A Musical Study of the Hymns of Casia.

All who love and venerate the musical traditions of the Greek
Church must hope for the accomplishment of two great works: — the
making clear of the theoretical structure of Byzantine music, and the
publication and spreading of trustworthy texts of the ancient melodies.
It is fully understood by the most enlightened Greek musicians, that
any reform in Church singing must be prepared by a thorough search
among the oldest sources of ecclesiastical music; without this, any
change might be destructive. Moreover it has seemed to many that
the uncertainty on points of theory ought not to delay the production
of the materials on which theory is bound to rest. Since it is possible,
with present knowledge, to interpret the main parts of the mediaeval
notations, we are surely justified in bringing to light even the partial
results of such toil

The hymns of Casia form a series small enough for presentation
in_a single article, and have some historical as well as poetical quali-
ties that distinguish them. Musically they are examples of composi-
tions of greater length than most of the melodies so far published.
Attracted by these characteristics, I have inspected in course of the
last few years such manuscripts of Casia as I could find accessible.
If I now attempt to publish some parts of my results, I do not claim
to make more than a very small contribution to the subject, trusting
that the incompleteness of these remarks will be viewed with indul-
gence by students of Greek music; for they will know the difficulties
involved.!) '

Life of Casia.

To most English readers Casia’s name is best known from a fa-
mous passage in Gibbon, describing the brideshow of the emperor
Theophilus (829—842). .

1) My sincerest thanks to Dom Ugo Gaisser (Rome), for much good advice
and encouragement; and to Kyrios I. Th. Sakellarides (Athens), my teacher, for his

valued instraction and help. I shall have oocasion, in the course of my article,
to refer to the services of several other friends.
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‘The Russians, who have borrowed from the Greeks the greatest
part of their civil and ecclesiastical policy, preserved till the last een-
tury a singular institution in the marriage of the Czar. They collected,
not the virgins of every rank and of every province, a vain and romantic
idea, but the daughters of the principal nobles, who ‘awaited in the
-palace the choice of their sovereign. It is affirmed that a similar
method was adopted in the nuptials of Theophilus. With a golden
apple in his hand he slowly walked between two lines of contending
beauties; his eye was detained by the charms of Icasia, and, in the
"awkwardness of a first declaration, the prince could only observe that
in this world, women had been the occasion of much evil: ‘And surely,
8ir, she pertly replied, ‘they have likewise been the occasion of much
good’. This affectation of unseasonable wit displeased the imperial
lover; he turned aside in disgust; Icasia concealed her mortification in
a convent, and the modest silence of Theodora was rewarded with the
golden apple’.?) B

We are further told by the chroniclers that Casia herself founded
a nunnery in which she lived; and that she wrote hymns in the reigns
ot Theophilus and Michael (842—867).7) Besides these sacred poems,
a number of seécular pieces written by Casia have béen brought to
light in recent years. These consist mainly of epigrams and moral
sentences, and they show no small insight into human disposition as
well as a strong touch of sarcasm.’)

The Texts.

Although it is an undoubted fact that Casia wrote hymns for the
Church, yet there is some uncertainty when we come to look at the
list. The manuscripts are not always in agreement; in some a hymn
may be attributed to Casia for which elsewhere another author is
given. Further, there is no -proof that Casia composed the melodies
herself. We can only say that the most famous hymnwrights, such
as Romanus (who was called preeminently 6 wsiwdds) and John of
Damascus, were renowned likewise as musicians. Therefore it seems
to have been usual for the same author to compose both words and
tune, although later we find new tunes made for ancient words*), and

1) This story is by no means free from historical difficulties, cf. E. W. Brooks,
Byz. Zeitschr. X 543.

2) On all these matters v. Krumbacher, Sitzungsber. d. k. bayer. Akad.
d. W. 1897, 305 ff., where the various forms of her names, "/xasie, Eixacie, Kao-
oLavi) are discussed.

2) Krumbacher ib. the toxts are given p. 357 ff.

4) Cf. a MS. of Athos, Dochiariou 316, entitled Zriynocetor xaldpwvoy motndiv
naes xve. Isouavod doyreoéws.

Byzant, Zeitschrift XX 3 u. 4. 28
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new words, especially short verses or rgomagix, set to ancient melo-
dies.!) Again the metre in most ecclesiastical odes needed the support
of music to make it effective; and in many cases the slight content of
the hymns themselves, in their somewhat barren rhetorical shape,
equally required to be strengthened by a powerful melody. For these
reasons it may fairly be believed that, however much the taste of later
ages may have changed the airs, their original form was the work
of Casia. .

It is mostly agreed that the following hymns may be taken as
the genuine work of Casia. . ‘

1. June 28% SS. Peter and Paul. Tovs gwerijoas.

2. Nov. 15* Gurias, Samonas and Abibus. ‘H "Ed:60c sdpoal-
veral.

3. Dec. 13 S. Eustratius and fellowmartyrs. Ti)v wevrdyogdov
Avgaw.

4. Dec. 25® Christmas Day. Adyovorov povegpicavros.

5. Wednesday in Holy Week. Kvoie, % év moddais aueoriatg.

The genuineness of these hymns is asserted by tradition and sup-
ported by MSS. authority.

The following hymns have also been attributed to Casia.

6. March 25" Annunciation. 4meoraly &ppedog. This is given
as an ode of Casia in Cod. Athen. Theol. 75, in Brit. Mus. Add. 27865,
f. 19, Harl. 1613 (16* cent. MS.), and by Papadopoulos-Kerameus in
Byz. Zeitschr. X 60. In the Menaeum it is anonymous; but Cod. Athen.
883 attributes it to Anatolius.

7. June 24* Birth of 8. John Baptist. ’Hoaiov viv. Christ-Para-
nikas Anthologia, p. 104, the Menaeum, and, of MSS. inspected by
me, Brit. Mus. Add. 36744 refer this to Casia, Cod. Athen. 883 to
Anatolius.

8. July 24 8. Christina. Four hymns, édavuarodeynes. oravoov
bg 8mlov. dokdtoudy Gov. BABov Mimovow are attributed to Casia in Cod.
Athen. Theol. 75, Papadopoulos-Kerameus 1. c. In Menaeum ome is
given to Byzantius, the others are anonymous. Cod. Athen. 883 ascribes
them to Georgius, Cyprianus and Byzantius.

9. Last Sunday after Epiphany (or Pharisee and Publican Sunday)
In Cod. Brit. Mus. Harl. 1613 a short ode is ascribed to Casia.

In the Triodium no author is given, Cod. Athen. 883 refers it to
Anatolius.

10. Good Friday: Canon beginning Kvuari #addoong. According

1) Cf. Gaisser, Heirmoi de Pdiques 95.
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to tradition the melody was Casia’s, but the ;words were by Marcus
Monachus.?)

As the text of several of the hymns is easily accessible in the
Aunthologia or elsewhere, I content myself in these cases with giving
a translation, the Greek words appearing only under the music. But
the less familiar hymns I print in this place, so that their poetical
qualities may also be appreciated. The text of Cod. Athen. 883?) is
geerally followed.

Hymn 1. (28® June) t&v ‘Aplwv droaréiay ITérgov xal Iaviov.
Hy. o. Inacing.?)

Todg gworijoas todg uepdiovg ijs "Exxinotog,
ITévoov xel Heviov, sdpnuifompsy:
Trke fidwov ydo Eepay
& ©6 Tijg mlorEmg 6TEQEdpUaTL,

s xel Te EBvn valg dxvior tov xnovyuarog
éx tiig dyvolag émariipayov.
0 plv vp oraved wpoonindelg
7Qdg 0Veavdy Ty mogsiaw émovjoaro,

Evdea vijg Paciielag

10 @ Xouorod Tag xdsig éyxeyeloiorar.
0 0% g Elper dmorundslg :
7eds tov Zwrijpe éxdnuifoas énabiog paxagliero.
xel dugdregor tov lagani xaveyyéiiovory
bg sig avTov Tov Kvgiow

16 yelgas adixmg éxvelvavre.
Avd edyais adrow,
Xowott & @coy fudv, vodg xad NV xardfule
xel Ty de96dokov mlcTiv xpdrvvoy .
g pLldvdowmnog.

Hymn for Saint Peter and Saint Paul.

The great lights of the Church, Peter and Paul, let us praise,
For they outshone the sun in the firmness of their faith,

1) On this tradition ef. Christ-Paranikas Anthol. 196 n. This must be the
hymn &lg ©0 pigov assigned to Casia by the chroniclers, cf. Krumbacher, 1. c. 321.
The Canon for the Dead, published by Krumbacher in the same paper, had no
original music attached to it.

2) See below for its description.

8) Anon. in Meuvaeum which I follow in numbering the lines. 6 Menaeur
reads éx tijg dyvoiag els Ty Ociav yyvirouw émavijyayoy. The words do not occur
in any of the MSS that I examined.

28*
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- And by the rays of the Gospel they brought back the natioms
out of darkness.
The one, nailed to the cross, made him a way unto Heaven, where
he hath received of Christ the keys of the kingdom.
" The other, cut off by the sword, fared forth unto his Saviour,
and is worthily aecounted to be blessed.
And both do accuse Israel, as having stretched forth unrighteously
their hands against the Lord.
Wherefore by their prayers, Christ our God, cast down them that
are against us, and strengthen the true Faith, in Thy love for man.

