. B. of Solesmes for sending me a microfilm of the hymn
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from Codex L. g6 suppl. in the Biblioteca Ambrosiana. I should
also like to thank the Keeper of the Greek MSS. in the National
Library in Vienna, Dozent Dr. Herbert Hunger, who placed at
my disposal the recently discovered Triodion and Pentekostarion,
Codex suppl. gr. 186 which contains an interesting version of the
text of the Akathistos. Finally, I whish to express my gratitude to
the Rev. Father Dom. Marco Petta, Librarian of the Badia Greca
at Grottaferrata for his assistance during my work at the Library,
where I studied the Palimpsest Codex E. B. VII and copied by hand
those ' pages of the Akathistos which we thought would not come
out well in photographs, and for sending me microfilms of the hymn
from that Ms. and from the Kontakaria E. p. III and T..y. ITL.
On behalf of the Editorial Board I wish to express my sincerest
thanks to the Rask-Orsted Foundation in Copenhagen which have
again given their generous support to the publication of this volume
- of the M. M. B., to UNESCO who has honoured this book by a

substantial grant, and to the British Academy whose annual grants

to.our publications and interest in their progress are of great help
to our work and very much appreciated.

Studies in Byzantine music are no longer considered a side line
in the domain of Medieval musicology; their importance is recog-
nized, not only as the discovery of the hitherto unknown treasure
of the Chant of the Eastern Church in the days of the Byzantine
Empire, but also as an important contribution to the understanding
of certain aspects of the development of Western Chant. It is,
particularly, the melismatic Chant which is of interest to the stu-
dents of Plainchant. The transcription of the Akathistos Hymnos
may help to link up the various lines of study in the field of monodic
chant, and may bring about the discovery of more ‘Eastern Ele-
ments in Western chant’. o

Ecoxn WELLESZ.
Oxford.

INTRODUCTION

I. THE PLACE OF THE AKATHISTOS IN THE LITURGY

Codex Ashburnham. 64 contains a collection of 72 Kontakia,
the Hypakoai of the eight modes, the Alleluia verses and the
chants for the Sunday Vespers and Pentecost (1). The first and only
completely transmitted Kontakion is the Akathistos hymn which
runs from fol. 1t to fol. 44r, where one finds the subscription:

& XpioTE Porjnoov oV odv Sotihov Tlarykpériov fepopdvoryov
gxkAno1&pyny Tiis TepiPAémTou poviis Kputrtogéppns, Tov
kTnoduevoy Ty PUBAov Tautny: Euol B¢ TG YplyowT
Supeddvi, Scpnoat ZeThp AUoI UTACKNBATV.

We know, therefore, that the book was written by the scribe Symeon
for the monk Pancratius, master of ceremonies at Grottaferrata.

I will leave the description of the Codex to the Editors of the
Facsimile volume; but it must be said that folio 1 in its present
state and binding does not represent its original beginning: ap-
proximately five folios on which the Prooemium and the first
stanza of the Akathistos were written are missing. The richly
ornamented head piece on the first page of the Kontakarion proper,
on fol. 451., suggests that the title page of the Akathistos had a
similar decoration and elaborate initials.

We have on folio 17 the beginning of the second stanza BAémouoa
i &yia. By a later hand, and in a small script, the Codex is given
in the upper margin the title woATikév, and underneath we find
the rubric: '- o
" (1) 1 owe this statement of contents to Professor Oliver Strunk in a letter.
Kontakion here means the usual combination of Prooemium (Kontakion) and
first stanza (Oikos) of a poetical form of 20 to 30 stanzas, for which at a later
date the term Kontakion, or Kondakion was used. From the Acrostics in Ro-
manos’s Kontakia one can see that he never uses this term, but calls his poems
oivos, Trolnpe, Upvos and wopds. Cf. K. Krumbacher, Die Akrostichis in der
griechischen Kirchenpoesie, Sitzungsber. d. philos. philol. Klasse d. Bayr. Ak.

" d. W. Heft 4, 1904, pp. 559-618.—The Hypako# is a Troparion, a monostrophic
poem, sung after the third Ode of certain Kanons. ’
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I (er) 1O &yyeh(os) TPWTOTTETNS &iS ’T(‘)k Yo (TikoV)

TO pe(ydrov): (2)
The Prooemium and the first stanza of the Akathistos are fortu-
nately preserved in the course of the feasts which begin on 1st

September with the Kontakion and Oikos for Simeon Styhtes
Here, on fol. 108r one finds the rubric:

gl Ty euoryye?ucmov THjs Umeporyias Seomroivns fudv Oeotdiou

and the,Prooemium of the Akathistos: Tfj Umepuéye oTpartny,
followed by the first stanza “Ayyshos TpwTootérns on foll. 108-112T.
At the end of it the rubric:

{fte1 ToUs Erépous oikous els T& TéTpadar TX peydAa
instructs the psaltes to look up the ‘large sheets’ for the other
stanzas. These large sheets were probably a separate fascicule which
contained the Akathistos and, at a later date, was bound together
with the other fascicules to a single volume, the present Cod.
Ashburnham. 64.

We may dismiss for the moment the legendary creation of the
Akathistos and its singing during the night of the lifting of one of
the three sieges of Constantinople under Heraclius, Leo the Isau-
rian and Constantine Pogonatus. We know that the hymn to the
Theotokos was originally destined for the feast of the Annuncia-
tion on 25th March. We can trace its liturgical use for that feast
at least up to the tenth century, since the Kontakarion Codex 925

of Mount Sinai (1oth century) contains the fo]lowmg rubric in- "

troducting the hymn: )
pn(vi) & ot ke xovd (xiov) eis TO(V) gy yeMouoy Tiis
Ut (ep) orylas @eotdrou: — fixos A (&y1os): A,

and in Cod. Vindob. suppl. gr. 96, dating from the end of the

11th or the beginning of the 12th’ century, appears the rubric: .

M(n)i pop(tiep) ke’ els TOV eboryy (Ehiouov) TA. &
- @é(pov) dpo(oTikide) T(v) &AedPnTov.
OU maudpedor karaypéws &vvupvolvtés o © (eoTO)Ke
kod Aéyovtes: Xodpe v(Uuen) kexaprtopévn. (3) (4)
(2) womikdv and wodThpiov = book of chants; see note 1 where yepos and
aivos are used to designate a Kontakion, but not a psalm proper or the special
group of psalms 148-150, the ‘praises’.
(3) The script of the rubric and the greater part of the hymn have suffered

§
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At a later date the Akathistos was assigned to the Saturday of the
fifth week of Lent (f) ueydAn TecoapokooTn)) (5) which figures in
the liturgical books as Z&pBorov 1ol *AxabioTou Uuvou and has a
special Office, the *Axchoubia ToU *AkadioTou Uuvou s ThHy “Yre-
poryiow ©eotdrov to which more detailed reference will be made
in the course of this study. We do not know when, and for what
reason, the hymn was assigned to the fifth Saturday of Lent (6);
there also does not seem to be consistent liturgical practice in the
singing of the Akathistos on other occasions. In some parts the
Akathistos is sung in four sections during Mattins on the first,
second, third, and fourth Saturday in Lent, and iz fofo during the
Vigil of the fifth Saturday (7). The Typikon of S. Luca di Messina
(T1150), on the other hand, prescribes that the four sections shall

from“exfoliating. I had therefore to use infra-red photographs; the reading of
some words, however, still remained impossible or doubtful. I am very much
obliged to the Keeper of the Greek MSS. in the Vienna National Library,
Dr. H. Hunger, for having deciphered them and supplied me with the correct
text. K. Krumbacher, op. cit. pp. 620~1, has shown that the abbreviated of,
must be read gépov and not @éper. The female form of the noun &hedPnros is
rare; Krumbacher always reads Tov dAgdPnrtov; but the abbreviation-sign
clearly demands Thv. X )

(4) The wording Xoipe vipen kegoprropévn is used in the title only; the
refrain in the Prooemium is the usual one: Xoipe, viuen dvipgeure. This refrain
is used for all the 24 stanzas, whereas in Cod. Ashburnham. 64 and all the other
MSS. the Xaipe refrain is used for stanzas 1, 3, 5, etc., whereas stanzas 2, 4, 6,
etc. have the refrain: dAAnAouUic.

(5) In the pre-quadragesimal period the ecclesiastical weeks are counted
from Monday to Sunday; the Monday of the first week of Lent is that which
follows the xupiokt} Tfs &mwdkpew and precedes the xupioxd) Tis Tupiis (Domi-
nica Quinquagesimae of the Catholic Church). Cf. S. Salaville, ‘La formation
du Calendrier liturgique byzantine d’aprés les recherches critiques de Mgr.
Ehrhard, Ephemerides Liturgicae, vol. 50, (Rome 1936) p. 314.

(6) “Non si conosce intanto né il motivo né I’epoca precisa del suo spostamento
dalla Compieta al Mattutino, e dal periodo festivo dell’ Annunziazione al quinto
Sabbato di quaresima. Cid che & certo si & che quando la Pasqua cade in ‘Aprile,
tuttl i Xeapemiopoi—salutazioni—rivolte a Maria SS., non sono pitt a proposito,
non essendo pit in relazione dell’ Annunziazione, come non lo & pit Pufficiatura
che le si & addossata’. N. Borgia, ‘&)po?xoylov, Orientalia Christiana,”vol, XVI-2
(Rome 1929) - 203 [55]-

(7) Cf. the article on the “Akathiste’ by H. Leclerq in Dictionnaire d’archéol.
chrétienne et de la liturgie, vol..I, coll. 213-16, and S. Salaville ‘Marie dans la
liturgie byzantine ou gréco-slave’, p. 259, in Maria, Etudes sur la Sainte Vierge
I (Paris 1947), edited by H. du Manoir.
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be sung wpo TévTE Npepdiv ToU Edayyehiopol (from the 20th March)
and, completely, during the Vigil of the 25th March (8). We can
here only mention these various liturgical uses and must await a
study of the subject to supply us with further evidence about the
liturgical history of the Akathistos.

In his study on the Typika from the Patriarchate-Library in
Jerusalem A. Dmitrievski draws attention to the Typikon Cod. gr.
140 of the Library of Dresden where (fol. 127) an instruction for
the execution of the Akathistos is given. The “Prefect of the Kon-
takia” (&pyewv T&v kovtokiwv) introduces the psaltes who is
chosen to sing the Kontakia. After the Patriarch has made the
sign of the cross over him, he is vested with the Kamision, a garment
of linen or silk, and the Chasuble and walks up to the pulpit. After
the reading has come to an end, the psaltes makes three genu-
flexions down to the ground and begins the T Umeppdye oTpaTnyd.
He chants it three times, and in the same way the Stichoi after
the three stanzas of the Kontakion (g).

A very important fact emerges from the text of the Rule, i.c.
that the Akathistos was sung by a soloist. This passage from the
Typikon confirms one’s impression that the Ashburnham Codex
was the book from which the Soloist sang. The two refrains, the
Xodpe, viugn &viugeute and the ’A?\?\n?xo\\'ﬁo: are missing through-
out the twenty-four stanzas of the hymn, which suggests that the
- refrains were sung by the Chorus, or even by the Chorus and the
Congregation. This practice differs from that in the rubric for the
fifth Saturday in Lent in the Typikon of Constantinople, which is
transmitted in the gth/roth century Patmos Codex (10); but it is
the liturgical practice of the Church at Blachernae to which the

(8) Cf. N. Borgia, op. cit. p. 204 [56]. - :
(9) xal TafTns yevoutvns slodye & apxcov TV kovToxicw Tov deeflovTa WAAew

T& KOVTAKI, kKol o@pay1fopsvos opd Tol marpidpyov, dvbleton TdTE chulmov-

oirrol kad q;oavo?uov, kal dvépyeron &v 16 EuPoovi.

Efta fis dvoryvddoecs Anpoupéuns, BaAAe 6 wéns petavolas v’ Ews E8&pous
xad &pyetan TH Umeppdyep orparnyd, kod Aéyel 1O alitd & y', Goalrms kal kord
Tpels ofkous ToUs otixous Tol -ToloUtou kovroxiou. A. Dmitrievski, Drcvmmshle
Patriarshie Typikony, (Kiev 1907) pp. 199—200. Since the twenty-four stanzas
are divided into four groups, the repetition occurs after the sixth stanza (Z');
but A" and B, I'" and A', etc. are here counted as one Oikos each.

(10) Dmitrievski, Opisanie liturgicheskikh rukopisei, vol. I, Typika (Kiev
1895), . 59

i
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Typikon refers, and we must bear in mind that among the churches

_ dedicated to the Theotokos, this church, situated ‘at the N. W.

extremity of the landward walls’, was particularly favoured by the
Virgin. Here, according to popular belief, Her robe had been kept
since the fifth century and had served as a palladium of the Capital
through the centuries (11).

The instruction for the celebration of the Vigil (awvuyis) of the
Akathistos leaves it open to the decision of the Patriarch to chose
either the Saturday of the fourth week of Lent (pecovrioTidos) or
the Saturday of the fifth week, his decision being obviously dictated
by the annually changing relation of this feast to that of the An-
nunciation of 25th March. The text of the rubric runs as follows:

T& coPPdre Tiis & ERSoudSos & &mwéoTohos Tpds Efpaious’
*AdeAgot, olk &is eipomoinTa &yix elofiAbev 6 XpioTos:
Edoryyéhov kot Mdpkov kepdetov kB’. TG xoupdd éxeivep
&EMABey & “Inools kad of padnTtad odrrol s ThHy kopnv.

Kaod ofow pBoudda Tédv vnoteiddv kehetel 6 Tlarpiapyns
elte Tff péom, elite i) perd ToUTnY PSopddt yiveton
1 Towwuyis &v BAayépvaus oUtes ‘Eomépas &mépyovTan
ol 8Uo EBBopaddprot TGV dvaryvwoTdy &v BAaygpvous: kod
) pév plo £BSopds moel &kel T Eomepvd kai TO
kovB&kiov, Tov 8¢ Tpiadikdv kol T& pecovukTik& ToloUoty
ol &vtémiol, TOV 8¢ Spbpov Toiel 7} &AAT ERSopds TGV
&varyveoTédy. KTA. (12) ‘

We do not know from this passage whether the Kontakion too
was sung by two or more singers who alternated in the singing
of the twenty-four stanzas. It is only possible to say that the monas-
tic practice, transmitted in Codex Ashburnham. 64, was the orig-
inal one for the performance of a Kontakion, since, as we have
shown in another place (13), the Kontakion was a poetical homily,
and was sung from the pulpit.’

It has been mentioned already that the name Kontakion is a

(11) N. Baynes, “The supernatural defenders of Constantinople’. Mélanges
Pegters 1. Analecta Bollandiana, tome LXVII, 1949, pp. 172 and 175.

(12) Dmitrievsky, op. cit. vol. I (Typika) p. 124.

(13) E. Wellesz, A History of Byzantine Music and Hymnography, (Oxford
1949) pp. 158-60.-

The Ai{athistos Hymn.
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comparatively late name (14) for the great number of poems
which originally appeared under the names Upvos, #mos, Troinuc,
@81, Wouds, alvos, doua, dAe&PnTov, Tpoceuyt and Sénois (15). In
the Kontakaria of the 14th and 15th centuries and in the printed
Menaia, which have the Prooemium and the first stanza only,
the Prooemium is called Kontakion, the first stanza Qikos.

In the roth century Cod. Sinaiticus also the Prooemium has the
heading kovSdwiov, the hymn itself xor® &\dPnrov. The scribe
of the Kontakarion in Cod. Ashburnham. 64 which begins on fol.
457;-gives the title kovSékiov to the first prooemium only, that of
S. Symeon on 1st September; the first stanza has no heading. For
the rest, the feasts of the saints are given without any further
title; but to most of the first stanzas & ofkos is added in a later
hand. :

Some of the MSS., as one can see from Pitra, Analecta Sacra 1,
P. 250, note 1, bring the second, and as we shall see, the original
Prooemium of the Akathistos, for example Cod. Vind. suppl. gr.
186, which has on fol. 79v, first col., the first Prooemium: To
TpooTaxBiv puoTikés with the title Tpomépiov (Troparion), the
second Prooemium T} Umreppdyw orporrnyd with the title kovSdxiov
(Kontakion), and the first stanza with the title ofkos (Oikos).