Hymn 2. (15® November). Mwjun tdv aylov pegrdoov duolo-
yqrav, Dovele, Zepovi xal APiov. 'Hy. f. Ixacleg.
‘H "Ede66a sdpoatveral
3t & tf) 6opd TV dylov émdovtiod,
Tovple, Zapave xal APifov:
xal O @LAdyoiotov moluviov
s uyxalovuévy fog. .
devte pulopdervoss laumovvdnre
v o) pvfuy v paided.
dsite & @iléogror paTicdnre,
i0ere poarijpag ovoaviovs
10 v pfi wegumolevovrag.
devre xul éxovdare
olov ddvarov mxgdv
ol yevveior ddduavrsg UxéoTnoay
0o Ty dredevryrov fanjy.
18 Ao xul dyyvyral Bvreg tijg dAndelag
xbony Oidowoay éy uviuare {Heay Bsfinudvny.
xal Tov vovrovg ddeviioavra mapulapov
0 0Aédow magédoxay
dg govée xal avelsfuove.
30 %ol éxtevdg dvewmovol
iy maveyley Toidde,
100 $vodivar éx @pdopds xel welpaouUdY
xad mavvoloy xwddvay
roVg év mlovel éxvsdodyvrag i
% 7@ wwnubovve adrdv.

2 It seems better to keep eops here (lit. ‘urn’; hence ‘wﬁn’ or tomb, rather
than. to read ew¢d which is masouline. 9 Jsbre idere nrd. Men.
17 ¢d» rodg Athen. vdv rodrovg Men. 26 abriddy & pynudovye Men. i
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Hymn for Gurias, Samonas and Abibus, Confessors and

Martyrs:
 Edessa rejoiceth that by the tomb of the saints she hath been

enriched, .

Even of Gurias, Samonas and Abibus.

And, calling to her the Christ-loving flock, she crieth:

Hither, ye that love martyrs, rejoice in their glorious memory.

Hither, ye that love holy days, be glad; behold heavenly lights
walking upon earth.

Hither, and hear how sore a death those men of adamant under-
went for everlasting life. .

Whereby, being sureties for the truth, they saved the maiden that
was cast living in the tomb.

And their despiser they committed to destruction as murderer
and pitiless.

And constantly they implore the All-Holy Trinity: to save from

ruin, temptation and all manner of danger them that in faith do keep
their memorial rite.?)

Hymn 3. (13® December) Tov ‘Ayiov Edarpariov xal tav edw
atri.y) "Hy. 0. 'Ixeoleg.

A. Ty mevrdyopdov Adpay,
xel mevvdporov Avyview,
tijg 70D Ocod éxxinclag,
Todg Beopboovs pegrvpag

5 PEQOVVUDS TLufGONEY

xal sdoefig éyxopddoucy.
Xalgows | 6 xaddg Umd @cod oroarevdels -
év tf) émoveevip orgavely,

5 Menaeum durijowper

1) Gurias and Samonas suffered in the persecution under Diocletian, Abibus
under Licinius. Lines 15 ff. of the hymn refer to a miracle which the Saints per-
formed after their martyrdom (cf. the Synaxaria in Propylaea ad Acta Sanc-
torum, for the day. Bruxellis, apud Socios Bollandianos). A man of the Goths
had carried off & maiden whom he had found with her mother at the tomb of the
saints at Edessa. He then wedded her and took her to his own land meaning
to treat her as a slave. His true wife, who was still living, he cast into a tomb
and let her die. But the friends of the dead woman tried to make an end of the
maiden from Edessa in the same way. The Saints however intervened and con-
veyed her miraculously back to Edessa: and when the Goth revisited the city,
they miraculously revealed his crime; and this led to his punishment.

2) The name of the Day is on f. 79 of Athen. This hymn begins f. 80.
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xel T aroaroloyrdavry doidag,
106 é&v Grjrogor $rjrmp,
Edorodris dedoope.
Xalgoig | 6 ©d0 Tddavrov 0 éx Osov Gor miGTEVIEY
énavbijoag elg wiijdog,
Adkévrie poxdoie.
16 Xalpoig | & zepmvdraros Jomnk
tijg detxiis edpevelag,
Edyévie deépoov.
Xalgotg | 6 doaiog i poowf,
tf) 0 pvoun dméplepmpos
20 xal dugorepodéfiog,
6 &v voig delowg Bpsowy évdiurdpevog GAwmg,
mwavédfie 'Opéora.
Xatgois | 6 orlAfav xai diavyns pegyeolens,
6 zag Pacdvovg Tag mixgog
16 yeouovixmog vmopsiveg,
Muapddoie drjremre.
Xaigowg | & ladeuduog y0eog tiv Poovipeoy magdévov.
Obg xaduxevsvenusy
ndong boyiis xel FAlPpeng Avrpdoradar
30 xeel Tiis dpodeTov avrdy 06Ens
ovpueréyovs moLijoat
Tovg T érijolov avrdy
uvijuny pegalpoveag.
8 Menaeum oroarid 19 Men. dnépxados 21 Osiorg om. Men. 28 Men.
nadixerevopsy 82 Men. duay
B. 'Ixacleg. )
‘Trto tav ‘Eldjvov madelay
™ 16V dmoorélmy doplav mpoéxguvay of GyloL paQTVEES,
tag BlPlovg THv $nrdpmv xatelelpovres
xel Taig OV dAléov Oiampépavres.
s éxsi pdv yap | edylottlay ¢nuarav,
év 0% talg TV aypouudrov Henpopluls
v il Toddog €0iddexovro eopvmaolav,
& 1§ moeaPedovawy &y elofvy puiayBiver Tag Yuydg fudv.
7 Men. dzoloylev. This short hymn is ascribed to C. in Cod. Athon. Dionys.
564 (XV—XVI saec.) and in Men. In Cod. Athen. 883 the name is written at the
bottom of the page, but is probably meant to apply. '8 Athen. 5 xcl.

The martyrs here celebrated were put to death in the reign of Dioocletian
and Maximian, by order of Lysias, dux limitaneorum, at Nicopolis.
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Hymn for Saint Eustratius and his fellow-martyrs.

1. The five-stringed lute and fivefold lamp of God’s Church, even
the martyrs, heralds of God,
Let us mindfully honour and reverently praise.
Hail, thou noble soldier under the Lord, well-pleasing to thy
Leader, orator among orators, Eustratius, wise unto God.
Hail, thou that didst increase unto wealth the talent entrusted to
thee of God blessed Auxentius.
Hail, thou goodliest scion of God’s nobility, godly-minded Eugenius.
, Hail, thou fair in form, but in wisdom exceeding bright and ready,
living ever on the mountains of God, all-blessed Orestes.
Hail, thou shining and radiant pearl, who didst abide the bitter
pains victoriously, unconquered Mardarius.
Hail, like-numbered band of wise virgins. v
These let us supplicate to deliver from all wrath a.nd persecution,
And to make partakers of their unspeakable glory,
Them that keep their yearly feast.
2. Above the teaching of the Greeks the holy martyrs preferred
the wisdom of the apostles,
Leaving the books of the orators and excelling in those of the
fishermen.
For there indeed was the eloquence of words, but in the preaching
of the unlettered they learned the divine knowledge of the Trinity.
Whereby they are envoys for us, that our souls may be guarded
in peace.
Hymn 4. ’Ididuedov ¢lg my Xouotod Iévvyow. "Hy. f.Y) "Ixaciag
uovays.
Hymn for Christmas.
‘When Augustus became monarch upon earth,
The multitude of kingdoms among men was ended.
And when Thou wast incarnate of the Holy One,
The multitude of divinities among the idols was put down.
Beneath one universal empire have the cities come,

1) For the Greek text see Christ-Paranikas, Anthologia p. 103: title Kao-
ciag. The title is given as follows in Brit. Mus. Add 36744 (f. 48) té adrd pnvi xs".
‘H xataddexacis xol yévvnmes tod Kvolow xal Osod nel Zwrijpog Hudv ’Incod
Xoworod. ‘Eoméoas el 10 Kvgue énénpata Jdékx xal viv' fyos . ’Ixacics.

The schorlarly reader should note the contrast between the aorists and per-
fects in this hymn: émavsero ‘ended’ (once), xarrjeynrar ‘bas been put down'’
once for all; abiding result. «tc. Such niceties are foreign to English.
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And in one divine dominion
the nations believed.

The folk were enrolled by the decree of the emperor,

We, the faithful, have been inscribed in the name of Deity.
Oh, Thou our incarnate Lord.
Great is Thy mercy, to Thee be glory.

Hymn 5. 4y. xal Msyddy Tevdpry. 'Hy. md. &', ’Ixacieg.?)

Hymn for Wednesday in Holy Week.

Lord, the woman fallen in many sins, seeing Thy Divinity,

Taking the part of myrrh-bearer, wailing bringeth to Thee myrrh
against Thy burial.

Alas, she crieth, for that night is to me the wildness of sin, dusky
and moonless, even the love of transgression.

Accept the springs of my tears, who with clouds partest the

* waters of the sea: '

Bend to the groanings of my heart, who hast brought down Heaven
by Thine ineffable humiliation.