To sum up. At the time when the Cod. Ashburnham. 64 was -
written the Akathistos was sung at Grottaferrata, and probably the

other Basilean monasteries of Magna Grecia in fofo during the
Orthros of the fifth week of Lent, and its Kontakion and Oikos
on 25th March, the feast of the Annunciation. Owing to the change-
able dates of Lent and Easter, liturgical instructions had to be
made for the coincidence of the feast of the ‘Sabbath of the Aka-

thistos’ with other feasts during the period from the third Sunday
of Lent to the Tuesday after Easter. Detailed instructions are given*

in the Synaxaria, Typikon, and Menaia for prayers, psalms, les-
sons, and chants for every day on which the Office of a fixed feast
could coincide with the Office of the Akathistos, and also for the

(14) The term Kontakion, which seems to mean rofulus, the stick round
which the parchment was rolled, is not found before the gth century. Cf. G.
Camelli, ‘Romano il Melode, Testi Cristiani, (1930), p. 51.

(15) E. Mioni, Romano il Melode, (Torino 193%), p. 10.
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coincidence of the feast of the Annunciation with one of the mov-
able feasts (16).

(16). H. Delehaye in his Synaxarium Ecclesiae Constantinopolitanae, Pro-
pylasum ad Acta Sanctorum Novembris, (Brussels 1902), col. iii, states that Greek
authors often identify the Synaxarium with the Menologion, Typikon, and
Elogion, and makes the following differenciation: ‘Synaxarium maius seu
historicum, seu potius Synaxarium absque addito nobis esto liber qui elogia
sanctorum in epitomen redacta succinctasque festorum expositiones singulis
anni diebus legenda, demptis canticis exhibet.” The Synaxarium minus is a
kind of Kalendarium.

23’




II. DATE AND AUTHORSHIP

The Akathistos holds a unique place in Eastern Worship; for it
is, as ‘mentioned before, the only Kontakion which has escaped
the liturgical reform, by which the Kontakia were reduced from
their original size of twenty four or more stanzas to only two:
the Prooemium (xoukoUAiov) and the first stanza (olkos). It is
also unique of its kind in its poetical form. The hymn is a combi-
nation of a Kontakion and a group of twelve Chairetismoi, or
"‘Salutations’, attached to the twelve odd stanzas (1, 3, 5, etc.) of
the Kontakion.

- The Kontakion tells, in the first part, the story of Christ, from
the Annunciation to the flight into Egypt, and gives in its second
part the theological interpretation of the coming of Christ as Sav-
iour of the world, and in the third part praises the Virgin as Theo-
tokos and Christ, the Holy King.

"The oldest layer is obviously that contained in the first part of -

the Kontakion (stanzas 1—12), the story of the infancy of Christ.
The second and third parts (stanzas 13-24) seem to be a later
addition.

The Chairetismoi belong to a different poetical genre. The ‘Sal-
utations’ can be traced back to the liturgy of the Hellenic Syna-
gogues (1). In early Christianity- they were connected with the
name of Jesus Christ. The prototype of the twelve Chairetismoi

in the Akathistos dates probably from the time of the Council of - .

Ephesus in A. D. 431.

The question now arises: when and by whom were those diver-'

gent elements brought together and the Akathistos-form created,

in which a poetical homily, originally in honour of Christ, was

united with the ‘Salutations’ addressed to the Blessed Virgin?

(1) Cf. H. Chase, ‘The Lords Prayer in the Early Church’. Texts and Stu-
dies I3, (Cambridge 1891), pp. 168-76.

y
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Though the Akathistos is one of the most famous hymns of the
Eastern Church, neither the date when is was written nor the
question of its authorship has been definitely settled. There are
two facts which are responsible for this difficulty:

(1) In most MSS. of the text the hymn is transmitted anony-
mously, in the others it is ascribed to various authors: Pisides,
Sergios, Germanos; only in one MS., Cod. Thessalonic. Blataion
41, fol. 193, does one find the rubric: o¥ror ol fefor olkoi glow dos
Twés Adyouot Zepyiou ToU TnvikadTe ToV . . . . KoovoTavTivoutrdAews:
&Aoot 8t Tol Beiou “Peopovol [S1oxédvou] Tol pergBol dfjdov 8¢ EoTv
&md T&V EA . . . (2) from which we learn that some people
thought the hymn was written by Sergios, Patriarch of Constan-
tinople, others by Romanos, deacon and Melodos, i.. poet-
musician..

(2) In the Synaxaria the singing of the Akathistos is mentioned
in connexion with each of the three sieges of Constantinople: the
first in 626 by the Persians, Avars and Slavs in the days of the
Emperor Heraclius; the second, in 673, by the Arabs in the reign
of Constantine Pogonatus: the third, 717—718, under Leo III, the
Isaurian’s reign, culminating in 718 in the decisive victory over
the Arabs.

Reference to the singing of the Akathistos at a thanksglvmg
service is made in the descriptions of the first and third siege.
When the first occurred in 626 the superiority of the enemy was,
according to the Synaxar, ten to one. But Sergios, Patriarch of

- Constantinople, who took command in the absence of the Em-

peror, bearing in his hands the most precious relics—the picture
of Christ ‘not made by human hands’ and that of the Theotokos
—walked ceaselessly round the walls of the city inspiring the
defenders and urging them to trust in the Blessed Virgin who
would not abandon Her City, the City in which it was believed

" the Virgin actually dwelled (g). All assaults were repelled- and

finally a tempest threw the enemy’s fleet against the shores of the
Blachernae quarter, and all its ships went down. To celebrate this
victory, which the citizens attributed to the miraculous interven-

(2) Cf. C. Emereau, ‘Acathisti Auctor’ in his series of articles on ‘Hymno-
graphi Byzantini’ in Echos d’Orient XX1 (1922) pp. 259-63.

(3) Cf. N. Baynes, “The Supernatural Defenders of Constantinople’ in Mé-
langes Paul Peeters T, Analecta Bollandiana, vol. 67 (1949) p. 172.
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tion of the Virgin, the population streamed to the church at
Blachernae and standing throughout the night sang the Akathi-
stos:

“Oye i Oeopirns Tiis Keovoravtivou Aaos i) Beoprropt Thv X&pw
&gpoaioupevot, GhovukTiov TV Upvov kal dkébioTov ouTf Epehcpdnoay,
dos Grdp @ &yputrvnodon kai Ureppuel Suvéper Starmpoagopévn TO
Ko Tédv EXSpddv TpéTrouov. *ExtoTe olv els pvelav ToU ToooUTou kol
Urepguols foipertos ) &kkAnoia Ty TowTny EopThv wapé?«xpe T
MnTpk dvarrifévon Tol Oeol T TrapdvT Kapdd, &Te kol TO TpdToioy
T#j BeopnTopt Yéyovey. *AxdBioTov 8¢ dvduaoav Six TO TéTE oUTw
Tp&€on TOV Ts TOAEws KAfipdV Te Kod Acdv &mrovTa.

After describing the third siege and the destruction of the Arabic
fleet in the Aegaean Sea, the Synaxar ends with a short reference
_to the establishment of a feast to commemorate the victory, and
the explanation of the term Akathistos.

A& TodTa Tolvuy &avta Té& Urepeuf] Baupdoia Tiis Tavéyvou kol
OeoufyTopos ThH Tapolicav fopthv foptdlopev: *AxdbioTos 8¢ elpnTa,
81871 dpBooTéTny TéTE TES 6 Aads Korrdk iy vUKTX ékeivny Tov Uuvov
i ToU Adyou Mntpl EpsAdwor xal &1 év o1 Tois &N\ots oikois
kobficbon #€ #0ous Eyovtes, &v Tois Tropolot Tiis BeopnTopos opfoil

TéwTes dkpocopeba. Tais Tiis offs Umeppéyou Te Kod érrrpocuérxou?

MnTpos mwpeoPeious, Xpioté & Beds, TV Trepikelpéveov kal fuds Grrdd-

Aagov cupgopddv, kol EAéncov nuocs, o5 pdvos PrAcavBpeoTros. (Mlgne' =

P.G. 92, c.1353.)

Nowhere, however, is mention made in the Synaxar to the legen-
dary report that Sergios, or according to others Germanos (who
played an equally important part in the defence during the third

siege), composed the Akathistos. We only hear that the hymn was. .
sung at the thanksgiving service in the church at Blachernae, the

church which among all the many churches in Constantinople
dedicated to the Virgin, held the first place in Mariological devo-

tion. For ‘if there had been any private or public good fortune,

all classes—patriarchs, emperors, those in high rank or public
office and ordinary citizens—would hasten to Blachernae to give
their thanks to God and to the Virgin; and if they were burdened
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with disasters, .they came in confidence to Blachernae to be re-
lieved of the weight of their burdens’ (4).

There is however, one source in which Germanos is mentioned
as author of the hymn; this is the Latin version of the Akathistos,
published first by P. v. Winterfeld from a gth century MS., written
at St. Gall, now Codex C. 78 of the Ziiricher Zentralbibliothek.
The MS. gives the Synaxar, the Prooemium, and the beginning
of the first stanza, but breaks off after the first few lines with the

remark: qui propterea praetermissus est a nobis quia male de greco in

latinum versus nikil habuit veritatis (5). Fortunately the complete Latin
version is preserved in a number of MSS. of which Codex Paris.
Bibl. Mazarin 693 is the prototype. This is, according to Dom
M. Huglo, a late 12th or early 1gth century MS. copied from an
early gth or late 8th century original which is lost (6). Here the
title reads as follows:

Incipit Hymnus de Sancta Dei Genetrice Maria, Victoriferus atque
Salutatorius, ¢ Sancto Germano Patriarcha Constantinopolitano,
rythmice compositus, per singulas alphabeti litteras inchoans
singulos versus, cuius ista habetur exordii ratio:

The Synaxar begins with the description of the siege by the Arabs
by land and sea under Maslamah, the general of the caliph. The
superiority of the enemy in numbers was so overwhelming that
the fate of Constantinople seemed sealed. But a miracle occurred.
Maslamah and his men suddenly saw ‘quamdam inestimabilis clarita-

(4) F. Combefis, ‘Narratio historica in Depositionem Vestis S. Mariae’,
Historia Haeresis Monothelitarum (Paris 1648) col. 755. The translation of this
passage is by N. Baynes in ‘The Supernatural Defenders of Constantinople’,
Anal. Bolland. t. 67 (1949) p. 172.

(5) v. Winterfeld, ‘Ein abendlindisches Zeugnis iiber den dxadioros d.
griech. Kirche’, Zeitschr. f. deutsches Altertum u. deutsche Litteratur, Bd. 47, (1904)
pp. 81-88. .

(6) Cf. M. Huglo, ‘L’Ancienne version latine de I’hymne acathiste’, “Muséon
t. 64, (1951) p. 29. The Latin text of the Synaxar and the hymn are on pp.
33~44. The folios on which the Latin version of the Akathistos is written show,
according to E. A. Lowe (to whom I am indebted for having examined the -
photographs of the MS:) the ductus of the late 11th century. Lowe does not
think that the scribe imitated in some letters an older script, as Dom Huglo
suggests, but that he used a different form of ¢ in the ligature i whereever
tio was pronounced cio.
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tis feminam, purpureis-indutam vestibus cum multitudine maxima candida-
torum virorum de celo descendentem et muros ipsius civitatis circumeuntem
palliumque (77) quoddam ante muros hostibus protendentem, cuius protec-
tione divino nutu et illesa civitas conservabatur et hostium vires enervaban-
tur’. The apparition of the Virgin, followed by a host of angels
saved the city just as, at the height of the two earlier assaults by
the enemy, salvation came from the icon, the girdle, and the
Virgin’s shroud (8).

The Synaxar then turns to the fate of S. Germanos who, ac-
cordinig to the legend, was put to death by the Iconoclast Emperor
Theodosius, and relates the institution of the singing of the Aka-
thistos on the feast of the Annunciation ‘in publica statione prae-
scriptae diei, quae appelatur ad Blachernas, et per omnes catholicas Grae-
ciae totius ecclesias responsum cantari a populo per singulos hymni versus
reddendum :

Propugnatori magistratui victoriae
Sicut redempta a diris, gratiarum actiones,
Rescribo tibi, Civitas tua, Dei Genitrix,
Sed sicut habens imperium inexpugnabile,
De omnibus periculis me libera

Ut clamo tibi: Ave sponsa insponsata.

Hereafter follows the ‘Hymnus.’

It was necessary to deal explicitly with the Old Latin version
because the fact that the ‘Victory Prooemium’ in the Latin version- .. .

" was copied from a Greek text which must be ascribed to the middle

or beginning of the 8th century, exludes Photios (820-897) as’

author, and the siege by the Russians in 860 as the event to-which
the Prooemium refers (g). “

(7) The pallium may well be, as Dom Huglo, op. cit. p. 47, suggests the robe .
(208%5) of the Virgin which came in the 5th c. to Constantinople and remained

‘in the Virgin’s Church at Blachernae as the Palladium of the capital through
the centuries.” Cf. N. Baynes, op. cit. p. 175. . ‘

(8) ibid. p. 175.

(9) The most fervent advocate of the Russian hypothesis was A. Papado--

poulos—Kerameus in his pamphlet O *AxdBioTos Uuwos, of “Pds kad 6 Tlarpidpyng
ddTios, Bifhiodfikn Mopoaohfi, vol. 214, Athen 1gog. The hypothesis was
rejected by M. Thearvié in an article ‘Photius et I’Acathiste’, Echos d’Orient
VII (1g04) pp. 293300, whom P.v. Winterfeld had provided with the un-
published material of his study on the old Latin version. Unfortunately scholars

‘P’;‘D
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The question now arises: was the Akathistos originally a ‘Song
of Victory’, and should Germanos or Sergios be regarded as author
of the hymn?

This question was raised nearly fifty years ago by P. F. Krypia-
kiewicz in his study ‘De hymni Acathisti auctore’ in the Byzantinische
Keitschrift (10) where, since 1g9os, the problem of the authorship
of the Akathistos (10) has been touched on by P. Maas in his
review of P. de Meester’s articles on the Akathistos (11), and A.
Baumstark’s review of J. Strzygowski’s book on the miniatures of the
Serbian Psalter in Munich (12). Indeed, Krypiakiewics’s question:
‘quid censendum de prooemio eius illo famoso TH Umeppéye cuius
horrida discrepantia a toto hymno in oculos cadit?’ (13) already
anticipates his answer, namely, that this Prooemium is a later
addition to the Akathistos, composed to celebrate the victory over
the enemy, and that it replaced the original Prooemium To Trpoo-
Toyfév puoTikés which figures in the Office of the Akathistos as
Apolytikion, i.e. Communion chant. The original Prooemium, he
rightly argues, is a prelude to the story of the Incarnation which
is the theme of the Akathistos. Stylistically the Prooemium To
mpooTayfev is akin to the diction of the hymn; one finds here not
only the same similes but even the same words as in the hymn.

The soundness of Krypiakiewicz’s argument can be seen if one
compares the Koukoulion ((koukoUAiov)—this is the usual term for
the Prooemium—with the hymn proper, which in Kontakion poe-

~try always has its own metre, but is connected with the Koukoulion

by the same refrain:

Koﬁkoulion :

TS mwpooTayfev puoTikés
AaPowv v yvdioe

gv i} oxnvi} ToU ’lewone
omoudf) éméoTn

did not take enough notice of Thearvié’s article, so that the supposition that
Photios was the author at least of the Prooemium was repeated until the publi-
cation of Dom Huglo’s study in Muséon 1951.

(10) B.<Z. 18 (1909) pp. 357-82.

(11) tbid. 14 (1905) p. 644.

(12) ibid. 16 (1907) p. 656-8.

(13) ibid. 18 (1909) p. 361.
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Koukoulion: Hymn:

6 docduatos, Afywv i &meipo- oy &owpdTe goovi 1, 4.
DL i} &mepoydpew IV, 3.

‘O KMvas Tfj karoPdoer Tous ovykardBaots XV, 4.
oUpovous

Xowpeiton dvaAAoicwTos SAos &v Ghos iy XV, 1,
ool. .

v xad PAétreov &v piTpa cou
AcPovTta Soldou poperiy
&€loTaén kpauy&lew oot
Xodpe viugen &vipgeuTe.

el kai doUAou EaPe poperv IX, 5.
g€ioTaro kad {orato 1, 6.
Kpowy&lov mpds ot 1, 7.

(The Angel, understanding the secret command, appeared sud-
denly in Joseph’s dwelling and said to her who knew not wedlock:
He, who with his descent has bowed down the heavens, finds room
in Thee, unaltered and whole. Seeing him taking a servant’s form
in Thy womb I marvel and cry out to Thee: Hail, Bride unbrided.)
However the strongest argument which Krypiakiewicz produces
in favour of the coherence of the Koukoulion with the hymn
seems to me to be not so much the stylistic similarities, which
can always be regarded as inconclusive, but the dogmatic signi-
ficance of the line: yowpeitan (sc. Verbum Dei) dvalroiwTos SAos
év ool (finds room in Thee, unaltered and whole), which is paral-
lelled in the first line of stanza XV: ' :

“Oos fiv &v Tols ké&Te S
Kol TGV dve oUd” Ghcos
amfjv & &meplypagos Adyos.

The profession that ‘the Infinite Word was wholly present on.
earth, yet not wholly absent from heaven’ is directed against the'
teaching of Apollonius of Laodicea (d. circa ggo) that Christ had
a human body and a human soul (yux?) but not a human mind
(vols), and that the Word was his voUs. This statement of the °
Orthodox view on the Christological dogma leads inevitably to
the conclusion that the Akathistos embodies a poetical layer which
goes back to the period when the Christological question was
passionately discussed. This discussion is characteristic of the
metrical homilies and hymns of Ephraem the Syrian (c. 306—373),
whose influence upon Romanos has been shown by T.M. We-

_ Him:
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hofer (14), A. Baumstark, and P. Maas (15). Krypiakiewicz, there-
fore, comes to the same conclusion as Maas, that Romanos must
be regarded as’'the author of the Akathistos, though, curiously
enough, without mentioning him (16). Indeed, P. Maas has already
pointed out that Romanos, describing in his Pentecost Konta-
kion (17) the descent of the Paraclete from heaven, says of Him
that He was wholly present in heaven and wholly present on
earth, and everywhere, and no change or diminution occured to

ol yd&p yéyove petéPaots

1 ouykaTdBaois:

oU8” Urrépeive ueicwotv.

&veo yop fivr

xad kéroo AV

kod TravrogyoU.

The resemblance of these lines to those of the Akathistos is un-
mistakable and suggests Romanos as author of the hymn. Maas
supports this view in his next study on the date of the hymns of
Romanos (18) by showing that of all the problems of Christian
dogmatics, Romanos is. interested only in Christology and the
defence of its Orthodox- view against Monophysites, Nestorians,
Arians, Docetists and Manichaeans (19).

Pursuing his argument in favour of Romanos’s authorship in his
study on the Kontakion (20), Maas shows the influence of the
homilies of Basil of Seleucia upon Romanos (21) and, in particular,
that on the feast of the Annunciation (Oratio 39 in SS. Deiparae
Annuntiationem) upon the Akathistos. Indeed, taking Basil’s refuta-

(14) T.M. Wehofer, ‘Untersuchungen zum Lied des Romanos auf die
Wiederkunft des Herrn’. Sitz.-ber. d. Akad. d. Wiss. in Wien, Philos.-Histor. KI.

Bd. 154, Abt. 5, (Vienna 1907). On Wehofers minute investigation is based the

thesis by C. Emereau, Saint Ephrem le Syrien (Paris 1918) particularly ch. vii, 3.
S. Romanos; disciple de S. Ephrem. ' ,

(15) Cf B. Z. art. cit.

(16) Cf. the chapters in ari. cit.: Momentum theologicum Acathisti and Acathistus
et Pairistica saec. IV.

(17) Cf. Romanos’s De Pentecoste, stanza 7' in Anal. Sacra I'p. 160.

(18) P. Maas, ‘Die’ Chronologic der Hymnen des Romanos’, B.Z. XV
(1906), pp. 1 sqq.

(1q) ibid. pp. 13-17.

(20) P. Maas, ‘Das Kontakion’, B. {. XIX (1910), pp. 285-306.

(21) ibid. pp. 298-306.
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tion of the Apollinarian heresy in this homily (22) one is struck

by the following passage which is almost identical with that of

stanza XV of the Akathistos:

SMos Tois k&t &mtoTns

Kol 008’ SAws TGV &vw &mEoTTS.

o¥ y&p ToTIKY Yéyovev 7 karéPaots,
A& Beikn) TéTrpoKTo CUYKOTEPaOTS,

[

It is, however, not only Basil whom Romanos used as a-model.
An evén more striking prototype is the dialogue between Mary
and the Archangel Gabriel in the eleventh Oratio de Laudibus Mariae
by Proklos of Constantinople (23) (d. 447) which itself- must be
based on an older poetical homily to which Proklos added a run-
ning commentary. When these additions are removed a dialogue
form becomes apparent, linked together by an alphabetical acros-
‘tic from A-M. The questions of the angel and the answers of the
Virgin begin with the same letter, so that a double acrostic is
worked out.

TTés Eoron por ToUTo, @noiv, émel &udpa ol yryviookw;
*Ayvod Tol prjuerros TO cages,
kol @S yvwoopat ToU Tpdyuatos T feotrpeTrés;

Kodl ¢ &pyéyyehos mpds oty
*Aranrtels oOv T& &y yehikd TéypoTa ’ .
&ppnTa dnpootedely HripaTa;

Kal ) &yia wpds tov &yyehov: o
BA&Pnv Exer T& Ts EmepwTioEws, ' \
gav pavepwdi} T Tiis CUAATWEWS;

Kai' 6 &yyehos:
BAétreis Tov eboaryyehilduevov MaPpinA
kol évBoi&les Tov pnvudpevov *Eppcvouni;

(22) Migne, P. G. 85, 448A.

(23) ibid. 65.—Cf. G. La Piana’s metrical reconstruction of the dialogue in
his Le Rappresentazioni sacre nella letteratura bizantina (Grottaferrata 1912) pp.
250-2. :

~E}
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The more Syriac and Greek homiletic poetry is studied, the more
obvious are the sources from which Romanos drew the material
for his poems. However, I cannot agree with Maas in his change
of opinion of Romanos, after his discovery of the homilies of Basil,
Proklos and the other homiletic writers. Byzantine hymnography
had to follow the same law as Byzantine chant (24). It had to
fulfill its given function in the liturgy. Byzantine piety saw in the
hymns, both words and music, the audible realisation of the chants
of the angels which are not perceptible to human ears. The hymns
were to the monks echos (&rnynuorc) of the divine harmony and
beauty (25), and it was their artistic obligation not to strive to be
‘original’ but to follow as closely as possible the patterns handed
down by their ancestors. The Akathistos, like all the homilies which
preceded it and the hymns which followed it, was part of the
liturgy. The subject matter of the hymn was dictated by the feast
just as the text of the prayers of the Office of the day had to com-
memorate the occasion of the feast.

To support the argument in favour of the authorship of
Romanos.by other than dogmatic and stylistic evidence, two other
points may be added.

In stanza XVII the poet praises the supernatural wisdom of the
Theotokos who dissolves ‘the word-webs of the Athenians’ (Tév
> Abnaicv Tés TAokds Sioordon). The word ‘Athenians’, del Grande
argues, must refer to the philosophers of the Academy of Athens
which was closed by Justinian in 529; the hymn, therefore, must
have been written before that date; that is in the days of Roma-
nos (26). I fully agree with this interpretation of the passage, and
may add that it has a parallel in the Pentecost hymn of Romanos,
namely in.stanza 18 (in’) where he thunders against those who
worship the pagan poets and philosophers:

(24) Maas, ‘Das Kontakion’ p. 29g. ‘Nun hat mich ein Zufall auf die Pre-
digten des Basileios von Seleukia gefiihrt, und was ich da fand, hat meine
Hochachtung vor der schépferischen Kraft des Romanos tief sinken lassen. Ich
fiirchte jetzt, dass, wenn wir die Predigten des 5. und des angehenden 6. Jahr-
hunders vollstandiger kennten, Romanos als Autor zweiten Ranges erscheinen
miisste’.

(25) Cf. E. Wellesz, 4 History of Byzantine Music and Hymnography (Oxford

' 1949) Pp. 47-51-

(26) G. de Grande, L’Inno acatisio (Florence 1948) p. 18.
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Ti poavtdfovTon Tpds "Aportov TOV TPIOKXTEPTOV;
i mAavdvTon Tpos TTA&Twve;

AnpooBévnv Tl oTépyovot TOV &obeviy;

Ti i dpddow “Opnpov Sveipov &pydv;

Ti TTuBorydpav BpuAiolion Tov Sikaics @ipwdévTa;

and asks “why do they not hasten and honour those to whom the
All-Holy Spirit appeared ?’

In a thesis, at present unpublished, Hypapante: Studies in the
Sestival of the Purification of S. Mary the Virgin in the Early Byzantine
Church- (Oxford 1951), Miss J. E. Bickersteth investigates the in-

fluence of an unedited homily on the Hypapante, ascribed to John

Chrysostom, on Romanos’s Kontakion In Hypapante Domini (Pitra
Anal. Sacra I pp. 28-35). Her careful heortological and philo-
logical investigation throws some light on two points which must
- have puzzled everyone who has studied the text of the Akathistos:
(1) the place of the story of Symeon after the flight into Egypt;
(2) the style and content of the Chairetismoi which differs from that
of the traditional ‘Salutations’: -
(1) Miss Bickersteth, commenting on Symeon and the Nunc Di-
mittis, states that of all the writers of homilies who deal with the
episode, Chrysostom, and following him Romanos, are the only ones

to use the apocryptical Acta Pilatz and to explain that Symc‘:'on is.
sent to announce the approaching redemption and resurrection of = -
all through Christ the pdévos @iAdvBpwmos. The stress is on the .

prophecies, not on the Presentation in the Temple. -
Seen from this point of view the introduction of Symeon into the
last stanza of the story of the infancy of Christ in the Akathistos
links the first part to the second, the dogmatical interpretation of
Christ as the Saviour of mankind. '

(2) Commenting on the last section of Chrysostom’s homily, .
Miss Bickersteth comes to the conclusion that the Hypapante *

homily is a genuine sermon of Chrysostom, taken down by steno-

graphers (27) and written out by later scribes, who may have added

(27) Stenographers (Taxuyp&eot) were employed in the early centuries of our
era not only by preachers who dictated their sermons, but also by church au-
thorities to take down extemporized sermons. Cf V., Gardthausen, Griechische
Paldographie, I1a (1913) pp. 280-8. :
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the eulogy at the end and introduced the title “Theotokos’ which
Chrysostom would not have used.

However, we-may add, even if the eulogy is a later addition
from'the time when the title Theotokos was generally accepted by
the Orthodox Church, the ‘Salutation’ at the end of the Eulogy of
the Virgin provides us with a fragment of the missing link which

leads from the Doxology in Luke 2, 14, to the Chairetismoi in the
Akathistos:

"AdEax &v UypioTols e kol &mi yijs elprivn &v &vbpdytrors edSokicr.
Xodpe Toivuv ) piinp kol oUpovds: '

7| kopn Kol vepéAn® ) Tapbévos kad Bpdvos:

TO Tiis fjueTépas EkkAnoias KOUXTMX Kad oTepéeopa

éxTevi] TV Umép fluddv dénow moinoov

émraws A&Poouey Bix ool Eheos &v fpépy Tiis Kpioews,

kol TéV dmokeipdveov &yabddv Tols &yomdot

TOV Oedv EmTUywuey,

Xéprrt Kad @rAavBpeotriat ToU xuplov Ay, ‘Incol Xpiorod,
¢ 72 o~ 1 o o~ < r I 7
ped’. 0¥ 1§ morpl Gpa T &y Tvelpartt 86k, xpdros, TA,
~ v o2y ~. s
viv ko &el kad els ToUs ai®dvas @Y oddvev. *Apnv.

There is, finally, the mutilated rubric wpos 1o &yyehos mpeo. . .
in the hymn of Romanos on the chaste Joseph which Pitra found
in Cod. Corsinian. 366 and comments upon (28). Pitra attributed
the Akathistos to Sergios, partly on the strength of the Synaxaria,
partly because when he wrote it had not been decided whether
Romanos wrote his hymns at the beginning of the sixth or the
eighth century (29). Pitra did not believe in the later date (30),
but left the question open ‘utrum Sergius Romano praeiverit, an Roma-
nus Sergio’, and added ‘Relinquo aenigma, vel alio in loco, vel alii -

(28) Anal. Sacra 1, p. XXXI1., )

(29) The Menologion of the Emperor Basil IT (Cod. Vatic. 161 3), reports
that Romanos came to Constantinople éml Tév xpdvew *Avacrtaciou Pacitées;
this might have been either during the reign of Anastasios I (491-518) or
that of Anastasios IT (713-716). Cf K. Krumbacher, Geschichte d. byzant.
Litteratur (Munich 1897) pp. 663-4; P. Maas, ‘Die Chronologie d. Hymnen d.
Romanos’, B. Z. XV (1906), pp. 1-45; G. Cammelli, Romano il Melode (Flo-
rence 1930) pp. 11-22; E. Mioni, Romano il Melode (1937), pp. 1-7.

(30) Cf. Anal. Sacra, pp. XXVI-VII, note 1.
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Oedipo solvendum’ (31). However, now that the question has definitely
been decided in favour of the earlier date, it becomes evident that
Romanos by the rubric mpds 1o &yyehos wpwTooTaTns wished to
inform the singer that the Kontakion about the chaste Joseph
should be sung to the melody "Ayyehos rpwtooTdTns ¢.e. the melody
of the Akathistos. Romanos obviously referred in the rubric to his
own hymn which must therefore be of an earlier date than the
Joseph Kontakion. There was, as far as our knowledge goes, no
other Melodos living at that time who could have written the
hymti of which Pitra says: ‘Totum eximii poematis artificium adeo
est ingeniosum, ut vix alia quam musarum graecarum labia ita
canerint’ (g2). : '

When we turn to the visual arts we find the first cycles, repre-
senting the infancy of Christ, from the Annunciation to the flight
into Egypt, in the fifth century. Single scenes, however, existed on
fourth century mosaics in the Palestinean churches, erected in the
Constantinean era at the Holy Places and dedicated to events in
the life of Christ. Replicas of these mosaics, representing the Adora-
tion of the shepherds and the Magi, the Baptism, Crucifixion and
Resurrection of Christ, survive e.g. on the ampullas of the cathedral
at Monza. . :

The formation of the cycle of mosaic representations of the in-
fancy of Christ coincides in date with the formation of the same
cycle in poetry. The elements of both go back to Syrian art and
poetry of the fourth century; but it seems it was only at a later
stage, after the Council of Ephesus, that the single scenes were
joined together into a continuous narrative cycle. '

Greatness in an artist reveals itself by his power to give his vision
a definite but unforseen expression. It is the function of the great

Byzantine poet to follow his ancestors in their unending stream'of
hymns of praise to the glory of God, of Christ, of the Theotokos,

(31) ibid. p. 6g.

(32) Monitum de Acathisto, Anal. Sac. p. 249.—The fame of Sergios as'a hymn-
writer derives exclusively from the alleged composition of the Akathistos.—
It may be mentioned also that the Kontakarion Cod. Cryptensis E. §. VII;
a 13th century MS., has the name of Romanos in the title: Yahtikol olv Oed
ToU &vicutol SAour molnpa ‘Pwpovel Tol upehwdol. According to A. Rocchi,
Codices Cryptenses (Rome 1884) p. 421, the inscription is of a later date and may
therefore not be used prima facie as an argument in favour of Romanos’s author-
ship of our hymn.
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the miracle of the Annunciation, the Nativity, the Passion and the
Resurrection, the life of the Saints and holy martyrs. The thematic
material is given by the Holy Scriptures, the Apocrypha, the Syn-
axaria,-and the writings of the Fathers of the Church. His task is
to give it a new significance in his poem; to set the phrases which
are the traditional heritage of Christian piety in a new light.