I will kiss again Thy stainless feet,

I will wipe them then with the hair of my head —

Thy feet, whereof when Eve in Paradise heard the sound, she
hid herself for fear.

The multitade of my sins, and the depths of Thy judgment who
shall explore,. Saviour of souls, my Redeemer.

Forget not me Thy servant, Thou, whose mercy is infinite.

Hymn 6. (25® March). Eig zov Edepysdiouov tijg vmegoplag

Ocotéxov. 'Hy. o. ’Inaolos.

HAneorddy Gyyedog I'efourfd,
odgavédev éx Ocob,
medg magdévov dudivvrov,
&lg méAw tijg Iadsdaing Neafepér,
5 ebayysileacdar avri) tod Eévov Tebémov TRV GVAAyYuv.
"\ Ameerddn dodlog deduaros
nwodg Ty Euypvygov wély xed wWIAny vospdv,
10 upviear dsomorixils megovelas Ty cvyxardfaciy
Aneardln oTeatidrng 00QdvLog,
wodg o0 Hypavvov viig 86kns maldriov,
npocvowudoee t Krlory xevouxley GAnxrov:
15 xal wPOOEAD Y wpds adriw | éxpadyats.

12 Men. Eupoyor

1) Greek text in Christ-Paranikss, Anthol. p. 104. (Kasowuvils poveyfs.)

ﬂ
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Xoigs, dodve mvolpogps
TV TeTQoudepoy vmEgevdotoripe:
20 Xeige, xodédoe Pfacidixy ododvie:
1eioe, 8gog dAardunzov,
doyelov mavevripov.
év 6ol yap mav ©d mlfpwpn xevdanee
tiig dedrrog oOpaTIXdS,
35 evdoxle ITatpog aidlov
xol ovvepyelg tod Ilaveyiov Iveduarog
Xaioe, xeyeotroudvy,
0 Kvgiog pera god.

26 Men. ‘Ayiov.
Annunciation of B. V. M.

The angel Gabriel was sent out of Heaven from God,

To a virgin undefiled, in Nazareth, a city of Galilee,

To announce to her the wondrous manner of her conception.
The Angelic Minister was sent to the living City and Gate of
understanding, to reveal the descent of the Divine Presence.
The Heavenly Soldier was sent to the unspotted Palace of glory

to make ready a lasting abode for the Creator.

And drawing nigh unto her he cried:

Hail, Throne shapen of fire, more glorious than the four Living
Things.

Hail, royal Heavenly Seat.

Hail, unquarried. Mountain, most honoured Vessel.

For in thee dwelleth all the Fullness of Godhead bodily, by the
will of the Everlasting Father, and by the working of the
Holy Spirit.

Hail, thou that art highly favoured, the Lord is with thee.

Hymn 7. ’Idudpeiov el to pevédiiov ’Twdvvov tod Bawrierod.

7d. 0. Keoleg poveyijs.')

Birth of Saint John the Baptist. (24 June.)

Now the voice of Isaiah the prophet

This day by the conception of one greater than the prophets,
Even of John, hath been fulfilled:

For lo, saith he, I will send my messenger before thy face,
Who shall prepare thy way.

He then, as soldier and forerunner of the Heavenly King,

1) Greek text in Christ-Paranikas, Anthol. p. 104.
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In very truth made straight the paths of our God;

Being a man by nature but an angel in his life.

For having loved complete holiness and chastity, -

He had that which was according to nature, but shunned that
which was contrary to nature,

Striving beyond nature.

Let us all, the faithful, imitating him in virtue,

Implore him to plead on our behalf

For the saving of our souls.

Hymn 8. for S. Christina. July 23™.) .

a) Wondrous deeds have been wrought, O Christ, by the power
of Thy Cross,

Since too Christina, the martyr, strove in mighty contest;

Thereby, flinging from her the weakness of her nature,

She nobly withstood the oppressors,

Whence, having won the prize of victory, she pleadeth for our souls.

b) Christina the martyr, holding the Cross as a mighty weapon
in thy hands,

With Faith as a breastplate, Hope as shield, Love as bow,

Didst divinely overcome the wickedness of the oppressors,

Didst bravely defeat the vengeance of Demons;

And, though thou wast beheaded, thou triumphest in Christ,

Unceasingly pleading for our souls.

c) We praise Thy great mercy, O Christ, and Thy goodness to
us-ward. For that even women have overcome the error of idolatry?),
by the power of Thy Cross, O Friend of man.

They trembled not before the oppressor, but smote the Deceiver;

They were strong in following Thee, They ran to. the scent of
Thy myrrh, pleading for our souls.

d) Leaving the wealth of her home, and longing sincerely for
Christ, the martyr hath found glory and riches in Heaven.

Shielded by the armour of Faith, with the weapon of the Cross

she smote the oppressor.

Whence angels, amazed at her passion, did cry:

The enemy is fallen, defeated by a woman.

Crowned, the martyr hath been received into Heaven, and to all

eternity God reigneth, who giveth to the world His great
mercy.

1) Greek text in Byz. Zeitschr. 1. c. 2) Literally ‘Idol.-madness’.

ol . Ccdisasae e -

2
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Hymn 9. for the Last Sunday after Epiphany. (Or Pharisee and
Publican Sunday).!)

Almighty Lord, I know how great is the power of tears;

For they brought back Hezekiah from the gates of death: they
saved her that was a sinner from long-cherished iniquity; and
they justified the Publican beyond the Pharisee.

And, I pray, numbering me with these, O Lord, have mercy
upon me.

Hymn 10. Canon for Good Friday (First Ode.)?)

Thee, who once didst bury in the waves of the sea the tyrant
pursuer, '

The posterity of the saved buried beneath the earth.

But let us, like the maidens, sing unto the Lord;

For he hath triumphed gloriously.

Literary Qualities of the Hymns.

A reader used to English sacred poetry, would certainly be struck
with two things in studying the hymns of Casia. Instead of the ex-
pression of the innermost spiritual ideas, there is a tendency to dwell
on the historical side of religion; and instead of a simple and una-
dorned conventional language, the Byzantine hymns present a speech
ornamented with all kinds of rhetorical devices. In the hands of a
truly great poet, such as Romanus, an historical motive will produce
a work of the stateliest and most exalted grandeur. And such hymns,
resting on the common inheritance of Christians, were undoubtedly
fitter for public worship than the intensely individual utterances of
later poets. But without the true inspiration, the historical ode be-
come a barren tale of events, and fails to reach the heart of the
worshipper; while the use of rhetorical figures, however welcome to
Byzantine audiences, tends to estrange modern readers, and to blind
them to the nobility of the underlying thoughts.

Faults of style like these may be seen in Casia’s ode for Saint
John the Baptist. A very familiar quotation from the Old Testament
is given; it suggests no fresh poetical turn, but is followed by five
lines of the driest imaginable antithesis, and the hymn ends in quite
a stale and conventional manner. The hymn for S. Eustratius is better.
At all events we can read as far as the tenth line with satisfaction.
Then we discover that the whole substance of the ode is a series of
frigid paronomasiae. Casia glorifies the martyrs by playing upon

1) Text with a late form of melody in Christ-Paranikas, Anthol. CXXXVIIIL

2) Words alone ibid. p. 196, music CXXVII.
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their names! We must beg the reader to examine the Greek text to
appreciate this work of perverse ingenuity.

But, in spite of such weaknesses, there is much to admire in
Casia’s sacred poems. No one can doubt their religious sincerity. We
can see how Casia felt the majesty and greatness of the Church; but
there was no fear of her treating it merely as an institution. Almost
all the hymns end with a prayer for the worshipper, to whose cry,
amid the praises of all the Saints in Heaven, Casia knew the Saviour’s
ear to be ever open. Again there is nothing craven or overwrought
in her religious utterances. She praises the Saints with a full and
comforting trust in their intercessions. As ome of the ‘Christ-loving
flock” she has no longer the slightest misgiving about her own sal-
vation. But we are not to believe that peace came to her before she
had first suffered. The Publican’s prayer has been hers; and like the
Woman fallen in many sins, she has found nothing to bring to her
Lord, but tears and the tokens of a wasted life. All this can be
understood without admitting any of the stories to Casia’s discredit.
For the burden of guilt has often weighed most heavily upon the
saints. As a rule, however, it is the glad and victorious aspect of
religion of which Casm loves to tell

Such a spirit fills the Annunciation Hymn, which, though not
very original, has an effective opening, and certainly surpasses the or-
dinary Salutations to the Virgin, so common in Greek hymnography.
In praising 8. Peter and 8. Paul, Casia seems to gain greater depth
of thought and simplicity of language. The rhetoric is judiciously
_handled and the antithesis is in good taste. ‘A more striking use of
this figure is seen in the Christmas hymn. There we have no less
than five pairs of ideas in contrast, which balance in metre as in thought.
The notion of opposing the Infancy and the Omnipotence of Christ
did not originate with Casia. We find it in the. famous Christmas
hymn of Romanus, where again there is an echo of Isaiah. ‘For unto
us is born this day a young child, who is God before all ages’ But,
while Romanus recalls every event attending the birth of Christ on
earth, Casia glorifies the new-born ng with the sonorous praises of
universal sovranty; and on this day of all days her glowmg periods
produce an unusual effect of grandeur, rising to pathos in the simple
close. Not only is this hymn a work of great technical ingenuity, but
its construction is worthy of the sublimity of the subject.