Such a poet was Romanos whom on his feast on 1st October
the Church praises as:

‘O pouogoupyerns, 1 AUpa

ToU Oelou TTvebuarros,

.1} dndcv, & TETNE,

& Tév Belowov &oudtwv

) aASs Tfis “ExkAnoias.

None of the homiletic writers, his forerunners, nor any of the con-
temporary hymnographers were equal to him in power of expres-
sion, poetical vision, boldness of similes, and perfect harmony of
line; and in no other hymn does his greatness shine more brightly
than in the Akathistos.

The Akathistos Hymn. 3




III. THE TEXT

The text of the Akathistos differs in many instances from that in

~ Pitra’s Analecta Sacra I which is based on thirteen MSS., the oldest

being a-Moskow Codex dating from 1060, and also from that in

the ‘¢ditions of P. de Meester and C. del Grande, who do not
provide us with an apparatus criticus.

Comparing the text in Cod. Ashburnham. 64 with that of the
printed editions one might assume that the scribe Symeon made
a number of alterations in every stanza, which might be due to
the oral tradition at Grottaferrata or to the carelessness of the
scribe. Such an assumption, however, can be dismissed as incorrect.
The Vienna National Library possesses a Kontakarion, Cod. suppl.
gr. 96, dating from the end of the eleventh century. From the
initials and the script its South-Italian origin is obvious (1).

The investigation of Cod. Vind. suppl. gr. g6 has shown that
its text is identical with that of Cod. Ashburnham.: it contains
exactly the same divergencies from the MSS. which represent the
original version, as can be seen from the followmg examples:

Stanza VII (H) lines 12-15:

Ashb. Xaipe, é11 T& oCrpécmog Pitra Xaipe, 611 T& oUpdvia
ouvarydAhovtal Tf Y ouvaydMhetar T i)
Kaipe, 6T1 TG émiysia Xoipe, &1 & Emiysix
ouvsugpaivovtor Xplotd. ouyopeUsl oUpavols.

(1) This view was confirmed by Dr. H. Hunger, Keeper of the Greek MSS.
of the Oesterreichische Nationalbibliothek in Vienna, with whom I discussed

- the provenance and date of the Codex, during my visit to Vienna in October".’

1954. Dr. Hunger considers the script a coarser form of the ‘pearl-script’ (Perl-
schrift, cf. his study ‘Die Perlschrift, eine Stilrichtung d. griech. Buchschrift der 1i.
Jahrhunderts, Studien zur griech. Paldographie, Vienna 1954, pp. 22-32) which is

typical of the eleventh century but is superseded in the twelfth century by a-

less homogenous type of script. K. Krumbacher’s attribution of Cod. suppl.
gr. g6 to the 12./13. century. (Geschichte d. byzant. Litt., Munich 1897, p. 687)
is therefore certainly wrong.—Dr. Hunger kindly provided me with infra-red
photographs of foll. 83v—-88r. of the Kontakarion, on which the Akathistos is
written.
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The poetical effect of these four lines lies in the double antithesis:
oUpévio—yfj, Emiyeic—oUpavois and in the parallelism between
ouvarydAhetan and ouyyopeUet. This was the original text, since
the Chairetismoi make frequent use of these poetical devices. By
substituting ouveuppaivovton XpioTd for ouyyopeler oupavois the
concatenatio is destroyed and the effect of the antithesis is weakened.

Another example where concatenatio in the original text is de-
stroyed, occurs in stanza IX (I) lines 16-19.

Ashb. Xaipg, 7 Tiis PapPépou  Pitra Xoipe, 1 Tfis BapPdpou

Autpwuévn Spnoxeios AuTtpowugvn Bpnoxeias’
Xaipe, 1| Thv. Evleov Xoipe, 1) ToU BopBopov
Karrouy&lovoa TioTw. puopévn TGV Epywv.

We do not know when the version originated which we find in the
two South-Italian MSS., i.e. in Cod. Vind. suppl. gr. 96 and Cod.
Ashburnham. 64 but there is good reason to assume that the
variant text developed in the 8th century or even at an earlier date,
since, as we have seen in Chapter II, the Old Latin version dates

' from the beginning of the gth century and does not represent the

original text of the translation from a Greek Ms.

We can also say that the variant text did not originate in South
Ttaly. The library of the St. Catherine’s Monastery on Mount
Sinai possesses a tenth century Kontakarion (2) in which the text
of the Akathistos is transmitted on foll. 8or—87r. Unfortunately the
1oth century script is preserved only on fol. 8or in the Prooemium

‘and part of the first stanza; the rest of the stanza, and the other

twenty-three stanzas are in two different hands, of the thirteenth
century, obviously written over the old erased script.

The identical texts of stanza A’ of the 1oth century Sinai MS.
and the lost Greek version upon which the Old Latin version is
based permit us to assume that the South Italian version or1g1nated
on Syro-Palestinean soil. A Kontakarion, containing the version,
came to the St. Catherine’s monastery on Mount Sinai and from
there copies were sent to Ravenna and finally reached the Basilean
monasteries of Southern Ttaly. This circuitous route was, as we
know from other MSS. of Syro-Palestinean origin, the usual way
of their import to the West.

(2) Greek No. g25 of the Checklist of Manuscripts, microfilmed for the
Library of Congress, 1952.

3‘
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It is interesting to notice that the part of the first stanza in the
1oth century manuscript shows exactly the same two variants from
the original text as Cod. Vind. and Cod. Ashburnham, :.e. in line 4
obv T &owpdTe pwvij instead of olv &owpdTe v, and in line
10 dvéoTaots instead of &véxAnois. Insignificant as these variants
seem to be at first, they become more significant if one compares
the consequent character of the divergencies in the two South-
Italiah MSS. with those on which Pitra’s text is based.

Orthography.

The scribe of Cod. Ashburnham. 64 was very much influenced
in his writing of the text of the hymn by Byzantine pronunciation.
The influence of ‘Totacism’ on the orthography is more marked
than in the MSS. which have the words without the music. Thus
- he writes: ‘

Prooemium, I. 2. Autpewfnoa  for AutpuwBeiox
Stanza, A', 1. 9. ekAnyer for &Aslyer

But here already he is inconsistent and keeps to the correct spelling
of & in the last syllable. This kind of inconsistency is even more
marked when he writes: '

Stanza A, 1. 11. v AyTpwots instead of 7 Arpwots. He also writes
o where he should write w e. g.:

Prooemium, 1. 2. Sewov instead of Sewddv
Stanza A’, l. 1. TpoTooTarrns  instead of wpewTooTETNS

Sometimes one gets the impression that the scribe does not even
understand the meaning of the words, thus when he writes:

Prooemium, 1. g. 1 ToM oou instead of 1 TOAIS cou.

All these mistakes are corrected in the transcription without fur-

ther mention; they occur so frequently that it would lengthen the

apparatus criticus if they were all to be specified.
I must also mention here the insertion of vowels and syllables
in a word drawn out by a melisma. This occurs already in the

" W
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seventh century, as I have shown in a study on Manichaean and
Nestorian cantillation (3) and is frequently used in Byzantine
liturgical chant from the 1gth century onwards particularly in the
Alleluias, as can be seen from the following example taken from
the end of the Koinonikon (4) E¥Aoynuévos & gpydpevos from Codex
Cryptoferr. T'. y 1, fol. 42v. (Triodion, Rome 1879, p. 614).

The scribe of Cod. Ashburnham. 64 does not go so far as to
introduce syllables like yye, v and ¥e; but in the last stanza 1. 1
he twice introduces 1, a sign which regularly occurs in the Intona-
tion -formulae, the Apéchémata:

(3) Cf. E. Wellesz, ‘Probleme der musikalischen Orientforschung’, Fahrbuch
der Musikbibliothek Peters 1917, (Leipzig 1918) pp. 15-8, ‘Die Lektionszeichen in
den soghdischen Texten’, Leitschrift f. Musikwiss. 1 1919, pp. 505 seqq.; and
The New Oxford History of Music, vol. IL. pp. 12-3.—C. Heeg, ‘La Notation
Ekphonétique’, Mon. Mus. Byz. Subsidia, Vol. I, fasc.2, 1935, pp. 142—5.—The"
East-Syrian ekphonetic notation derives from a system introduced in West
Syriac MSS. at about 500. The date—seventh century—is confirmed through
the discovery of a Pehlvi Psalter by F: C. Andreas and Kaj Barr in Sitz. Ber. d.
preuss. Ak. d. Wiss. 1933. Cf.-C. Heeg op. cit. p. 145.

(4) The Koinonikon (Tpomdpiov xowwvikév) is a Troparion, sung at Mass
while the priest and the deacon take Holy Communion.
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and.i m stanza A, 1. 5 owuaroUpevov is set to music in a most peculiar
way. The first syllable ow is followed by ww; then aueicue (aneane)
follows, an abridged form af aneanes whlch one finds set to the
Intonation formula of the first Mode and then only the full word
owparovpevov is set to the last phrase of the melisma:

wE @ ug € Gw (pa TOL  ouv  UE yoy

We shall have to return to the question of the Apechemata when
discussing the melodic structure- of the Akathlstos and the role
which the Apechemata play in it.

IV. THE MUSICAL NOTATION

The neumes.

The Musical Notation of the Akathistos in Cod. Ashburn. is the
kind of Middle Byzantine notation that one finds in MSS. of the
melismatic type. This means that a number of subsidiary signs or
Hypostases (Umrootdoeis) ‘which modify the rhythm or expression’
are added to the interval-signs (1).

There is, from the notational point of view, practically no differ-
ence between the late phase of Middle Byzantine musical notation
and the Late Byzantine musical notation (2) which is also called
Koukouzelean (3), or Psaltic, or Neobyzantine (4) notation. The
Late Byzantine notation merely uses more subsidiary signs and an
additional number of ‘Great Hypostases’ (ueydhon Umootdoeis)
added in red ink to those already existing, as guide for the correct
performance of groups of notes. The script of the neumes has the
character of the fully developed ‘Round notation’—a term coined

(1) Cf. H.J. W. Tillyard, “Handbook of the Middle Byzantine Musical Nota-
tion’, M. M. B. Subsidia I, i, pp. 25~9.—See also: J.-B. Thibaut, Monuments
de la notation ekphonetique et hagiopolite de I’Eglise grecque (St. Petersbourg 1913),
pp. 93-115.—L. Tardo, L’Antica melurgia bizantina (Grottaferrata 1938) pp.
289-307.~E. Wellesz, Hist. of Byz. Mus., pp. 232—247-

(2) The division of the various phases of Byzantine notation into Early,
Middle and Late neumatic notation occurs first in my article ‘Die Kirchen-
musik im byz. Reiche’ Oriens Christianus, N. S. VI (1916), where I discussed the
various attempts to find terms for each phase of neumatic notation. The terms
were accepted by the Editors of the M. M. B. in 1931. The Early Byz. notation
was used in the gth-12th century, the Middle Byz. in the 12th—15th century,
the Late Byz. notation from the 15th-1gth century. For the subdivisions of
the Early Byz. notation Tillyard coined the terms: Esphigmenean, Andreatic,
and Coislin notation. Cf. his article ‘The stages of Early Byzantme notation’,
B.Z. 45 (1952) pp. 29-42.

(3) Cf. J.-B. Thibaut, ‘Etude de mus. byz. La notation de Koukouzéles’,
Izvest. Russk. Archeol. Inst., vol. VI (1g00), pp. 361—g6.

(4) Tardo, op. cit. pp. 64~75.—An excellent introduction to this notational
system is still O. Fleischer, Die spdigriechische Tonschrift, Neumenstudien III, (Berlin

1904)
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by Tillyard-—already tending in some pages towards the grosser
type of the Late Byzantine notation. Though both letters and
neumes are carefully written, the general impression of the pages
is not so pleasing as that from a calligraphically written early
thirteenth century MS., since the scribe makes too much use of
certain mannerisms typical of the script of the second half of the
thirteenth century.

It is characteristic of the Kontakaria notation that great use is
made of.signs indicating the execution of a group of neumes, the
Hypostases. There is, however, some difference between the forms
of certain Hypostases in Codex Ashburnham. 64 and those in other

MSS. One need only glance at the tables of Hypostases in Flei-

scher’s Neumenstudien III and Tardo’s Lantica melurgia bizantina to
arrive at this conclusion. In Thibaut’s Monuments de la notation
ekphonétique et hagiopolite, however, are two tables which show ex-
. actly the same forms. The first, Plate 71 on p. 136, is a fragment
of psaltic chant of the sixteenth century, the second, Plate 73,
p. 138, a fragment from the seventeenth. The photographs on
Plates 71 and 73 contain lists of musical signs with their names
written underneath. Both fragments derive from Mount Sinai. We
may suggest tentatively that the scriptorium of Grottaferrata copied
from MSS. deriving from the Mount Sinai scriptorium which cer-

tainly had an uninterrupted scriptorial tradition. The much later.

date of the Sinai fragments should not prevent us drawing upon

them for comparison since they are MSS. for liturgical use which _

are generally ‘copied’—in the true sense of the word—from older
ones and, in this particular case, the signs are written calligra-
phically with the care indeed that one would expect to find in one
of the most prominent monastic scriptoria of the Eastern Church.
If the theory is acceptable, the Akathistos in Cod. Ashburnham

would not only show textual affinity with the Mount Sinai version,
but also a notational one with the scriptorial tradition of the mon-

astery. o
Studies in Byzantine Palaeography are not as far advanced as

those in Medieval Latin Palacography where recently successful in-

vestigations into certain seripioria have been made (5). Theinvestiga-

(5) Cf. H. Hunger, ‘Studien zur griech. Palacographie’, Biblos-Schriften 5
(Vienna 1954) pp. 22-3, note 1 where the recent studies in Latin and Greek
Palaeography are noted. :
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tion into Cod. Ashburnham. however, showed the necessity of
catalogueing certain signs, which are listed in various studies under
different names, so that they could be transcribed in the correct
manner. The theorists as we know give lengthy, though often
vague, explanations of the meaning of the signs.

On Table I are collected the neumes which occur in the Akathi-
stos; from 1-15 the Interval signs are given, from 16-19 the addi-
tional rhythmical signs, and from 20-31 the Expression marks, or
Great Hypostases, together with the groups of neumes to which
they are ‘most frequently put. o

JSig. 1 shows the Ison, the sign of making the repetition of a note.
The hook is always thick, the stroke is either thin from the be-
ginning, or becomes thin. fig. 1a shows the combination of
Ison and Diplé which doubles the rhythmical value and turns
J into J. _
~ figures 2 to 7 show the different nuances of the ascending Second.
The sign of Dyo Kentemata (fig. 52) resembles so much in this
Codex the Tzakisma (fig. 16) that some mistakes in the notation
may have occurred by the mixing up of these signs. figs. 7, 7a,
and 7b, show the different writings of the Pelaston; 7b, particularly,
may serve as an example of the manneristic tendencies of the
scribe. He draws the descending stroke of a neume so long that it
goes through the script. ~

JSig. 12 shows the Hyporrhoé, a sign indicating a run down to
the lower third, which may have been taken quickly in the melis-
matic style, since it is called an_&pAnua Tol Youpyoupou (6); and
produced through the gullet, forcibly, ‘like a sort of water spout’ (7).
One often finds the Hyporrhoé—sometimes called Aporrhoé—
attached to a preceding Oligon or Oxeia which are reinforced by
a Bareia (\), as in fig. 21a, or combined with Oligon or Oxeia,

or Kentema through the Antikenoma — — — which stands for a

reinforced ligato, particularly at the end of a melodic line e. g
(cf. 22b and 22¢): )

(6) Cf. L. Tardo, L'Antica Melurgia Bizantina, p. 228.
(7) ibid. p. 191. ... kad y&p Ty ikoépopey B1& ToU (yap)yapevos
TpaXEws G5 &v Twa &wdppoiav. '
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The_Hyporrhoé also forms part of the Seisma (fig. 23) which is
discussed at great length by the theorists, particularly in the trea-
tise beginning with the words ’Eyc ptv & maides, published by
J.-B. Thibaut from Codex 811 of the Metochion of the Holy Se-
pulchre in the Revue de I’ Orieni Chrétien vol. VI, pp. 596, sqq. and
L. Tardo, op. cit. pp. 207 sqq. ‘

. The Seisma- consists of a Piasma and the Hyporrhoé, followed
by one of two Apostrophi. It indicates a shaking (oeicux) -of the
voice (8). It first slightly prolongs the note and then moves down-
wards, being stopped ‘as if a man rushing down a staircase is

suddenly forced to stop by another coming from below’ (g). The-

two notes of the Hyporrhoé rushing downwards in a glissando have
no Interval value (powvds olk #yer). The ‘trembling’ of the voice
can be indicated either by a fremolo (~) or by two grace-notes,
which I have used in the transcription of the Akathistos:

By that rendering of the Hyporrhoé its character is preserved,
while it is clear that its Interval-value has disappeared in combina-
tion with the Piasma, which the Anonymus describes as Dyo
Bareiai. On the other hand, this kind of notation distinguishes

between Seisma and Kylisma ~ ( figs. 25 and 25a), the real tremolo.