There ean be no doubt, however, that the ode for Wednesday in
Holy Week is the best of the serjes. Possibly it contains too much
antithesis and the mention of Eve seems to us a little pedantic. Other-
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wise for beauty of words and depth of feeling it is justly admired.
The way in which dramatic and narrative elements are blended, and
the final prayer, wherein the need of one sinner is absorbed into the
cry of a whole suffering world, reveal the work of a true poetess.

The Musie.

So great is the uncertainty still prevailing on most questions
connected with Byzantine music, that, with any given passage, the ver-
sions of the leading theorists would differ to such an extent, that no
one would ever guess them even to be meant for transcriptions of the
same melody. Therefore, while any writer may choose as a working
hypothesis whatever theory seems to him most reasonable, he is bound,
as far as possible, to consider students of different views. With this
intention, I give a page of facsimile; and, as the cost of production
allows no more, I add a hand-copy of the most important remaining
hymns. This, though not claiming the authority of a photograph, will
at any rate show on what lines I transcribe the melodies, and will
enable the votaries of other theories to make versions to suit them-
selves. ‘

A long discussion of Byzantine music is obviously impossible in
an article like this.") But a few points, raised by recent writers, de-
serve brief mention before we go further.

The Modes.

Byzantine musical theory, as laid down in the Papadike and other
ancient manuals, allows four authentic and four plagal modes, each of
which is distinguished by a martyria, or signature. These martyriae,
on examination, prove to be in the authentic modes the first four
letters of the Greek alphabet, G = &’ (old form «a-); «» (esrlier <)
=85 W=y 8§=02".

In the.plagal modes I IT IV also use the letters «. B. & with the

abbreviation zl or }r in front. Riemann is certainly wrong in his
interpretation of these signs.) ¢ cannot possibly be ¢, but is a con-
ventional «’: v» is not 4 but % As for mode III, I believe its sign
to be an ornate y, not a form of its obscure name fafx. In mode IV

1) To the books mentioned below add Gastoué (Am.), Introd. & 1a Paléo-
graphie mus. byz. (good bibliography).

2) Die byz. Notenschrift 5.

8) In the British Museum MS Add. 27865, among the numbere denoting days
of the month, we find f 9 vy = 22 and f. 12 1,0 = 81. This surely can leave
no room for doubt.
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0’ does not therefore mean Dorian, but is a number like the rest. The
third plagal has the sign v, which is certainly short for fegvs.?)

The musical theorists régarded these martyriae as forming a
complete scale among themselves in the following order:

Authentic . . . . . I I II IV I II III IV I II IO
Plagal . . II III IV I II II IV I

A B ¢ d e f g ab ¢ d ¢ f g
Below I add the notes, which from the compass of the voice the scale
requires, taking the traditional starting-note d, as the meeting-point of
plagal and authentic.?)

This scheme, called ‘the System of the Wheel’, and so represented
graphically, is the basis of all the modes; but opinions differ as to its
interpretation. In the first place we cannot allow that all eight start
from separate notes. This would bring most melodies either too high
or two low. This objection may be made to the system given by
0. Fleischer®), many of whose examples are in fact uncomfortably high.

The recently propounded theory of Riemann*) calls for examination
at this point. He holds that all the modes were performed at the
same pitch, namely in the octave e-¢/, the authentic starting on b, the
plagal on a, the difference in the character of the modes being indi-
cated by suitable changes in the key signature. He reminds us, no
doubt rightly, that on a stringed instrument, notably one with seven
strings, the various modes can only have been performed at the pitch
of the instrument, the modifications being made by sharpening or
flattening now this string now that. But when, on this sole ground,
he invites us to accept his view as unquestionable, nay axiomatic, the
cautious reader hesitates. At any rate there are several objections to

be cleared away before Riemann’s theory can pass.

1. In all the ancient manuals the modes, or to be exact, their

1) On these questions cf. Gaisser (Ugo), Le systéme mus. de l’Egllse gr. ete.
The fact that mode II sometimes used an 2 for its martyria (though very rarely
to my knowledge) and was called éyerog (an obscure term; Gaisser ibid. suggests
an explanation), does not affect the general question.

2) Tables of this sort can be deduced from the practice-examples, that often
follow the Papadike in MSS, e. g. in a MS at the Monastery “4yior Tesonedxoyra
in Laconia. This I publish in Musical Antiquary for Apr. 1911; another
given by M. Paranikas in ‘Eilpwixdg @id. ZvAk téu. KA’ page 173 (MS at Hadria-
nople.) Cf. Gaisser op. cit. p. 78 ff.

8) Neumenstudien T. 8. p. 44 ff.

4) H. Riemann, Die byzantinische Notenschrift im 10. bis 16. Jahr-
hundert. Leipzig 1909. Although I disagree with the author on some points,
I fully recognise the value of his able and suggestive work.
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martyriae, are represented as following one another in a fixed order
on the scale. Riemann has to say that in each mode the groups of
martyriae, while their order is unchanged, refer to different notes.
Thus on p. 41ff. we see that, in his view, in mode 1 &’ =b. f' = ¢},
9 =d ete. In mode Il 8’ =1’, ) — ¢}. ' = d, and so0 on in all the
" modes. Now if this were really so, would it not have been foolish for
the authors of manuals to construct elaborate tables to illustrate what
‘'was not sung, while never saying a single word of what was?

2. In the tables already given the martyriae of plagal and authen-
tic modes are frequently applied to the same note. Riemann alludes
to this fact p. 5, but does not reconcile it with his idea that the plagal
modes start one note below the authentic. Nor will it avail to say
that all these practice examples are out of court, as not being real
music: in the examples to be given below we constantly find the
martyriae of plagal modes applied to notes also described by the
authentic martyriae, whether the ggtual mode of the piece be the one
or the other. We could not without incredible confusion assume the
coexistence of this usage with the principles assumed by Riemann.

3. The consciousness of the tetrachordal nature of the scale of
martyriae, which we see in the practice examples, seems to have re-
mained thronghout. At any rate in Hymn 5 line 18 below, when a
cadence is made on high ¢’ in mode IV pl, the martyria used is not IV
(although ¢ is the low starting-note of this mode), but IIl. As a rule
no martyria was placed on the octave of the base-note, when used
cadentially. There is a doubtful example in Riemann p. 42 1. 5.%)

4. The later tradition does not at all support Riemann’s theory.
This tradition he treats with scorn (p. 36). But is this altogether
justified? It is certain that Chrysanthus and his helpers, who invented
the modern notation, had learnt the old melodies under the older system
(i. e. they had virually learnt everything by heart through oral tra-
dition; the notation being barely understood, I suspect) and merely
committed them to writing in their simplified semantic. They have
never been accused of inventing eight modes out of their own heads.
Failing such an assumption, it falls to Riemann to point out when the
practice of singing eight modes at the same pitch went out, and the
recent practice came in. Until he satisfies us on these points we are
bound to be sceptical as to his theory.

1) Here there appears ¢’ with martyria I. This, if right, would only show
that the original scale of tetrachords was not always kept in view, which I quite
grant; it would not support the bolder articles in Riemann’s theory. But as this
note is not cadential the reading may fairly be suspected.
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As regards pitch the modern modes may roughly be classed as
follows: The first mode, authentic and plagal, the second plagal (when
purely ‘ehromatic’)') can begin and end on d. The second, authentic
and plagal, and the fourth on e. The third, authentic and plagal, on f (the
latter also on B). The fourth authentic and second authentic on g. The
fourth plagal on ¢. Thus while it is impossible to hold that this state
of things can support Riemann’s view, it is equally false to say that
“all eight modes to-day have different pitches. Evidently some modes
have been transposed and others not.

The theory which I think comes nearest to satisfying these various
data, is that af Gaisser; and for the purposes of this article I have
taken it as my working hypothesis. Briefly it is this: from the com-
plete scale in the Papadike all the modes were generated. The 1%,
24 and 3 plagal were transposed to the pitch of the authentic. The
third plagal could be used untransposed, and was hence called Barys;
while the 4 pl. did not need transposition. .

Further, the names of the modes in the Papadike are taken in the
ancient Groek sense, and the following is the result. — Mode I Dorian

starting-notes d, a. two flats (Vp), II Lydian startingnotes P¢ and Vb
three flats (Wb); III Phrygian starting-note f. three flats; IV Mixo-
lydian starting-note g., three flats. I plagal starting-notes d (a). one
flat. II pl. be, (Pb) two flats. III pl. transposed form, start on f
two flats; untransposed, start on PB. IV pl ¢, (g) two flats. The
rarer starting notes are bracketed. In any given case there never arises
any doubt as to the note on which we begin: we always take that
one which leaves the melody at a reasonable piteh.

I do not intend to give any of the arguments advanced by Gaisser
in support of his theory: the reader is referred to Gaisser's own works.?)
Nor do I claim that it settles all the uncertainties in this matter.
I merely choose it as the most reasomable suggestion yet advanced;
and I am sure that it yields better results, when we apply it to the
transcription of melodies, than any of its nva.ls

1) Both the modern Modes Il & II pl. are probably of eastern origin. Their
introduction has expelled the real Mode II, now a form of Mode IV. Gastous,
op. cit. 19, finds reason to believe in the coexistence of ten modes, two Oriental.

9) v. Gaisser's books, La musique d’Eglise grecque d’aprés la Tra-
dition — Les Heirmoi de Piques dans I'Office gr. — and an article in
Rassegna Gregoriana, Sept.-Oct. 19056, I canti eccl. italo-grecéi. The
English reader may also refer to my own article in Musical Antiquary, April
1911.
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The Semantic or Interval Signs.

In the Round notation, with which we are concerned here, the
interval signs are better understood than the rest of the notation.
This is because there are definite indications of their value in the
Papadike. The chief difficulty lies in the statement that certain signs
become aphone or voiceless in combination with other signs. The
cases are as follows.

1. When a pneuma stands below a soma or to the right of it,
the soma becomes aphone. ThisTusually taken to mean that the
soma is disregarded, as I was taught, dkv ﬂfégsz govijy. Riemann?)
however thinks that the soma, though not reckoned as forming an
interval (which would throw the rest of the melody out) was sung as

a kind of grace-note. (Recent tradition does this in the single case of { b

elaphron to the right of apostrophus) But I am inclined to disa-
gree with Riemann, and to regard such combination as merely a con-

venient way of bujlding up l&;&#ﬁ;\rmh, for which somata alone ?

could not in any case suffice, without any idea of ornamentation.

2. When an ison or a descending sign stands above an ascending
sign, this becomes aphone. Here I agree with Riemann (indeed I had
thought of this before his book came out) that the aphone sign, though
not reckoned in counting the intervals, is heard as a grace-note, pro-
bably before the ison or descending-sign.

3. When however the ison or an ascending sign stands above a
descending, the latter does not become aphone, but keeps both its
sound and interval-value. Here I think Riemann is mistaken (as I
read him.)

4. The small half-circle called epiphonus by Riemann is obviously
the klasma, one of the time-marks, and devoid of any musical sound.

The rest of the details concerning the semantic are familiar, or
can be found in many works already published.?)

The Hypostases.

A good illustration of the use of these, at first sight most baffling,
signs will be found in hymns 5 & 7 below. They appear to fall into
several classes. 1. Time marks, also denoting stress. Apoderma, a
leng or cadential note. Diple, Kratema, Klasma or Tsakisma,
Xeron Klasma, all seem to show an accented note, not of fixed length,

1) Op. cit. p. 36, where various opinions are discussed; also his preface.
2) Detailed account in O. Fleischer op. cit. cf. also my article already
mentioned. A summary of the modern system is given in Christ-Paranikas.
Antholdgia, Introd. lib. IV, specimen at the end of book.
Bysant. Zeitschrift XX 3 u. 4. 29
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but longer than those next to it, or standing in a stronger positiom
in the bar. Here belongs the sign Apostrophoi Syndesmoi,
which with the interval value of a single apostrophus implies &
note of longer duration. On the other hand the Gorgon, and perhaps
the Piasma, denote shorter sounds. The Psephiston is merely
a stress-mark, while the Bareia indicates a very slight accent, and
serves mainly to separate groups of notes belonging to different
syllables.

2. Slars and execution-marks. Kylisma, Heteron (paraka-
lesma?) Lygisma(?) Paralytike(?) or Parakletike(?) seem to be
merely slurs. The Homalon may have implied (as now) a slight qua-
vering of the voice. Many other hypostases in this class are of un-
certain meaning.

3. Great hypostases usually in red. These indicate musical figures,
which for the most part are already implied by the interval
signs. Failing this, we may perhaps supply ornamental passages at
the singer’s discretion. The best illustration of all these signs is
given by Riemann op. cit. p. 31. With this before us, no further
commentary is here needed.

The Rhythm.

The principles governing the rhythm of Byzantine hymns are most
clearly explained by Riemann, whose solution of the problem agrees
in the main with that of Gaisser, although it is not developed on quite
the same lines. Riemann’s explanation has been adopted for the pre-
sent article, so that for a full account reference may he made to his
book. Briefly, his theory is as follows. The main unit of rbythm is
the colon representing a musical 2-bar phrase in common time. This
may begin with or without an up-beat and may have a ‘masculine’ or
‘feminine’ ending. Any note can be subdivided according to the number
of syllables in the text. Usually the accented syllables in the text
occupy the accented places in the music: the commonest exception is
seen when the number of accented syllables in the text is less than
that of the musical accents, when an unaccented syllable may stand in
a strong position. The division into cola or phrases is determined
1. By marks in MSS. 2. By the number of accents, 3 being the greéa-
test number normally admissible in a phrase. 3. By correspondence of
text or of melody

The only reservations that I feel bound to make are 1. The di-
vision of notes need not, as Riemann’s practice seems to imply, be
always by submultiples of 2. Triplets are sometimes more convenient,
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and, being frequently used in 4-time in modern Byzantine music eccle-
siastical and popular, may be safely admitted. -

2. Where a ‘great hypostasis’ occurs, of which the actual notes
give no representation, the transcription should express it. (Riemann
himself adds a passing shake for the zgoutxév.)

3. A more perplexing question is this: may a colon ever consist
of more than two bars? I think we must allow such licence. Firstly,
a syllable may be charged with an excessive number of notes; so that,
although from the text we should not suspect anything abnormal, yet
when we see the music, we cannot help feeling the inconvenience of
reducing all the notes to the required limits. An example is seen in
the devre of Hymn 2, another in the last yelpoig of Hymn 3. It will
be seen that the time-marks support such an expansion. I imagine
here, for special emphasis on certain words, the music is drawn out,
as we may say, extra-rhythmically. More uncertainty may be felt as
to the possibility of expanding a colon solely on the ground of an
excessive number of syllables in the text. It may be urged, that, if
there are too many syllables for one colon, the remedy is to divide
them between two cola, assuming that a punctuation-mark has been
omitted in the MS. This also in some cases I have done. But it is
not always convenient. There are so many signs of symmetrical di-
vision into larger passages, which I call in modern terms ‘sentences’
of 6, 8, 10, or 12 bars, as the case may be, that we ought always to
seek for some such arrangement. Hence if a single colon is found
to be overloaded, we may assume an expansion over three bars, affec-
ting both music and words, rather than upset the proper balance of
phrases.') So long as the great majority of cola are of normal length,
a rare deviation would, I think, be felt as a pleasant change, and would
not confuse the general rhythmic effect. This applies chiefly to Idiomela,
and other ‘Sticheraric’ hymns, which were independent both in text and
melody, neither imitated from others, nor serving as models to later
writers. In hirmological hymns more regularity was probably called for.

4. In papadical hymns no strict laws of rhythm can be enforced.
In the Cherubica for instance, the first colon, of z& Xegovfip- is often
set to several pages of music. So that the notion of reducing this to
two bars cannot be entertained.

Finally if I use modern terms about ‘phrases’ and ‘sentences’ and
put modern formulae over the music, this does not mean that the
Byzantines had any conceptions of this sort themselves. We must

1) I discuss all cases as they occur. I may mention that the division into

cola of equal length is not enforced in modern Byzantine music. -
29%
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picture the singer quite clear as to the division into cola, and knowing
exactly what syllables ‘bore the chief accents. With this knowledge
he would naturally tend to shorten all unaccented syllables, unless the
time marks warned him to prolong them. Some florid passages he
would probably take ad libitum. What our versions are meant to
be, is a reproduction in a clear form of the general effect of singing
on these lines. Let us remember that the art of hymnography was
old and highly studied by the time of Casia; hence a certain amount
of artifice need not surprise us.

The Manuscripts.

Athens') Cod. Athen. 883. In National Library. Parchment 4-to.
357ff. one leaf missing. XII[—XIV cent. (prave Cat. XII.) Stichera-
rium for whole year with names of melodes. Round notation, with
occasional martyriae and hypostases. Variants in red by later hand.

This fine MS of which I reproduce a page and give some hand-
copies, is the basis of my present study.

BritishMuseum.?) 1. Add.27865. Parchment 4-to, XIII—XIV cent.
Of same nature as last. The writing is good, but the MS has suffered
from wear and tear. No names of melodes®), no medial martyriae,
and few hypostases. I have collated the readings of this MS where
they are available. Many leaves have been cut out, so that hymns 1,
2, 3, 4 are lost. The clearness of punctuation makes this MS very
useful for fixing the rhythms.

2. Add. 36744. Paper, small 4-to, XVII cent. 287 martyriae
used freely: these with the fairly frequent hypostases, in red. An
Anthologium of chief feasts of the year, carefully written, and evi-
dently drawn from fairly good older sources.

8. Harl. 1618. Paper 8vo. A collection of fragments XVI—XVII cent.
many quite worthless. Hypostases and martyriae used freely.

Moscow.!) In Roumiantsevsky Museum. P. I Sebastianoff’s Collec-
tion no. 44 (500) (Cod. Sebast.). Paper, large 8vo, incomplete be-
ginning and end. Prob. XIV cent. Some names of melodes. Of our

1) I am much indebted to Kyrios Them. Bolides, Director of the MSS Depart-
ment, for his generous and ready mxstance and for permission to order the
photograph hefe reproduced.

2) For the British Museum MSS cf. the catalogne in my article in Musical
Antiquary Jan. 1911 p. 81.