(8) oelopa kahelton 81& 6 THY Uroppotiv rpocAapBave. Umd yap SUo Papeiddy
xad Urroppofis T oeloua Kabiororran: Exer 8¢ Ty Umoppotiy dorrep ofiv Tva, fiyouv
oKD, Kal v ToUTe osioux kaAeiTon. f 8t Umoppot) Exel .goovds SUo, dmov &'
e8] &v 1§ oelopon 8t goovds oUx Exel, AR TrpocAapBavel al To Triaoue, va
gvaMAayfiv Twva rijs Xetpovoulas woifjom, eimw 81 kal toll pédous. ibid. p. 213.

(9) This explanation of the sign in Anon. B of Cod. 811 is given by Thibaut,
in French, in his essay ‘Etudes de Musique Byzantine’, Izvest. Russk. Archeol.

Inst. VI (1900) p. 378.
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Jfig. 26 shows the Strepton or the Homalon (cp. a 16th century
fragment of a table of neumes on Plates 71 in J.-B. Thibaut’s
‘Monuments de la notation ekphonetique et hagiopolite de 1°église
grecque’ (10). It should not be confused either with the Antike-
noma, or the Kratemo-Hyporroon, both of which in some MSS.
are very like it. The Homalon is said to ‘make the melos smooth
and even, but strong and intense’ (11) which means, since it is set
always under four notes, that all these four notes should be sung
Jorte expressivo without crescendo or decrescendo. Often a Gorgon is
written‘underneath (fig. 26b), indicating that the group should be
sung in a quicker tempo. I have chosen ¢ = celeriter for transcribing
the uncial T, because the ¢ is usually used in Western neumatic
MSS. for the same purpose.

The prolonged form of the Homalon ( fig. 2%) which is clearly
written on Fol. 71, line 10 should not be misread as a Kratemo-
Hyporroon-Oligon which, at first glance, it resembles (12); but on
close investigation the difference between the two signs becomes
obvious; the finishing stroke, turning upwards is a mere prolonga-
tion of the Homalon, not an Oligon. About the meaning of the
Strepton, our sources are silent (cf. L. Tardo, L’Antica Melurgza
Bizantina, p. 296.)

JSigs. 28 and 29 show the Tromikon. This ¢ sign ‘makes the voice
shake and tremble (Umdéxhovov kai Tpépousav) (13) ‘The notes to
which it is set should therefore be produced quasi tremolando. The
effect is used very infrequently. The four notes, under which' the
‘Tromikon is set in fig. 29, occur twice on fol. 110r; they are set
to the thrice repeated phrase (describing the Angel of the Annun-
ciation coming to the Virgin) ‘“he stood still in awe and cried
out to Her” (éioTaro kpouy&lewv Trpds m.rrnv)

Jigs. 30 and 30a show the Parakalesma. The sign is used frequently
in the Akathistos and indicates that the notes to which it is set

(10) Another example is shown ibid. pl. 73.—See also Tardo gp. cit. PLV

on p. 179.

(11) TS 88 SpaAdv Aefov wad Suohdy Trolel 10 péhos, GAAK Tpayy xai Evrovov.
TrapokeAsUETan” ToUTo yap Snhol TO Tol duchol Svopa. ibid. p. 194.

(12) The difference can be seen from Tillyard’s drawing of the Kratemo-
Hyporroon-Oligon in his ‘Studies in Byzantine Music’, The Musical Antiquary,
vol. IT (1g11) p. 203, Fig. 1.

(13) Cf Tardo, op. cit. p. 194.
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should be sung brightly, joyously, not violently (0¥ uer& opoBpol
Tovou 8l wpogépely, SAAX TAapdds) (14).

Finally the Antikenokylisma (figs. 31 and g1a). The sign is com-
posed-of Antikenoma and Kylisma. The singer should begin the
group of notes to which it is set lightly, and make a crescendo.

Signatures and Intonation-formulae (15).

The Akathistos is composed in the fourth plagal Mode (Mode
IV pl.). The Signature (Martyria) of the Mode is shown on Table
IT in figs. 1, 12, and 1b. Table II figs 1 and 1a indicate the begin-
ning of the phrase in g, 1b on a. Fig. 1 shows the old uncial form of
delta, figs. 12 and 1b the minuscule delta. The melody of the Oikos
modulates into Mode II, Mode I pl., Mode IV pl., Mode I, and
Mode IV pl. The Chairetismoi, which are added to the odd stanzas,
are in Mode IV pl,, but modulate into the second and fourth;
some lines are in Mode III pl., the Bapls. The ‘Chaire’ refrain is
in Mode IV pl

figs. 2, 2a, and 2b, show the signature of Mode II, figs. 3 and
3a, those of Mode IV, fig. 7, that of Mode IIT pl.

The Signatures are not found regularly throughout the hymn;
they are omitted in some places, or replaced by a short Intonation-
formula (Apéchéma). figs. 8 and 8a, for example, replace the signa-
ture of Mode III, by an abbreviation of vave. In a similar way
the signature fig. 7 represents the short Intonation-formula of Mode
IIT pl. &owes; but instead of the letters one finds an abbreviation
of Bapus, in which the Byzantine form of the P and p can be seen
in the contraction.

The formula uau in fig. 5 (lines 10, 16, 17) is an abbreviation of
voaves, the Apechema of Mode II, which usually starts on g mot
on ¢. The formula therefore descends -a—g (not g-f~¢ as in the

- example given by Tardo op. czt p- 331).

(14) Cf. Tardo, op. cit. p. 193. -

(15) We are indebted to H. J. W. Tillyard for having solved the problem of
the Signatures in his article ‘Signatures and Cadences of the Byzantine Modes’,
Annual Br. School at Athéns, vol. XX VI (1923-5) pp. 78-87.—For the Intonation
formulae see L. Tardo, gp. cit. pp. 321~7, and the detailed study by O. Strunk

- “‘Intonations and Signatures of the Byzantine Modes’, Musical Quarterly, vol.

XXXI, (1945) Pp. 339-55. Strunk’s view that the Apé&ch@mata are ‘formulas
of preparation or-transition’ is fully supported by my study of the Akathistos.
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fig. 6 (line g) shows the beginning of the Apéchéma which intro-
duces the first line of the Chairetismoi (line 8). Here the extended
veeaves (fig. 11) ‘indicates Mode II plag. In the rest of the odd
stanzas the extended formula is replaced by its shortened form.

Jfig. 10 shows the Apéchéma of the Mode IV plag. which intro-
duces the first stanza "Ayyehos TpwTootdrns (16). This extended
Intonation occurs only at that place; otherwise the stanzas have
either no Apéchéma or the short formula which is discussed by
O. Strunk (art. cit. pp. 343-8):

The Intonation-formula of Mode IV, fig. 4, offers some difficul-
ties as to its pitch. The preceding line (line 11) ends on g. The
Ison of the Apéchéma demands that it begins on g. The last note
of the formula is therefore ¢. Line 11, however, beginning again
with Ison, indicates a beginning on g. The Apéchéma, written in
smaller script, probably by -a later hand, begins on the usual
starting point, .e. on d; but the scribe has forgotten to introduce
the d by a Hypsilé which would have given the. exact pitch. For-
tunately there is no doubt about the correct run of the melody

- itself, since the melodic phrase 10 ends on g and phrase II begins

with an Ison.

In the Akathistos in Cod. E. B. VII the Signatures are set more
frequently than in our Codex, particularly after half closes, in
order to indicate the starting note of the new phrase. We do not

know whether in such cases only one note was sung or an ab-

breviated Intonation formula; the decision what to do must have
been left to the singer of the Kontakia.

One will see from the Commentary that in some instances the
Signatures indicate a mode which is not that of the melody. Ob-
viously something went wrong either in the Signature or in the
notation. The first reaction of the transcriber was to assume a

(16) None of the other MSS. has an Intonation formula.
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scribal error; but comparison with the other Oikoi of the hymn
and, at a later stage, with other MSS. of the Akathistos and other
Kontakia in Cod. Ashburnham. showed that the same wrong end-
ing of the melody occurred repeatedly. We come to the conclusion
that already in the XII. century the singers of the Kontakia had
lost the feeling for the strict modal character and did not care
whether they ended on g or f. Thus it could happen that the Kon-
takion 'Cod. Ashburnham. 64 foll. 112v-113r, composed in the
second plagal mode, has the signature T);ij>, which indicates a
start from f. The first phrase runs as follows:

A 5n F 23 //';,5 2A7 9138 T som
™ yuxnnn n o nn o7 N on pov
d g~ f~aeba- f& agfed o d-

“.e. it begins and ends on 4, and so does the final cadence. We shall
have to come back to similar distortions of the character of the
mode, which never occurs in the melodies of the Hirmologia and
Sticheraria, in the section on the melodic structure of the Akathi-
stos, and in the Commentary. ~

The number of rhythmical and dynamic signs in the notation is
so great that we can hardly imagine that a singer would have been

able to render them all as the composer intended. The intention

must have been to enforce upon the singer of the Kontakia a
relentless tension of expression. To achieve this aim even approxi-
mately the tempo must have been slowed down to a degree for
which we have no parallel in our Western music.

V. THE MELODIC TRADITION

The Kontakaria which were available for studying the Akathistos
range from the second quarter of the XIIIth to the beginning. of
the XIVth century. They all come from South Italian Scriptoria.
Our palacographical knowledge of that period is not advanced
enough to rely on the shape of the neumes for dating them precisely.
It is at present safer to find out the approximate date of Codex
Ashburnhamensis 64 by investigating the extent of the melismatic
development in comparison with that in other MSS. The following
MSS. have been consulted for that purpose:

1) Codex Cryptensis E. . VIL. According to A. Rocchi in his
Codices Cryptenses, p. 422 this Palimpsest Codex may have been
written between 1214 and 1230. '

2) Codex Cryptensis E. p. III. An elegant MS. of slightly earlier
date than Codex Ashburnham. 64, i.e. second half of the XIIIth
century. ’ '

3) Codex Cryptensis I'. y. III. A Palimpsest MS., less elegantly,
but very clearly written; of the same date as Codex E. p. IIL

4) Codex Vatican. gr. 1606. Ascribed by Dom Tardo (1) to the

- end of the XIIIth century.

5) Codex Messinensis 120, ascribed by O. Tiby to the XIII/
XIVth century.
6) Codex Messinensis 129, ascribed by O. ley to the XIIth

century.

(1) I am very much indebted to I_’rof. O. Strunk who kindly provided me
with the photographs of the Akathistos from MSS. nos: 4-6.—Cod. Vat. gr.
1606 is described by Dom L. Tardo in his study °I codici melurgici della Vati-
cana’, Archivio storico per la Calabria e la Lucania, vol. I (1931) p. 20 as dating
‘della fine del sec. XIIT’. The Codex was presented to Pope Sixtus V in 1585
through Cardinal Antonio Caraffa. The Cod. Messin., now in the University
Library, belonged originally to the Monastery del SS. Salvatore in Messina.
Cf. O. Tiby, ‘I codici musicali italo-greci di Messina’, Accademie e Biblioteche
d’Italia X1, (1937) pp. 1-14.

The Akathistos Hymn. 4
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All these MSS. show the same melodic skeleton of the Akathistos
as Cod. Ashburnham. 64; but the embellishments reveal two vari-
ants. Codices Ashburnham. 64, E. . VII and TI". y. III. belong to
one group, Codd. Vatic. 1606, E.p. III, and Codd. Messin. 120
and 129 to another. The variants are more accentuated in the
opening phrases; here even the melodies of the one group show-
sligh’g divergencies. The second half of the melodic phrases, par- S
ticularly the sections towards the cadences are almost identical, -
as can be seen from the following comparative table, showing the '
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notation of Tij Umepudye in our MSS., and from the“tral'nscrip-
tion of the first line of the Prooemium and the first 2 lines of
Oikos I (Tables ITI-IV p. LXXXT s.). The first variant occurs with
sign 3. Codex Ashburnham. 64 has an Oligon, the other five MSS. an ~

Ison; but Oligon in Ashburnham. is the correct sign, it makes the = ‘

cadence on oTpatny® end on g. Without the correction the melody
ends in the other MSS. on f. In the transcription I have therefore
emended the third Ison (sign 3) to Oligon. The second variant begins
with the compound sign (5) and makes it clear that Cod. Vatican.
1606, Codd. E. p. IIT and VII and Codd. Messin. 120 and 129 give
an embellished version of Cod. Ashburnham. 64 and I'. y. ITI.

LI
) ;
Ashb.64 - 2 —_—
. d 1 T I
A A .
Vat. H A o B

Mess. / p—
120 and 129 —of b=

Judging from the kind of ornamentation and the shape and
character of the neumes it seems likely that these MSS., at any
rate theé section containing the Akathistos, were written at the be-
ginning of the fourteenth century, and not in the thirteenth cen-
tury, the date suggested for Cod. Vat. 1606, or the twelfth, the
date suggested for Cod. Messin. 129. O. Tiby’s attribution of Cod.
Messin. 120 to the XIII/XIV century is a cautious but probable
dating. Since the two other MSS. show exactly the same type of
neumes, we may assume that all three were written at approxi-
mately the same time, i.e. the beginning of the fourteenth
century. -

The difficulty of drawing conclusions about the date of the
melodic versions from the date of the MSS. becomes more com-
plicated when we examine the melodic shape of the same phrase
in Cod. E.B. VII. The melismatic extension of T= to Y= is
certainly a sign of a later development. Cod. E. B. VII, on the
other hand, shows in other sections a simpler version of the melody,
and is obviously of an earlier date than our Codex. The only
answer for the present must be that the process of embellishment
does not coincide with the date of the MSS.; it must have already
happened at an earlier date and the version of Cod. Ashburnham.
64 must go back to an earlier MS. than that from which E. p. VII
was copied. The final answer to this very involved problem must
be left until a comparative study of the Kontakia melodies in
general has been completed.

From a comparison of the melodic lines we can, however, say,
that the Vatican and Messina melodies cannot merely be regarded
as more elaborate versions of that in Cod. Ashburnham. 64, where
e.g. in Oikos A’ the first syllable on "A-(yyehos) has an ornament
which we do not find in Cod. Vatican. and the two Codd. Messin.,

. 4%
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Vatic. 7y (yyehos)

L
o
3/‘A

Ashburnh. "A o o (yyghos)

and the melismas on (wpwto)or&(tns) and (&)mé(upbn) a diffe-
rent run. Both South Italian versions must ultimately go back to
a single common archetype.

Can this assumption be documented? I think it can.

Thoétigh we do not possess a complete earlier neumatic version
of the melody, there is a short fragment of the melody in Codex
Coislin 220 of the Biblioth¢que Nationale in Paris, which makes
it possible to discuss the question of the continuity of the melodic
tradition (2).

- Codex 220 of the Fonds Coislin of the Bibliotheque Nationale in
-Paris is a Hirmologium of the twelfth century, which contains

from fol. 238r onwards the Stichera Prosomoia for Lent, and the

Dogmatika (3). The Prosomoia begin with Tov Tfis vnoreias kaipdv
of the Monday in the first week of Lent and end on fol. 261r with
‘O oepagin Tols &vew @oPepds of the Friday of the sixth week (4).