8) Only at the end of MS the Eothina of Leo and a few hymns of John
of Damascus have the names added.

4) My study in this place was facilitated by the kind he]p of the Librarian
M. Grégoire P. Georgieveky.
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Hymn 1. Cod. Athen. 883, f. 169




442 I Abteilung

g./‘:’ k-‘sa/‘;?_:}g ::7) C— c_./‘/,\:ﬂ}s
H EScorea Wepave to a OTI &V Ty CTopo TW ap WV

- 2 > -_/: Yorg & ’v:c.ﬁ 2n )‘.../sesk"s-vac-

r.w,\ouru-lp' 3 Foups ov Eoruva. wn Abbor xu ™ gudo XpLeTer TupvioY

U:h‘g /b‘“x;:r—.y§3—-‘w:¢\—233 ”~ >

Tupxa ;\wri vy Reg y Swts glopepTupes depmpov By ev Ty prapy
av - v o

3 v & A )l; 3 e 33 -:‘r‘},,”;-a?,‘_/, S

™ gqulpa § fwTe o qleop ra gqurTioByTe 18e T8 QuoTypas ov.

1

b v
v > S >
P - . P o N -ﬁs s ) & 3D
AT 3 3 alnsgd3 WA LS

pavious &v ¥y TEps oA gv ov TAY Ar Tt z sv TE S

A‘_-:’J Gg-;l—,-/",:u)“ /3; 3%,__/3 30
Kat @ KosTea e Ts ¢ € o ov Oavarov mupev o ysrva. o o&-
) %

v .

3 Y Z ;;c—z; S /33 >l )t\.,“ 3%¢ emcce

parTis vrieryoar Sia Tyv a 18 MyTyTov ju 3w Aic o o wmu sy
9, f\" - -

- =/ 3’ /ﬂ:é Wi e T D s w,ﬁ—r/

T8 or Tis 11s a,}.’Oua as o pyr Sie rw cav & pry- pe.
:n:ﬂ_ v ,:3 LW e ‘-—-f,l—-u\vib")\ﬁ
‘n Jw cav ﬂg‘)qrt v’v é Kai Tov Towton a 0c 14 FavTa mape

T:a—" /5 - -3":__.\7v‘3>-kn
Pt & pov- 3 TW -)u Ofw L $w kav &l gove @ | ket ave As.

. . | —— -
IS S o A :n...#:n..\ -—an = 30 i
" pova ®et gye ‘vwg  Svowwev o Tygy Wave y av T" a=

9 -—9':3\»\/3’:8‘7«.5.05
Tov

prorf@yvar « ¢8opas ket TEPLT pwY ke TMYTH WV

M
B3y X, o Y338 X P ~2 5y den
X ‘ovuv Tevs &y WoTH ekﬁMTasv- Mpoo—vvg, v
Hymni

: on.ly no, b thh C&Sl&i ngm.e Same ma.a:

r - : »~ (‘ -
Ib 1d. 43 (499) Parehment la;ge 4—to, XHI—XI'V oqnt Incomplete
/both ni .iyrue and hypo-




>

>

Vo

H.J. W. Tillyard: A Musicall Study of the Hymns of Casia 443

-

v
A»'l e By D D> TG & 2 )& 2 B o = =
Ty Tevraxopdov Av pav Kan NevTaQuTY Auxvia¥ Ty 1v Ogov
~

>C->33¢— 1:'/7& mm e 3A A >3 D cmen o M :A‘/_,v/,l'l\
EkkA'Y) o as Tevs Beo.po pwus papTVpas pepw Yo pwS TIpY OW-

;V v -~
- e 2/ > Y 37,-‘75,\‘ c.,.,./l S 5 s _‘-;,_k'.'-;s

psY ke 20 npus fTkw sl Cw— — mev Xai pois © nalws vwo 85 ou
A e i_:’\‘_‘:-—/b S ln € tm e Cmwam S N

erpatewlus tv Ty STV pavi W oTpTRG KAl TW ETPLTOo yy TAV-TH
SNl T w = 33T 3 o\ S d2 oxnP ¥y ,\:’,’
@ gL —oar o v fj‘rcpr_t mn Twp Cvrfya. T € 0t °- G_'Onfi ™

" - .
A 95 S e M (R, > YT T o=
Xaipor1a 0 7o Talav-Tov 10 w Ocov e mig-tew ey AN

—— D I Uba—k’; Dé.v:*/%-a— ”b—lh

trevfyras as nAqBes Aelevme paka —~pi'-z A yapas o

) ,; S B Ao —\u.,-—- ‘;U .'3,3 &5‘6—- b SV JON "»7

Tepm vo Td tos opwaf Ths B ks tvy & Yaias Evysvi-z Otogper

”c_.—lg_.L;E-/) > -3.#..—(_. ”bb7‘}?ﬁ—§::

A xaipos o wpaies ™ poppy T 3¢ Tvb'"’ vnep-Aapupos e ap-
- L e

>

W AN DT cmem = 3 L 3D 35_./::&-3-
qo Tt - po- Jc-jvos o o tus Buos o ps v tvlLarTwpives
’ i < e e ’ .-
—-— G e.:u{‘mks»-;-’l : s\ A >~ —-\c..-‘-:
olws maveABLe Opeo Ta yaitpois o orthBwy war Si-av 7%

5\;—\% D Guw ..—-' —— - s ) b. 3& A. > ’G-A > 3"5)"-
pepya o o T™s fa Favous Ta's TWIKPA S XAPROVIKwS vIropLLvaS

N e T
g/\’: yu v By P ."."'7. 4"'7\_‘;(\/’3_ s me—e 3 3 M
aQ

MapSa pu cagrTyTe A _xg.(. aQipet o1 O 0iS O t©o aptBpos xopes

- )
— T k-:& ))t;'-/ - > TN A> D u&——s{)(‘\/‘) SarA

Tuv qpovipwv mape viv avs kaBike Twrwpey Tamys opYys Kar Ofews Av

> —
-/’ D Cad o o wn b \-G N b o D \-:’ D) tam ;‘”

Tﬁu G'Mrelu. o Kai THS @ Q’)crfov av 'ru?r "of’s Tup pe TO XoUs oL 1‘ caL. ,

>
—— e A Em T QR A e D <
TOVST‘\V € flrl oV av Twv ’lv‘\ }ﬂlV "1 Pct rOV Tas.

Hymn 3.



444 I. Abteilung

number of valuable MSS of the class that we are considering. But in
the present state of our general knowledge, it would be vain to fill pages
with various readings. Hence I only give a few as specimens, using as far
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Hymnu 4.

a8 possible a ,d_iﬂ'e_xjeht MS for each hymn. The task of studying these
various manuscripts was made easy and pleasant by the very ready help
 afforded to me by the-monks.in almost all the monasteries that I visited.")
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Laura. E 144. Paper (m. .31.4.23.), prob. XV cent. A sticherarium
ressembling Athen. 883. Names of melodes, few martyriae and hypo-

stases.

Ibid. E. 162. Paper (.29.4-.20.), prob. XV cent. Same class as the
last. Names of melodes, frequent martyriae, few hypostases.
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Hymn 5.
Caracallou. No.27. Parchment (m..22.4.16.). A very clearly written

yoapa &mo tag fiflodixas. Oflw ve éxnpedow idiwg tas ellixgivecrdrag sdyaor-
orijoeis &l todg émopfvovg: Kapaxdilov, tov mavayiwrarov ‘Hyoduevov. Aadoas nal
dwovvoiov, tovg Biliogilaxas. doysiapiov, dorbraroy Melétiov povaydy. “Txdeyovor
xal &ldor moddof, tods Omoiovs div fHumoed thex va bvopdcw, &ile @uidicw Eis
Ty xeedlay pov Ty &vduvneiv Tov.
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sticherarium, c. XIV cent. No names of melodes, few hypostases,
frequent martyriae.

Dionysiou. No. 564 Paper, XVI cent. Written by Gregorius
Alyates (probably the musician also called Bounes). Names of melodes,
frequent martyriae, few hypostases.

The above contain the five genuine hymns of Casia.

Dochiariou. No. 316, XVII cent. Compositions by Germanos, Bp.
of New Patrae. Martyriae and hypostases very freely used. Small wri-
ting. Title: Zrymedotov xeidpovov moundiv mega Kve. I'spuavod
doyreoéwg Nedv Igv.

Contains only hymn 5 of our series.

The Melodies.

For the five chief hymns the Athens Manuscript is my chief au-
thority, and the musical versions are drawn from it, unless they are
otherwise described. The variants in red ink are added below, with
readings from other selected manuscripts. For comparison I give, in
two cases, transcriptions from modern collections of Byzantine hymns,
which shew both oriental and western influence. Space does not allow
me to print more, but I add such references as are known to me.

The numbering of the lines in the hymns is usually that of the
Menaeum, and it is given merely for convenience of reference.

Hymn 1.

Mode L
Cod. Athen. 883 f. 169.

(1) vodg Pw - osfi- e sobg ps - 7é - dovs - vlig 'Ex - xin - of - ag-

KIS T L
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1
[ w2 ) — j}i
— — 1L 0 1]
~ S A d - i d
8) ¥ - dap - pav v (9) Paoidel - ¢g (10) mwa - & (11) &l - psr  éxo-
84— -y T ~
——
4 ~ & d =
(18) ¢p - @é - w - got voy (17) Xus - 7} é O - og

In Cod. Athon. Laur. E. 144 f. 84D.

04 N
Y 1 JF—X 3

1 ) LA — ] A —
—= = t | et = 11
v i -
(1) éx - xdn - o - as IT¢ - ooy (2) -6w-pev ... ... (8) dm-te

==

(11) ¢-mo - Tun-Isis  (14) &g (19) qul-t;; - do0- mog.

This hymn opens with an 8-bar sentence (lines 1—2). In view
of the emphatic nature of the words and the advantage of symmetry
between this and the following sentence, no misgiving should be felt
in treating vijg 'ExxAnelag and edpyurfoousy as whole cola. The
second sentence (Il 3—6) has two very polysyllabic cola (Il 4. 5), to
which however there seems no objection.') The doyie: here do not
support a division; the number of notes sung to the last syllable of
otspeduars is a mere flourish. A third 8-bar sentence?) (Il 7—10)
follows, also having two polysyllabic cola (1I'9—10). Next come
probably not two 6-bar sentences (I 11—12 and 13—15), which the
position of the martyriae disallows, but two 8-bar sentences (1l 11—13
and 14—17); and finally a 6-bar sentence forming an epilogue.

The rhythm does not in the central portion follow the sense very
closely; for there is only a slight break at paxeoiferer (1 12) and a full
cadence at xatappéiiovoy (1 13); but from the position of martyrise
-and the structure of the melody this arrangement seems almost certain.
The cola all scan according to the usual scheme

N l 1
The scansion of the last three lines is also quite obvious.

‘1) The sddition of the words alg i dsley yydoww after éyvoiag as in Me-
nacum would only increase the difficulty of this passage.

2) In Cod. Athen. the worda é pdy and 4 8} are marked off by dots as if
they were separate ools. This piece of absurdity is, I believe, due to the copyist,
and ‘should not imply more than a slight rallentando. The dots are inserted very
capriciougly in this MS and do not give much help to the reader (cf. facsimile).
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In the melody I have made one departure from Cod. Athen. all-
though the weight of MSS is against me; in 11 the first syllable of
&xxdnelag bears a meraorij; 1 would with one MS add to this an leov,
making an interval not reckoned for the next step. Otherwise the sen-
tence ends on a wrong note. The two cadences in the 3™ plagal mode
are noteworthy (1l 13. 17). The repeated use of certain motives and
phrases will be evident from a glance at the music. Furthermore the
melody seems to be strictly within the compass of its mode and avoids
the inconvenient degrees A and e'.!)

Hymn 2.

Mode 1L |
Cod. Athen. 883 £, 60. _ —

(1) ‘H "E-dec-ca &b - qealy-e-vor ... (2)6-v v vf do- o taw 4-

’ v
xa - dov - pé - v fo-a « (8) 0eh - e gi-do-pdo - Tv - etg Aorp-

» ®) i
E@iﬁ‘:ﬁﬁ—ﬁﬁ_iﬁaﬁg—

ooy - M -t - (1) &v o) pvij- up vff Qou-ded - (8) dev-t2 o qul-

¢ - op-toL gw-tic-In-ve - (9) i - ds - ¢ Qo - orij - eag.

od - o - vl - ovg(10)év i - me- ot - mo - lsv -0y - Tag

1) A modern version is given by Sakellarides, dyiomorizns ', 314. The
starting note is d, on which most cadences are made. Modes 3 and 4 are passed
through, but there is no other modulation. The rhythm is simple. A comparison
will show that its likeness to the older form is very remote.



1. Abteilung

a) (ta) L 2* Thema haploun —
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Variants in same MS. In Cod. Athon. Laur. E. 162 f. 52b.
N L prob. y.(®
[ - et P §
Ll 11§ & .
o g 7 v
(8) pauricdn-te (24) éx-tz - doBv-tag (6) dev-te  @i-lo (T) par-dod

o - ~ —
=y PAS P Fw N ) o - |
7 | 4 "‘ 14 L 4 L ‘VJ r

8) deb - 75, & @ik - € - oe- Tor. (9) O - 0 - ¢-7 ogo-

(20) én-te - vig (22) met - o6 - pdy (24) vovs -t8 - lody - tag T

#ﬁ hymn opens with three regular 8-bar sentences (lines 1—3,
4—7T,8—10). The next colon, deirs xal dxovoare, is expanded ap-
parently to five bars, forming an ad libitum passage. This fourth
sentence (11—14) also contains an extra colon (expressed by the for-
mula 6 = 4) and is thus practically one of ten bars. A fifth 8-bar
sentence follows. In 1 16 the excessive number of syllables suggests
the removal of {@aav, from which neither text nor melody would suffer.
¢ In this case the rhythm would be

NN PNJ

........... . 4“1:11-““- TL - ﬁs-ﬁl,n-“éy-qry', Lo

Still the ordinary version is possible. After mwouulegov nearly all the
MSS seem to shew a martyria, which division seldom or never marks
a smaller period than a pair of cola. The inference is that mepulagov
forms a whole colon. In this way we gain a sixth regular 8-bar sen-
tence (11 17—19). A 12-bar sentence concludes the hymn. All lines
scan according to the above scheme.

The melody is almost entirely in mode 2, but passes once or
twice into 2° plagal, in which, strictly speaking, it ends. After 17
appears the sign of mode 2, where the final note seems to be g. There
is some evidence for middle cadences on g in this mode (several occur
in our hymn e. g. 1 14), and the ensuing passage closely imitates the

ST 2oy AL



452 . I. Abteilung

foregoing.') But on this plan 1 10 instead of ending on e?, which is
plainly required (otherwise 111 would be out of compass), ends a
third higher. We must therefore either 1. assume that the sign after
17 only looks forward, meaning e? without reference to the precee-
ding ¢ — which of course is quite against the usual practice, and
would also destroy the note-for-note repetition already mentioned, or
2. alter the MS. But where? I can find no flaw in Cod. Athen. The
only possibility seems to be of a confusion in the last few notes. There
appears an loov followed by Zlapoov each charged with apparent dvo
xevvijuete, which might conceivably be dizdai (denoting here a rallen-
tando). This change, failing anything better, I have adopted; and,
granting so much, we meet no further difficulties.?)

Hymn 3a.
Mode IV.
Cod. Athen. 883 f. 80.
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1) The hypostasis in 1 11 adds nothing to the melody; nor does the the-

matismus eso 1 15.
2) I have not been able to find any modern printed versions of this melody. -
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Variants in same MS. —
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Cod. Athon. Caracall. 27.
(1st hand) =Athen? = Athen?*
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(29) xtd SAlp-s - g Avr -Ted - - - ca-oPar (30) xalriig & - (82) wi-tdy
(cod. 7-ud?)
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lacuna

Here the rhythm is decidedly irregular. The first sentence con-
sists of 12-bars and ends at éyxoptdoopev. The next sentence also
has 12-bars ending at dedsope. It will be seen that in the text the
words év vf) émovoavip, and the corresponding xal té ovoarodoyricavre
encroach on the preceeding cola. As there is no strict division either
in rhythm or sense in these places, such a course seems permissible.
The other possible plans. 1. to chant thus

év vf) émov oav|lew ovour|el .R ﬁ ﬁ JR .Rl Jd i ' J Jaud
xal ©6 o6rgavoloy|ifcavit &-gl|éoag ﬁ ‘h ‘R ﬁ ﬁl JdJdld )

or 2. to divide each into two cola are in my opinion unsatisfactory.
After this comes a regular 8-bar sentence (yalpois 6 70 Tddavvov —
poxdgie). The next passage represents an unequal balance of sentences;
lines 15—17 answer in structure and sense to 18—20; but to this
last member is tacked an additional phrase 21—22. The division into
cola presents difficulty here: I have chosen to treat yaipoig 6 repmvé-
tetog SpmmE and yaiyoig O doaiog i woeef as irregularly expanded
cola. It would be most inconvenient to reduce them to the normal
time, and division into two cola each seems weak. The division in
the Menaeum, where yalpoig is made a separate colon every time, is
also unsatisfactory. Lines 21—22 form a 6-bar sentence; and the
vhole unsymmetrical passage ends with 1 22. After this comes a 10-bar
sentence, 11 23—26. The following yaflgotg from the number of notes
assigned to it evidently forms two whole cola. By taking all the
doyier literally we gain an irregularly expanded phrase; but, if this
be objected to, the notes over the syllable -goig could be halved in
duration; and so a normal phrase would be restored. This however
30*
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in a more or less extra-rhythmic passage matters little. A 10-bar
sentence follows, and a regular 8-bar sentence concludes the hymn.

The variants are unimportant. The Athos MS has itself been
emended by a second hand. The Moscow fragment agrees on the whole
with Cod. Athen. 883; the readings are not all quite certain. In 18
it omits the enarxis; but as this hypostasis only shews the beginning
of a phrase, the music is not altered.

Hymn 3b.

Mode IV.
Cod. Athen. 888 f. 80.
[
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Variants ibid

—b—= - ) B | 7 i § il ]
l:@_b _lr' 9] I b | t T ——_!