(2) I have again to thank Prof. O. Strunk for drawing my attention to this
" fragment, and to the Director of the Bibliothéque Nationale for providing me
with photographs of the relevant pages. I wish also to thank Prof. Heeg for
lending me his photographic copy of Cod. Coislin which enabled me to study
the liturgical position of the fragment.

(3) Cf. A. Gastoué, Calalogue des manuscrits de musique byzantine, (Pans, 1907)
p- 89.

(4) The Stichera Prosomoia constitute one of the last sections of the Stichera-
rium; their occurance at the end of the Coislin-Hirmologium is quite exceptional
and raises the question why they found their place in the Codex. The Heirmoi
of Mode IV pl. end in the middle of fol. 235v from here onwards to fol. 237v

text and neumes are rubbed out. The Stichera Prosomoia, beginning on 238r, .-

are written by the same scribe. This seems to exclude the most obvious explana-

tion that they belonged originally to a Sticherarium and were appended to the’

Hirmologium. One may tentatively suggest that the group was missing in the

Sticherarium in use and that they were added on the empty pages of the Hirmo- -

logium.

I compared the Prosomoia for Lent in Cod. Coislin with those in Codex
Dalassenos, Vindob. theol. gr. 181, A. D. 1217 or 1221 (D), Cod. Vatopedi
1492, A.D. 1242 (V), and Cod. Vatopedi 1499, A.D. 1292 (U). The last one
(U), on fol. 24gv, gives the fullest title: oTiynpd mwpoodp(ola) WoAAdueve Tij

1
W
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On fol. 261v the Sticheron AsUre &movTes mioTol TdS TGV doiwv
Trorrépoov of Z&PPartov THs Tupwds, for the Sabbath of the Cheese-
week, is appended, which the scribe had obviously forgotten to
insert'in its proper place. This Sticheron (5) runs on to fol. 262r,
using only seven of the usual sixteen lines.

The rest of the page, more than half of it, is left empty; but in
the middle of the empty space the first words of the Akathistos
"Ayyehos pwTooTaTns are written in a different hand, and these
words carry neumes.

(’ -—-?"‘wll\":\‘\“)j n>’~~
r{é)\:’” "eovn‘jv.aa.uat W R

We must at once discard the idea that a scribe jotted down the
words and the neumes at random. The scribe indicated exactly
the liturgical place at which the Akathistos was to be sung: on

.c‘ryic‘t k{od) pey&(An) TesoapoaxooTi. iwoti Tol momTol kal feoddpouv oToudiTou.

In the margin of Cod. Coislin these names are added in front of each Sticheron
in the usual abbreviated form.

From the liturgical point of viéw it is interesting to note that the twelfth
century Cod. Coislin has the greatest number of Prosomoia, U (1292) the small-
est, and that many of the Prosomoia in Cod. Coislin are without musical nota-
tion, though the title gives the beginning of the Idiomelon to which they were
sung, and the Mode. These are the Prosomoia that are omitted in D and V.

The Prosomoia for Friday of the sixth week, on the night of which the Aka-
thistos is sung, were in Cod. Coislin foll. 26ov—261r, the following: T&v &mwo-
aTéhev BUas fsporédrn (without neumes), Kabumodéyou olev Tév Baoihéx (with-
out neumes) or, alternatively (&\Ao) “O oepagin Tols &vw goPepds (with neumes).
The prosomoia without neumes seem to represent an older poetic layer which .
went out of use at the time when Cod. Coislin was written. The scribe, copying
from an older MS., therefore only wrote the texts of these chants, and not the
music. The Prosomoia with neumes can all be found in the carly thirteenth
century Sticheraria D and V. '

The question of the many Stichera without neumes in this and in many other
calligraphically written chant books needs careful looking into, the answer to
which will come from an investigation into the changes in the course of the
development of Byzantine liturgy.

(5) Numbered o§y = 263 (1) The Aclre &mwovres, as well as some other of
the Lent Prosomoia of Coislin 220, does not occur in Cod. Dalass. (M. M. B.
Vol. 1) nor in the printed Triodion (Rome, 1879).
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Friday night of the 6th week. He obviously had a Kontakarion
beside him and opened the page on which the Akathistos begins
and copied the neumes. But what was the date of this Kontakarion?

Twice among the neumes we find the Katabasma Y (6) which
occurs only in the first phase of Early Byzantine Notation, and
has already disappeard in Greek MSS. of the tenth century (7).
This shows that the scribe must have copied the neumes from a
ninth'or early tenth century Kontakarion written in a Byzantine
monastery. The silver colour of the ink and the calligraphical cha-
racter of the script of the Hirmologium make it probable that the
Codex was written in Constantinople.

Let us now compare the Coislin fragment with the beginning
of Stanza A of Cod. Vatic.:

P ({ o

U b~
”/v’\u ) = 9A
. /Q 8 ~—
TSN 7727 v 3 A
BT & & & & K [ ®x o ox

14

= M s U 2
- “7‘} -~ 2
&k Tn HE *

The comparison shows a remarkable relationship between the

two notations if one takes into account (a) that Coislin represents

(6) See Thibaut, Monuments pp. 61—2.

(7) According to Mme. Palikarova Verdeil ‘La musique byzantine chez les
Bulgares et les Russes’, M. M. B. Subsidia III (1953) p. 106, the signs of the first
phase of Byzantine musical notation were taken over by the Bulgarians between

855 and g927. We do not, however, possess old Slavonic musical MSS. of an

earlier date than the XI/XII centuries.

Lone)
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the simpler melodic version, (b) that the Early Byzantine nota-
tion indicates only expression, rhythmical nuances and the direction
of the melodic movement, not the Intervals. The first two syllables
of A-yye-Aos must have the same notes in Cod. Coislin ; the Katabasma
indicates, according to the Hagiopolites a glissando of two notes
downwards. Thus, the beginning of the melody may have been
as follows:
VI — .

1
1 ) N—) 1 ] | S— 1

d w\./. e
"A-vyye - hog or "A-qye - Aog

Codd. Ashburn. and Vatic. have a melisma on the third syllable,
Cod. Ashburn. has in addition an ornament on the first syllable.
The florid version of Cod. Vatic. and the two Codd. Messin. is,
in fact, more closely related to that of Cod. Coislin than to that
of Cod. Ashburn.

The shortness of the Coislin fragment makes a more detailed
investigation impossible. Short, however, as-it is, the fragment
allows us to conclude that the melody of the Akathistos, as we
have it before us in Cod. E. B. VII and Cod. Ashburnham. 64,
is not a creation of the thirteenth century, but derives from a sim-
pler, though also melismatic, version which, as far as our present
knowledge of Byzantine notation goes, can be traced back to the
early tenth or even to the ninth century. The Akathistos, there-
fore, shows the same tendency towards gradual embellishment
through the centuries as the other groups of melodies of the Greek
Orthodox Church which we already know, the Heirmoi and Sti-
chera. Thus the Hymn of the Annunciation provides us with an-
other proof of the unbroken tradition of liturgical melodies during -
the Byzantine Empire; it also reveals the creative power of the
Melodoi in elaborating their framework and making the ‘€chos of
the divine beauty’ resound in every generation with increased
splendour.
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VI. THE MELODIG STRUGTURE
The music of the Akathistos in Codex Ashburnham. is composed

in the sty.le‘of the other Kontakia which the Codex contains.
However, it is not only in style that the music of the Akathistos is
related to them; the very texture of the music resembles that of
other K&ontakia or uses the same material. In fact. in ‘composin

Kontak%a the hymnwriters made use. of the “formiﬂa”-technii’qui
exactly in the same way as the composers of Heirmoi and Stichera

It may sui.ﬁce to give one example (Table V, A, p. LXXXIIT) to illu-.
strate their tt.achnique. We take the first line of the Kontakion in
commer.noranor% of Saint Thecla, Cod. Ashburnham., foll. 5Ir—s52r

. “The line consists of four musical phrases. The first is taken frorr;
line (4) of thf: Akathistos Oikos, the second from line 7, the third
from 'the beginning of line 8, the fourth from the cade,nce of the
first line of the Prooemium. The melodic phrases or formulae can
be extended or contracted and it is in this adaptation of the melis-

%;tlc pl.lra.ses to the words that the musician has o show his skill.
s principle of composition corresponds exact_ly to that of the

Tractus-melodies of the Western Church ( I). :

It can be seen from the analysis of the melodic scheme of the
Akathistos that the musical structure is in accordance with that of
the text. The first seven lines of the text in all twentyfc‘)ilr"sta\nzas
have as content the history of the Incarnation (stanzas 1-12) and
the praise of the mystery of the Incarnation (stanzas 13~24); of

these twentyfour times seven lines, the Oikoi, the Kontakion proper-’

consists. To the odd stanzas, the sixteen lines of the Chairetismo;
are appended, followed by the refrain as line 24; whereas in the
even stanzas the refrain follows immediately as line 8. :

']:"he seven lines of the Oikos are set to seven melodic lines (1;-7)
which occur in all twentyfour stanzas, though with some variants

( ) . .
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in each of them. The same regularity occurs in the sixteen lines
of the Chairetismoi, though in fact one does not find sixteen differ-
ent melodic lines, but only eleven; lines 12 and 14, 13 and 15, 16
and 18, 17-and 19, 20 and 21 have the same, or similar, slightly’
varied, melodic phrases. ‘

The refrain of the even stanzas (2,4—24) is not written down.
It is possible that the Alleluia-refrain was song to the same melody
as the Salve-refrain. It seems, however, more probable that two
different melodic phrases were sung as refrains and we must try
to find an Alleluia which might have been sung at the end of the
stanzas 2,4, etc. When I discussed this question with Professor
Strunk one day during the Byzantine Congress in Istanbul in Sep-
tember 1955, he pointed out that there was such an Alleluia-
refrain in one of the Kontakia in Codex Ashburnhamensis 64, and
he kindly sent me the last lines of the Prooemium ‘s &yomntd

& oxnvopatd cou from Romanos’s Kontakion for el xowndevtas

(f. 1781 s.) which is printed in Pitra’s Analecta Sacra, pp. 44-52
and bears the title Canticum de mortuis. See Table V, B, p. LXXXIII.

When one compares the last lines of the Akatisthos one sees that
both are based on the same melodic material. This fact allows us
to use the melody of the Alleluia of the Kontakion ‘Ws &yomntd

“for the Alleluia stanzas of the Akathistos.

The Prooemium which has a metre different from that of the

_ hymn, differs also in its melodic lines. It consists of six long melodic

phrases, the second half of the last line being the refrain; lines 1
and 2, g and 6, are identical; of line 4 the first and the third parts
are identical with line 1, the middle part is closely akin to that of
Iine 5. :

Thus we get the following scheme: (The roman figures stand for
the melodic lines, the Arabic for those of the poem; var. indicates
the variant of the former melodic line. Arabic figures in brackets .
stand for the number of one of the twelve Chairetismoi).

(2) At the time when the Introduction went to press the photographic
copies of Codex Ashburnham. 64 for the facsimile edition of that MS. in the
M. M. B. had not yet been made, and I possessed only the white-on-black
photographs of the Akathistos. I am most grateful to Professor Strunk for
having transcribed the end of the Prooemium and given permission to re-
produce it.
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Prooemium T Umepudye

I I=2
11 3
111 4
v 5
Il var. 6
Stanzas 1,3,5-23 Stanzas 2,4,6-24.
.,v Oikos Oikos
- I-VII -y I-VII -7

Refrain _ 8

12 Chairetismoi

(I-(Iv) = VIII-XI 8,9, 10, 11
(W)(VI) XII 12413 = 14-+15

(VII)(VIII) XIII 16417 = 18+19
(IX) - XIV 20 =21

(X) XV 22

(XT) XVI 23

Refrain I1 second half = 24

A conspectus of the melodic pattern for the Prooemium, the -

Oikoi and the Chairetismoi, is given on Table VI (1)-(5), pp.
LXXXIV ss. '

The Prooemium is built up of five melodic sections (a, b, ¢, d, €)
and the Refrain (R). The seven lines of the twentyfour Oikoi are
of a slightly different type, they are composed in the florid psalm-
odic style. Their most striking feature is the widely extended ca-
dences which end with a short formula (e 1, @ 2, @ 3). These for-

mulae, particularly w1 and w2 are characteristic of the 1gth cen- . .

tury Kontakion style in general. The cadences themselves are the

typical finales of the fourth plagal mode as one finds them in the

Heirmoi and Stichera of that mode. It will be enough to give one

example (Table VII, p. LXXXIX) to show the development of -

a simple syllabic cadence into the florid phrase with which the first
stanza of the Akathistos ends. The first three phrases are taken
from the Hirmologium Athoum Cod. Iviron, vol. IT of the Series
Facsimilia of the M. M. B., the fourth and fifth from the Stichera-

v,

e
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rium Cod. Vindob. theol. gr. 181, usually called Codex Dalassenos,
vol. I of the Facsimilia.

Picking out the key-notes of each musical phrase of the Oikos
(lines 1—7) of the first stanza we can see the skeleton of the melodic
structure, from which the wide range of the melody becomes ap-
parent: See Table VIII, p. XC.

We can also see that the cadence is carefully prepared from the
beginning of each phrase, that the intervals of the fifth and seventh

- are gained by step-wise progression and if, on the other hand, the

melody leaps down a fifth or a fourth, the intervals are filled in
afterwards by a downwards movement. It may also be observed
that the final movement often starts on d'—which is heavily ac-
centuated by a Kratema—and, going down step by step, ends on
the g, the finalis of the fourth plagal mode.

Stanza I (A") is melodically the most elaborate stanza of the
Akathistos. This can be seen from the insertion of the long Intona-
tion formula between lines 4 and 5, and 7 and 8. The main exten-
sion of the melody, however, occurs, as already mentioned, in line
6 through the thrice repeated words &fioTato kai ioTaro. Only
the third repetition belongs to the regular melodic scheme; the
first two, marked by brackets, have melodic phrases of an ecstatic
character which occur only at this place.

The melodic scheme of lines 1—3 occurs fairly regularly in all
stanzas, but lines 4 and 5 show far-reaching variants, as can be

- seen from the examples in the table of the melodic lines (Table

VI). These variants fit into the melodic pattern of each line; they
are either embellishments: of an originally simpler pattern, or short-
enings of it. :

The regularity of the basic melodic construction and, above all,.
the cadences at the end of each lines, made it possible to correct
the many mistakes the scribe made writing down the neumes. There
was also very valuable aid to be found in the double indication of
the beginning of a new phrase: (a) by an Interval sign leading from
the last note of a cadence—or an Apéchéma—to the first note of a
new phrase; (b) by an Interval sign in red, superimposed on the
first neume of a phrase, connected with the Martyria of the mode.

Let us take e.g. the end of line 1 and the beginning of line 2

of Stanza IIT (Olkos I'") fol. 1v.
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Line't ends on g. The Martyria of the second Mode with super-
imposed Oxeia and Dyokentemata indicates that the following note,
marked by Ison, should be b (natural). Underneath is a Kentema
(—=). Since the last note of (yv&®)-var was g, the Kentema indi-
cates the rise of a third, this is 5. Since both the running Interval
notation and the Martyria demand the same note, the singer
knows that the phrase must begin on 4. If, however, the scribe
had made a mistake in the first phrase and the singer had ended
e.g. on a, the Martyria would show him that he must start the
next phrase on 5. .

Line 3 offered considerable difficulties to the transcriber. The
Signature, in red ink, is A. §. This means that the following phrase
is in the first plagal Mode and begins on d. The first neume of the
running notation on &i-(Teiv), however, is 2, the leap of a third
downwards. This indicates a beginning on e, since the last note of
the preceding phrase was g. In p. XLII of his Introduction to “T#he
Hymns of the Hirmologium Part I, M. M. B. Series Transcripta vol. V1,
C. Hoeg pointed out that in Codex Iviron 470, from which the
melodies were transcribed, the scribe of the neumes often put =-,
where <, the leap of a fourth downwards was intended, because
he copied from an older MS, in which ~ had not yet acquired the
definite interval value: it meant the leap of either a third or a fourth
downwards.

On the other hand one might argue (1) that Codex Iviron repre-
sents an earlier stage of notation than our Codex, a stage indeed
in which the strict Interval notation has still many traces of the
preceding “Coislin”-notation; (2) that both Codex Ashburnham.
64 and Codex E. B. VII have in this and the following stanzas =~,
which points to a beginning on ¢; (3) that in our MS. and also in
E. p. VII the Signatures are inserted by another, probably later

e
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hand and represent the South Italian version, whereas in the origi-
nal Byzantine version the less ornamented phrase may have run as
follows: ‘

N A MA v

A frmp—
(I S {1\ VA IR S A SO

7 )

, L~ , .
et-nety i} Qe - o~-7to - - %
+

If, however, one begins transcribing from e the cadence ends on q,
and one has to find out where the scribe made a mistake. The most
obvious place is the first of the two &, since in the South Italian
Codices the Dyo Kentemata often resemble the Tzakisma, which
is written as if it consisted of the combination of spiritus asper and
spiritus lenis. The scribe obviously misread < for <.

To my mind the decision, whether to begin on ¢ og on 4 cannot
be made from purely palaeographical considerations, nor on the
basis of reconstructing the original melodic line. We must accept
the fact that the melodic version in our Codex represents a late

- development of the music of the hymn, common to other South

Ttalian MSS. Thus, when we compare the melodic phrase of line 3
with that of the second part of line 1 of the Kontakion, we come to
the conclusion that the beginning on d offers the proper solution
of the problem. The start on d is also supported by the melodic
version of line g in Codex I'. y. III, where line 2 ends on d. Line 3
begins with a floritura on e, on the unaccented syllable &i- of eimeiv,
but has its first accented note on d (gi)-meiv, as can be seen from
line (2) of Table IX p. XCI.

In line 5 is a scribal error of a kind which occurs quite often in
our Codex: '

o N =l S 5 :\\“Z'\f’
KW. UV v pt € E E
1 2 3 4 5 6 49 8

The sign on top of 7 must be =¥ not =<, Cod. E. p. VII has, in
red, the Signature 5~ “ and, on top of the first note again a Hypsile,
and an Oligon in red, thus indicating that the interval of a Sixth
should be taken, not that of a Fifth. Similar mistakes occur quite

frequently in Cod. Ashburnham. and are sometimes corrected by

a later hand. -
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The most difficult task, however, was the correction of line g
which in Oikos A’ ends on f~a—f. The line probably went wrong
when a MS. in Early Byzantine notation was transcribed into
Middle Byzantine notation and some neumes were misinterpreted.
The mistake is not confined to our Codex. A comparative table
drawn up from line g in the twelve Chairetismoi-stanzas and Oikos
A’ in Codd. E. B. VII and T y. III, showed that it was impossible
to assumme a simple scribal error. Wrong endings occurred not only
in E. B. VII and I'. y. III, but also in many of the Chairetismoi-
stanza$) and the many variants in the first part of the musical
phrase made it difficult to find out the exact pomt at which the
melody went out of key.

In order to correct the corruption of the phrase which may have
happened first in a South Italian MS. of the early XIIth century,
the melody had to be shifted a note higher, but where? In Cod.
E.B. VII, e.g. we find at * an Oligon (—) instead of an Ison (=),
but its effect is cancelled at ** by a descending Fourth instead of
a Third—as in Cod. Ashburnham.—, and both versions run to-
gether in the second half of the phrase; see Table X, p. XCI s.

Musically, the most obvious place to correct the line seemed to be
at 7T, in order to avoid the tritone at 1. This emendation would be
in keeping -with the style of the final cadences, but none of the

lines in the other Chairetismoi-stanzas has at that place an ascend-

ing Third. We are therefore not entitled to eliminate the tritone
and must assume that the interval was changed either by flattening
the b or sharpening the f, a weakening of the modal cha;acter of
which we shall have to say a few words later on. ’ .
After careful examination of all variants of the melody I came
to the conclusion that the right place to correct the passage was
the last group of the Yoi(pe) melisma. As in all the other eleven
lines the melody at T had to go up a Second, not down. Further,

at ** the descending Third has accordingly to be changed into a '
descending Fourth, a leap which occurs also in the parallel lines

of the eleven other stanzas, and we refer particularly to Oixot
A" N’ and P" where no correction of the passage is needed. Thus,
without suggesting a personal interpretation of the passage, and
discarding the view of a scribal mistake, the passage is brought
into line with the other passages of the Chairetismoi stanzas and
ends with the correct cadence on g-b-g.

Mo
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Line 13. The correct ending on a—b~g occurs only in Oikos I. In
all the other stanzas the Dyo Kentemata, added to the Oxeia
(= or ) raise the cadence a note too high and make it end on a.
There are two possible ways of correcting the mistake: (1) to take
as model ‘the notation of Stanza I

-
b ¢ b ddcdb a b g

and to assume that in all the other stanzas the scribe omitted the
Apostrophos (at NB), but such an omission is difficult to explain
palaeographically. It is more likely that the Apostrophos was added
by mistake; it is missing e. g. in Codex E. . VIL (2) The alter-
native is to assume that in stanzas V-XXIII the scribe misread an
original < or = for £ or = The phrase, therefore, is uniformly
given as < —=5= == _= 7. In stanzas III and XI the scribe
starts correctly, but writes - ':.7“ < the other form of the gruppetto,
an ornament which we find frequently in many of the lines.

Line 19. In stanzas I and III the cadence correctly on ¢. From
Oikos V onwards the melodic line—which we find in all Oikoi
except XVII—ends on .- This ending on « is due to a misreading
by the scribe of the MS. from which our Codex and E.p. VII
have been copied. The cadence of the line in Oikos III of E. . VII
consists of the following signs: == -~ =

~e

b ¢ ¢

The scribe of the Codex obviously omitted the Ison and took the -

Stauros ~ for an Elaphron ~. He may also have copied from a
MS. in Early Byzantine notation which had no Ison on top of the

last sign. Thus the last sign ~ was turned into an «, and a Stauros

was added == -~ 7.
b ¢ a

The scribes of E. B. VII and Ashburnham. 64 accepted this
misreading as a half close, though the text of line 19 requlres in all
stanzas a full stop. They saw in the formula b~z an image of the
half close a~b—g which, as we know, occurs several times in each
stanza. Consequently one finds also e. g. in Oikos XIX the variant

of the half close == E which, from the point of melodic structure.

b ¢ ba
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must be regarded as a cadence on ¢ with a glissando down
to a.

No attempt should be made to correct the formula into a—b-g.
The group of neumes by which the new line 20 opens = clearly
indicates that the melody shall rise a fourth from a to d’, and we
have to accept the ending on « as a peculiarity of the South Italian
school. The original ending on b—¢'—¢' can still be seen in stanzas
I and III.

Line 22 (in Oikos XVII line 2 3) contains a phrase which presents
anotlier problem. In Oikos I the phrase runs:

E = 2 2 me == 2,
e g a ¢ ba g b g

> -
- P /,;..4’3“ ’3< P

e f ga ¢ ba g b g
In the other eight stanzas we find the same mistake as in line 13,
i. e. an added Kentema to the second sign as in Stanza I, but also
Dyo Kentemata added to the third sign, the Oxeia. (). I correct
Stanzas III-XVII according to Oikos I and leave XIX-XXIII
as they are written, because their ending is correct. Alternatively,
one could also base the transcription of all nine stanzas on the last

three (XIX-XXIII) and cancel the Kentema in the second com-

bined sign. However, the solution based on Oikos I seems to me
musically the more Jusuﬁable one, since it contains g and ¢ as
structural notes.

The musicis given without accidentals (sharps, flats, and naturals)
In his two studies ‘The tonal system of Byzantine music’ (3) and
‘Intonations and Signatures of the Byzantine modes’ (4) O. Strunk
has admirably treated the modal problem in the melodies from

the Sticherarium and Hirmologium. The studies confirm and en-

large the belief in the diatonic character of Byzantine music which
Tillyard, Heeg, and I have expressed from the beginning of our
studies. There is further evidence from Turkish sources (5) about

(3) The Musical Quarterly, vol. XXVIII (1942) pp. 190-204.

(4) ibid. vol. XXXI (1945) Pp- 339-55-
(5) Cf. Mahmoud Raghib, ‘Description d’orgues par des Auteurs Turcs et

Persans’, Revue Musicale N. S. Nos. 30 (1929), 36 (1930), 45 (1933), 46 (1933}
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the diatonic character of Byzantine music. Here it is said that
organs were used in the Byzantine churches, at least at the time of
the Turkish conquest, and that the Turks were unable to use these
instruinents because Byzantine music was based on tones and semi-
tones, whereas Turkish music ‘had different and smaller inter-
vals’. (6)

Since the richly ornamented Kontakia melodies are based on the
same formulae, characterising the mode, as those from the Hirmo-
logium and Sticherarium, one may conclude that they, too, are
basically diatonic. The modal scheme, however, seems at that time
already to have undergone some changes which are due to the
process of growing ‘orientalisation’. One knows, for example, from
transcriptions of Kontakia and Cheroubika in the second Mode
that this Mode developed a hybrid character (starting on d) which
one does not find in the hirmologic and sticheraric style.

We cannot therefore exclude the possibility that already in the
course of the thirteenth century the diatonic character of the Kon-
takia was blurred through the principle of ‘attraction’ (8\§is) which
became so strong in Late Byzantine music. The é\§is affected first

the melismas, turning e.g. the sequence of a—b—a into a—bb —-a, and

&g into g—f‘p; ~g (7). In my opinion, however, the introduction of
such half tones was in the beginning a mannerism of the singers,
which did not affect the basically diatonic character of the melo-
dies. These mannerisms may have made themselves felt more

- strongly in those monasteries which had a majority of singers who

had lived for centuries under Arabic and Turkish domination, and
less in that part of the Byzantine Empire which remained inde-
pendant of it. The melodies of the Akathistos have therefore been
given here without accidentals. ‘

(6) A. Gastoué, ‘Notes sur ’orgue en Orient’, ibid. No. 33.—Gastoué refers
also (p. 20~1) to a passage from the ‘Book of Rays’ by Bar Hebraeus, (13th
cent.) who describes P’usage de 'orgue dans toutes les églises tant de P’est que
de I'ouest (de la Syrie). Remarquons que le chant des églises syriaques a toujours
aussi été basé sur les tons et demi-tons, avec prédominance du diatonisme’.

(7) Cf. C. Heeg, ‘The oldest Slavonic Tradition of Byzantine Music’, Pro-
ceedings of the British Academy, vol. XXXIX (1954) pp. 55-7, where f-sharp is
also used to avoid the tritone which occurs frequently in Kontakia melodies
in the fourth plagal Mode.

The Akathistos Hyma.

w

i




EDITORIAL PRINCIPLES

(1) The text of the Akathistos, printed on pp. LXVIII ss. follows
that of A= Codex Ashburnham. 64. Variants from the edition in
J.-B. Pitra’s Analecta Sacra I, pp. 250262, attributed there to Ser-
gius, Patriarch of Constantinople, are marked by a P. As already
pointed out in the paragraph on Orthography, the many mistakes of
_ the scribe in the spelling of the Greek words are corrected without
comment. Passages that have become corrupt are left as they are,
even when they do not make sense, because a restoration may not
suit the melody.

(2) In the division of the stanza into lines the edition of Carlo
dél Grande is taken as a model both for the text of the hymn and
for the music. The punctuation in the transcription is taken
from A. ‘ :

(3) Reference to the foliation of A is made by giving the num-
ber of the folio at the top of the line. Since the Prooemium and
the first stanza are to be found among the Kontakia for the feasts
of the year, and stanzas B—’ at the beginning of the Codex,
the foliation begins with foll. 108r to 112v, and continues with
foll. 1r to 44r. S

(4) As pointed out on pp. XXX VI ss. the scribe repeats the vowels

of words to which melismas are set. The repeated vowels are

printed in smaller type.

(5) The printing of the letters of the words follows the MS. as

closely as possible. av is not treated as a dipthong, but, following

Byzantine pronunciation, as av (af ) : the u therefore is separated from -

o and attached to the letters of the following syllable. o{Tds,
therefore, is written &-uTés (a-flos).

(6) As in the former editions of the M. M. B. the quaver ()
is taken as the time unit.

T
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In the Kontakaria MSS. frequent use is made of the [ (gorgon)
to indicate quicker singing (a) of a single note, (b) of a group of
notes. In the former volumes of the M. M. B., where the gorgon
occurs only occasionally, the sign was rendered by ace. (accele-
rando). In the present volume the gorgon is rendered by a ¢ (cito
or celeriter), a sign which is used for the same purpose in neumatic
MSS. of the 10th century at St. Gall. The reason why I have chosen
¢ for T is threefold: (1) it is shorter than acc.; (2) if set over a single
note it can mean only ¢ito, and not accelerando; (3) if set to a group
of notes, mostly four, it allows the singer to take the group ‘quicker’
without forcing him to take the mnotes as semi-quavers, and
thereby introducing a rhythmical interpretation which is not ap-
propriate to the music of the 13th century, but to that of a later
period.

(7) Two other letters are to be found above the notes: T and S.
T stands for the Tromikon (Table 4, nr. 28 and 29) which indi-
cates a ‘bending or shaking of the voice’ (cf. p. XLIV) and § for the
Strepton. (or Homalon), the meaning of which is obscure; L. Tardo
(ibid. p. 296) suggests that it indicates the execution of four or
five notes ‘quasi in un tempo’.

(8) Above the indications of the modes (<, p’, etc.) a few neumes
are set, the beginnings of Intonation formulae which are transcribed
in the staff between dotted lines. These Intonation formulae are

_ intended to be a guide for the singer to intone the following melodic

line at the right pitch. Sometimes a single note is given, sometimes
a group of notes. It is impossible to say whether the full Intonation
was sung, or just these few notes, or whether the Soloist who sang
the Akathistos, hummed them inwardly in order to catch the right
note of the following phrase. The transcription of the Signatures
enables the reader to reconstruct the more complicated Intonation .
formulae.

5*
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Kovrdxiov: fjxos TA. &'

Tij Umepudyep oTpaTnyd T& VIKNTAPIX
@5 Autpwleioa TéY Sewdv elyopioTrpia
&vorypdow oot 1 ToOMS cou BeoTdke

&AM’ s Exouoa TO KPA&TOs &TPOTUYTTOV
& TrovToicov e KivdUvey EeuBéprocov

v kp&lw ocor xaipe viugn &viugeuTe.

oi ofkor To¥ &xalicTou Upvou
kor” GAQaPnTOV”

*Ayyehos TTpwTOOTETNS
oUpowdBey Erépgdn

glely Tf) BeoTdKed Yoipe:
kal oUv Tf] dowpdTed Pwvil
owpaToUpEVOY o Bewpldv Kipie
glotaro kol forato,
Kpawy&lwv mpds oty TotaldTar

Xoipe 8 A5 A Xapd EkAGmyper

Xcipe 8 fis 1) &p& &kAsiyer

Xoipe ToU mecdvTos "ASAM 7| GvdoTaols” -

¥odpe 16V daxpUwv Tiis Elas f AUTpooois®

xaipe Oyos SuoovdPorrov
&vbpwatrivols Aoyiopois:
Xcipe Pabos SuobecopnTov
kal &yyéhwv dpbodpois:
Xoipe 611 Umdpyels
BaoiMéws kaBEdpar
Xcdpe 611 BacTélels
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xoipe dotilp Eupaiviov ToV Aoy

Xoipe yoothp &vbéou oopKeoEWS'

xaipe 81 fjs veoupyseitan 1) KTiols®

xoipe 81° fjs wpookuvEiTal 6 TAKOTNS
Xoipe vopgn &viugeute.

BAémouoca ) &yia

gauThv &v &yvelg .
pnoi 1@ FaPpifA Bopooéos
TO Tapddofév cou Tiis ewviis
SduoTrapddexTdy pou Tij Wuxil eaiveTor
&oTropoU Ya&p CUANWE®S
TV KUNow TrpoAéyels kp&lwv
’ANAnAovic.

Mo &yvwoTov yvévon
1) Tapbévos {nToloa:
¢ponoe wpds TOV AertoupyolvTar
&K Aaydvwv &yvédv vidv
Téds EoTwv TexBfjvon Suvardy; Aéfov por
wpods fiv Exelvos Eppacey cos E@baoev
&v 9oPw kp&lwv:
Xaipe Poulfis &mropptiTou wioTis' _k
Xoipe Tipfis &veoTépe TTioTis!
Xaipe T@V Baupdrwy XpioToU TO Tpooipiov
Xaipe 1@V Soyudrwv aitol TO KepdAaiov:
xoipe KAipa &moupdvie
31 fis karréPn 6 Oeds
Xaipe yépupa peTdryouoa
ToUs &k Yfis Tpos oUpawdy:
Xoipe TO TAV &yythwv
ToAuBpUAATTOV . By
Xoipe TO TGV Saupdveov
ToAuBpfivnTov Tpalpar

TOV BaoTdlovta T&VTX

I, 2 emepon A 4 kad oW &owpdreo P 10 mEcwTOs A
o P

10 dvdoTaots] dvdkAn-

23 mpookuvsitan & TAdoTRs] Ppepoupyeitan & ktioTns P 24 non scribit A,

111, 6 Eppooey, &5 EpBaoev] Epnoev &v @éfe P 7 &v @éPw kpdlwv-] kpauydlwy
‘ofres P g yaipe Tipdis dvewtépa] oryij deopéveov P oryfis Seopéveov alii 13 81° fis
katépn AP § xorréPn alil. ~
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20 Xoipe 1O @&ds &pphTWS yewnoooa
Xaipe 1O ™S oUdtva Si8dEaoar
Xoipe cop&v UmepPaivousa yv&ow:
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Kol s Tpods TOIEVS SpoUOVTES TaXY
Bewpolior TolTov ds duvov &uwpov
&v 1§ yaotpi Mapias Pooknfévra,
kol Opvolvres elmrov:
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el xai Sovhou EAcBe poporyv, Eorevcav

. Tols Bcopois Bepormeloon kod
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éxBodolioa Tiis &pxiis:
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- uebioTactor Tpds Tous &mrlaidvos

EmeBolns s Ppégos o
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(1) The opening group in Cod. Crypt. E. . VII is rhythmically different from that
in Cod. Ashburnkam. 64; in Cod. Crypt. I.y. Il it reads: g f g b @ and leaps
down a Fourth to ¢. From here the version follows Cod. Ashburnham. 64. Cod.
Vatic. gr. 1606 has the Signature =k 8’ 4--, thus indicating & as starting note.
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(8) [Chorus: ANnhodia]

Skandia nodestik, Gopenhagen
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COMMENTARY



NOTICE

General problems of transeription, such as those rqfem'ng to lines 3, 9,
13, 19 and 23 (22 in Oikos XVII), which are discussed in the Introduction,
are not taken up again in the Commentary. We refer to Codex Ashburnhamen-

sis 64 as A.

Prooemium (Kontakion).

The long Intonationformula before line 1 occurs in A only. The
same is true of the other formulae; E. B. VII, I". y. III and E. . III
have mostly nothing more than the Signatures, which occur, however,
more frequently than in A, and a short Intonation formula.

1-2, E.B. VII has mA. 8" before t& vikntrpie, and wA. &' before
1. 2 instead of uwalig, TA. o before &V Seivédv, and wA. &' hefore.
ey oploTrpla.

- 3. In E. B. VII the repeated vowels are written equidistantly, not
exactly under the notes, and sometimes even where there are no notes;
they are written alternately in brown and red ink. In line g the scribe
of A is more careful, though he too does not always put the vowels

- exactly under the notes. An analysis of the musical structure of the

Prooemium is given in the present writer’s study ‘Das Prooemium des
Akathistos’ in Die Musikforschung, VI (1953), pp. 193—206.

Oikos I.
The long Intonationformula only in A.

4

5. (xUpi—)e —e A: read == M. The same mistake, — « instead
of =, occurs frequently and is often corrected by a later hand.
E. B. VII has the same mistake.

9. Above the Intonation (< = ==) is an Ison.

< wa e
P

10. yoipe: a variant is added_ébove: () = =~ie (g ba

16. (8)Ti: a variant is added: ==, i. e. d—.

Oikos Il.
3. (ToPp)nA: add =-.

\

. s . o«
5. (podver-) ou; read \~Z. By the revision { has been added
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/:) a variant is

‘

cbabdc ba

above the line. For the following group (X = =
added below the main line: 3= =~Y2 == £, L. €.

QOikos I11.

5. (texdijv-) au — cu: between these two groups (of which ™ stands
at the end of a line) & must have disappeared The notes are added
from E. .. VII p. 144 last line, and put in brackets.

6. wpds: the neumes which stand at the end of the line are smudged,
but seem to be =; above the following ;= an Ison is added. This
means that the melody runs thus: g a-, or, according to the neumes
above the main script, ¢ a—. '

13. Here, and in Oikos XI, the scribe writes ~ —z3<., another
variant of the four note gruppetto =5 2; by substituting the usual grup-
petto the cadence ends on g.

Qikos 1V,
7. \y-c;(?\?\ew): read =, following the notation of the line in Oikos II.

Oikos V. R - e

5. The variant, cited in the footnote, is written in smaller script on

E 1ol 4

top of the main line. The leap on (¥ci—)pe had to be changed to..

’3—

—pg, i.e. from a fifth into a sixth.

9. (X-)—o-a (-pe): read = as in Oikos L.
21. (Xod—)a‘l (-pe): the Kentema (or the Kentemata) rnust bc\ an
erroneous addition.

Oikos VI.
<

5. (&uemr‘r—)fz: read “\f ; this form is added in the margin (with a
slight difference: ~ instead of s). )

Oikos Vil.
.
5. (&uv-)o(v): a variant is added above the line: T, i.e. ¢ a.

—
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&£

u-lt

(&poop-)o(-v): —« must be transcribed as meaning a leap of a sixth;
above the line is added the correct form: .= ; we cannot decide whether
this addition was meant as a correction or intended to bring the melody
in balance after the change above &uvév from ¢’ & into ¢’ a.

Oikos VI,

4. The beginning of this line gives an example of the double control
which one gets (a) from the notation which continues the last note of
the foregoing phrase, and (b) from the Signature with its abbreviated
Intonationformula:

—— by
o > —
D> v f\“ <

(cd-)yAn -n 7\8 == N @S

The last note 3 of the cadence on (ai-)yAq is g; the first notes
=2 on &(AN’ &) are e~f. The Intonationformula = = ends on g; the
fourth downwards and Dyo Kentemata == are written in red ink and
smaller script in order to get ¢ as starting note of the new phrase.

Oikos IX.

-
DI -
S D
9. n n-ue (-px): a variant is added: »=x > =, i.-e. a—d'. ¢/, which
is the better reading and is found in E. . VII.
G
11. (ev)Ao-a (~TTovoa): the second Oxeia must be ormtted E. .
VII p. 165 has the correct reading.

-

14. (qn?\—)? (~vBpwmov): read =.

Oikos XI.

5. 7_1-1; The Kentema is wrong; E. p. VII has T—‘l';v which is the cor-

~
— -

o> \s s <
rect reading. (mémTw-) Ko-o-o(~a~ & (-v); correction underneath in
£ -

smaller script: ¢ .

e /’
13. The scribe wrote 5 < instead of 3.
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QOikos XII.

£
——

3. (&) « (-Gvos): read - cf. Okos XIIL.

\/~

5. (cos 8e6-) o o (~5): read ._; cf. Oikos I, ITT etc.

Oikos Xlll.

-
iy

—
\

5. (o«peo—)po (v); read \ . Cf. Oikos 1.
11. The transparence of the neumes of the recto makes the reading
of the neumes above the first syllables of yaipe difficult. They seem

—
tobe: T L “r
=

_ a variant for =

; the Ison refers to the Barys-Signature; =™ £ is

Oikos X1V.
3. %‘.’cx, seems to be substituted for an original .,7:‘5;(?).—
Oikos XV.
- \

11. (K—)cxu (-xnux): read == ¥; cf. Oikos I.

Oikos XVLI.

5. (&vbpwm-) o (-v): read ;:5 cf. Oikos 1.

e

QCikos XVIii.

— e
< ~
10. A and E. B. VII have cogols instead of &odpous: go - {pou ous.
This reverses the sense and the o« privativum must be restored. By
doing so the accented syllable -g6- gets the melisma and the anti-
thesis pihooogous — &oogous is underlined by the two correspondmg
melismas.
15. Lines 13—14 of the text is om1tted but at the end the last line

of Oikos I is added both in A and E. p. VIL
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16. CAOnv-)ai (-cov): the scribe omitted the repetition of the
foregoing phrase a note lower which one finds in Oikos I, III etc.
in A, but also in Oikos XVII in E. p. VIIL.

Oikos XVIil.
/'—;
5. (mpd-) o (Borov): read 7.

k-

Oikos XX.
3. 'rr—c;(—7\7\c'5v): read =.. Cf. Oikos X etc.
:I s ) .
11. (Bpovt-) n n; an Apostrophos should be inserted before
this group. Cf. parallel run in Oikos I etc. E. P. VII p. 203 has the
Apostrophos.
21. yoipe xporthp kporr®dy &yoMMootv: Line 21 of the music is, in
fact, L. 22. In order to make the stanza long enough 1. 23 from Oikos I

is added as last line, as in Oikos XVII. But the balance of the melody
is destroyed.

Oikos XXI1.
*:-\

4. (Emredfun- )ce-e-ev read f‘; . = =. Cf. Oikos I etc. E. p. VII

has the correct notation.

Oikos XXIII.

—
.—-c—,

5. (KUPIO -) os the Kentema should be deleted. E. B. VIL p. 207 -
has the correct notation.

—
-

1 _
11. (bnooup-)e ; an Apostrophos must be added before this
- ,
group; E. p. VII has the Apostrophos. (&8o)ma(-vnte): read <
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COMMENTARY

Text. This text is extremely difficult to handle because it is often
hard to tell whether the incomprehensibility is due to the author’s
dogged attempt, at all costs, to counterfeit the Acathist (not forgetting
the N. T. reminiscences,—and, perhaps, bearing in mind the Konta-
kion for the Myrophoroi (A f. 134V ss.)), or to mistakes committed
by the negligent copyist (or his predecessors). ;

Kontakion. 2. ey8pous A.

Otkos. 2. ewepovns ‘A. 4-6. For the variant (or perhaps better: .

variation) introduced by &\Aws (or &\Ao), see the Introduction to
the Contacariuim Ashburnhamense p. 29.—It seems clear that the
author -intends to express the idea that the Holy Women not only
heard the Angel’s voice but also met Christ himself (Matth. 28,9), but
the actual words—although strictly conforming to the pattern of the
Acathist—can hardly be pressed to bear this meaning. Is fouTais a

mistake for ai afrrai or for toutd (9: ool atrrép!) ? 7. Read éBénoav wpos

ot TookRe. 10.xoAaPovti A. 12.gopeoavta A, 19. onv avelaPes A.
20. feAnoavTa A. - e

Music.

-

Y L T
Kontakion. 1. (ebxopioti-) n (-pic) : read {; cf. 2. 3. xpav(ydlow);
the Oligon is not a pure scribal error, but bears witness to the existence

of a version starting on e; however, the neume in red (=), which
indicates the relation to the preceding Martyria, and the following-

melody point to a version starting on d, which I have followed in

the transcription.— (O’o)-)TT‘T(-p): read .

GENERAL INDEX
| MUSICAL MATTERS

Notation

Neumes and Neume-groups

Antikenokylisma XLV; Antikenoma
XLIV;Diple XLII; DyoBareiai (Pias-
ma) XLIII; Dyo Kentemata XLII;
Dyo Kentemata and Tzakisma re-
sembling each. other XLII, LXI;
Gorgon XLIV, LXVII; Homalon
XLIV, LXVII; Hyporrho#¢ (Aporr-
hcé) XLII s.; Ison XLII; Katabasma
LIV s.; Kratemo-Hyporroon XLIV;
Kratemo-Hyporroon-Oligon XLIV;
Kylisma XLIIT; Parakalesma XLIVs.;
Pelaston XLII; Seisma XLIII; Stau-
ros misread as Elaphron LXIII;

" Strepton XLIV,” LXVII; Tromikon

XLIV, LXVII;. Tzakisma XLII;
“Great Hypostases” XXXIX- ss.;
Rhythmical and dynamic signs
XLVIII; £ for < XLIT, LXI, LXIII;
—e for £ X1, LXI, 89, 90,-91, 92.

Intonation-formulae  (Apechemata)
XXXVIIs., XLVss., LIXs., LXVII,

9I.

Signatures (Martyriai) XLVss., LI1Xs.,
LXVII, 91.

Other Matters

Early Byzantine Notation XXXIX,
LIVs:, LX, LXII, LXIII; Problems
of transcription (correction of faulty
phrases) VIIIs., X, XI, XLVIIs,
LIX ss. (LX: line 3; LXI: line 5;
LXI1I: lineg; LXIII: lines 13 and 19;
LXIV: line 22).

Tradition

Groups of manuscripts L ss.; Original
Byzantine version LXI, LXIV;
- Mount Sinai version XXXV s., XL;
South Italian version XXXIV ss.,
XLIX, LII, LXI, LXIV; Latin trans-
lation XI, XXIIIs., XXXV,

Other Matters -

The notation as an aide-mémoire X s.; ~
"The modal character of the Kontakia
XLVIII, LXIVs.; Kontakion style
LVI, LVIII; Melodic embellishments
(Progress of ) L ss., LIV s.; Melody and
text LVI, g2; Tritonus LXIIL

TEXTUAL MATTERS

_ Language and style
Orthography XXXVI ss., LXVI;

Iotacism XXXV1; Insertion of vowels

' aﬁd meaningless syllables XXXVI s.;
Sentence-structure XXXV,




,

. of Seleucia XXVII ss.;
" tine Pogonatus VIII, XIV, XXI;

“manos
. XXI; John Chrysostom XXX s.;

108

Literary .and liturgical matters

Date and authorship VIII, XIV,
XX:ss._;. Original prooemium XXV;

Liturgical place VIII, XIV ss.;.
XXTIss., XXIV, XXIX; Christology
XXVIs.

MANUSCRIPTS

Ambros. L. 36 sup. XII; Ashburnha:

* mensis 64 passim (esp. VII, XIII s.,
. XVIII,
'LX ss.);

XXXIV  ss., XLIX ss.,
Corsinian. 366 XXXI;
Cryptenses . y. T XXXVII; T. y.

- IIT XTI, XLIX ss.,, LXIs.; E. B. III

XII, XLIX ss.; E. p. VII VII, XII,
XXXII, XLVII, XLIX ss., LX ss.;

. Dresden gr. 140 XVI; Iviron 470

LVIII, LX; Messinenses 120 and

129 XLIXss.; Metochion 811 XLIII;
Paris, Coislin 220 LII ss.; Paris,
Mazarin. 693 XI, XXIII; Sinai ga5
X1V, XVIII, XXXV s.; Thessalo-
nic. Blataion 41 XXI; Vatic. gr.
1606 XLIX ss.; Vatic. 1613 XXXI;
Vindob. suppl. gr. g6 XIV, XXX1V
s.; Vindob. suppl. gr. 186 XII,
XVIII; Vindob. theol. gr. 181
LVIII; Zurich C. 78 XXIII.

GREEK PROPER NAMES

Anastasios I and IT XXX1; Apollonius
of Laodicea XXVI, XXVIII; Basil
Constan-

Ephraem the Syrian XXVI; Ger-
XXI ss.; Heraclius XIV,

Leo III the Isaurian VIII, XXI;

Pancratius (master of ceremonies at
Grottaferrata) XIII; Photios XXIV; =
Pisides XXI; Proklos of Constanti-
nople XXVIII s.; Romanos XXI,
XXVII ss.; Sergios XXI 5., XXV,
XXXI s.; - .Symeon (scribe of Ash-
burnham. 64) XIII, XXXIV; Theo-
dosius XXIV. ' .

-OTHER MATTERS

Scriptoria of Grottaferrata and of _representing - the infancy of Christ
Mount Sinai XL; Cycle of mosaic, | XXXII. '