(?) 6o - @l - av mgo - & (3) Bi-Provgtdy (B) ed-ylwr-ti-av (6) -yo-
Cod. Athon. onnys. 564 f. 46Db.

- n
of - aug (8) uqsa-ﬁsv—ovm 6) dn - y.é - tov -0i - dd-onov-t0 B - oyv-

The hymn opens with a 10-bar sentence (111—4: formula 8 = 6)
Several of the cola are overloaded, but it seems almost impossible to
divide or expand them. In the middle section, however, the division
given in the Menaeum for line 5, can safely be carried through: a plan
which greatly improves the rhythm. Strictly, according to the sense,
the central part forms a 12-bar sentence, which is followed by one of
4-bars. But the more obvious division into two 8- bar sentences is
quite allowable.

The melody reads plainly, none of the variants causing any diffi-
culty. It should be noticed how closely the XVI(?) cent. MS Cod.
Athon. follows the Athenian, although there is a difference of some
200 years between them.

Hymn 4.

Mode II.
Cod. Athen. 883 f. 97.
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o
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" =7 @ 1:12 () ()
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Variants in Cod. B.M. Add. 36744
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ITéveos ITedazmovvijasog: Jdofadriue p. 137 (Printed Edition).
Mode II (= a ¥, flat).
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Iﬁ[b]—i’—""_""
S i s o s 7 B . i i
fow-m1) -cav-705. . . Oc-0b ... .. § - - - pdv pé-yaZodtod
0 [kz] t — - ﬁﬁ " 0
¥ - 2 - os Kv-oo - & o - - + Ex....... Zou i

The rhythm of this hymn is fairly simple. First comes an 8-bar
sentence which is repeated. The treating of émavdaro as a colon
answering éxi tijg y7j¢ seems inevitable, and is confirmed by the modern
versions. The next sentence,-as I read it, has suffered the elision of a
bar, and appears therefore with seven bars only. It consists of two
normal cola ending at éyxdéoutov, followed by double colon of three
bars containing the required number of principal accents (I am not
prepared to condense Um0 — éyxéouiov into ome colon; mnor, on the
other hand, to treat af mdieig as a whole colon). The disposition of
the time-marks (dopiet) in the MSS supports my reading. This 7-bar
sentence is also repeated. Then comes a 4-bar phrase with trisyllabic
ending, repeated. The last sentence consists of four cola, the first
and third having trisyllabic endings. Thus complete symmetry is esta-
blished, as the following metrical scheme shows.

1,5. ulUuuu!vvu 15, 17. wiuuuuiuu/\
2,6. u]_l ul.__ 16, 18 o [uuuu]uuu/\
3’ 7- WWIUVUVI—V l —_— WW:}VU\J
A M 19,21, {7

9, 12. quuuv'._u 20, 29. { |-— vV l—’[‘-’]
10,18, o] — — | vw vy

11, 14. v,_.vus.__l_l

Thus 11 1—8 = 1l 15—22, and the hymn is mesodic as to 11 9—14
the central portion. A

The melody in Cod. Athen. gives little or no difficulty. Possibly
the connecting notes on the last syllables of émlersvoay and Nuov
should be mute. There is a slight variation at the beginning of lines 15
and 17, otherwise the correspondence is close. At the beginning of
line 15 for émdorgogor evwvdeouor I read two successive éwdargogoc,
or perhaps better, with most MSS, éndorgogog and élapedv — a third
downwards (so in transcript.) At (a) and (c) an lgov stands above a
meraorij; the latter therefore is not reckoned in proceeding to the next
interval. The British Museum MS shows a later form of the melody.
The rhythm is more complicated. Bar 1 has remarkable syncopation.
In several places the air is elaborated; at (e), (f), (g) this becomes al-
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most extra-rhythmic.!) The ending has practically been rewritten per-
haps partly from a desire of having a cadence on b, the proper note
for the 2°* mode, rather than e which the second plagal might also use.

The modern version shows, I believe, a compromise between theory
and tradition. Instead of using g the regular cadence of the new
mode 2, at least five phrases end upon e, which properly belongs to
mode 4 in modern theory. At 7 ddyuere a modulation is made by
the @&ogd of the vevavd or Eastern chromatic (= 2°¢ plagal); the
ensuing cadence however is on the final of the 4t® plagal; after this
the gpdogd of the 2°* mode brings back the original key. The rhythmiec
scheme of the cadences is excessively common in modern byzantine
music, and may be a late modification in this case. On the whole how-
ever 4-beat measure is clearly marked. The correspondence between
the sections is not nearly so close as in the earlier forms.?)

Gastoué op. cit. p. 51 gives a musical version, with a discussion
of the metre of this hymn. His melody begins on a and ends on 4B.
This seems strange in mode 1I; but, as there is no facsimile, we cannot
check his reading. In rhythm my rendering agrees roughly with his,
as the following extract shews

Gastoué hJ\JJ J— ohh.bth oh

Ab-yoi-6rov po /v-_a\g - pi-6avros € - m tijg yfis

o 3, @

which is practically DlDﬁMLr—"IDEEB‘Uslc
chohoh}nchvhch chol oho' J J:

7 mo-Av-ap - yi - T@Y &v-Bodmwy ¢-mai-ox - 7o :

esoglerooolor glr 1o

and so on.
Hymn 5.
Mode IV plagal.
Cod. Athen. 883 t. 261b. ’
O6—1b R 4) [~
Y 2 1 4 4 J— —+ 1 ol »N—~ 1 N I
S, o - o V .
Ky - o N év mod - dais &-peQ-Ti - atg - wE - QL - TE-
~®
%@EE’%} _:4:}:31: =reerise e
<
Go¥ - ga yv- v1]+(2) Ty qu ....... aigdo - ué - vy O

10 In 1a0L the meaningless syllable x: is introduced, probably to aid the
singer. cf. Hymn. 5, 2°¢ version.

2) A more elaborate form of this melody is given by Sakellarides, ‘4yiomo-
Alrns 1, 88. The modulation into the vevaveo is made somewhat earlier, and the
4-beat rhythm is more strongly marked. Otherwise there is a close likeness.
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Readings in Cod. Sebast. (44) f. 37b (Moscow).

0O S

. v - )
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= Athen.? nl. 8. ead. mus.
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o
(17) & - pbe-covs  (19) pe oy wopidys (20) 7o ¥ - 28 - og

The punctuation of this hymn in the Menaeum, and even in Christ-
Paranikas, gives very little clue to any regular structure. But from the
obvious parallelism of the words in many places, some such arrangement
should certainly be sought. Here the division-marks in the British
Museum MS come in to help us. I have followed this guide everywhere
save in the following cases: 1 3 (Christ-P.) undivided. 1 8 divide to
match with 110, 1 9 divide as in Ch.-P, 1 13 undivided, although 12 is
divided. This is certainly a great improvement; a weak phrase like
tovrovg 0% mdly is much better not made into a separate colon.
Each colon scans according to the scheme already given.

The first section of the hymn (11 1—4) consists of two regular
8-bar sentences. Then follows a short connecting phrase of two bars
only: this is really absorbed in the following passage, a fact ex-
pressed by the formula 3 = 1. From the second half of 15 to 17
thus counts as an 8-bar sentence. Then we have four 8-bar sentences,
all quite regular (11 8—9; 10—11; 12—14; 15—16). The martyria
in the middle of 1 10 obviously cannot be the end of a sentence, but
is merely a help to the singer. Finally we have a 12-bar sentence
(11 17—20) expressed by the formula 8 — 4 at the end of 1 18.
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It will be seen that the sense and, with the single exception al-
ready mentioned, the martyriae support the scheme of division that
I give, and which, I venture to believe, makes the hymn easier to
understand as a work of art.

The musical text in Cod. Athen. 883 is for the most part clear,
and the B. M. manuscript agrees with it in the main. This may re-
concile us to a somewhat startling example of the 4t plagal mode. If
we took ¢ as the first note, we should find the air going far too low.
Hence the note g must be used. In other words the melody is largely
on the common ground of the 4" pl. an the 4* authentic modes. At
the end of 1 14 especially is a martyria which can only belong to
mode IV. At the end of 1 7 is the martyria of mode III surmounted
by a kentema over oligon = a fourth upwards. This givessus ¢
(which note in the ‘System of the Wheel’ bears the martyria of
mode III). But the semantic seems to read straight on from the last
note. Probably therefore the scribe who added the variants in red,
and very likely, most of the medial martyriae, meant to put some
additional sign (such as a kentema to the right of an oligon) but
forgot it. At the end of 1 18 this martyria recurs and actually de-
scribes the note ¢. Thus, theoretically the air ends in mode III; but
our feeling for tonality is fully satisfied by the close.

The hypostases cause no difficulty. In 11 5 and 6 is the para-
lytike or paracletike. In the latter place and twice below (11 11 and 15)
is a red hypostasis which I take for thematismus eso, i. e. an
up-and-down flourish. This indeed is what the notes give us, and in the
B. M. MS the sign is absent in all three places. In 11 17 and 19 we
have a kylisma, which is merely a slur. The xeron klasma often
occurs: it denotes an accent (cf. 1 2 and passim).

In the B. M. version 1 3 over -ov- in évedefovoa add kentemata:
the scribe intended the phrase to end as in Cod. Athen. L 10 last
syllable of xcpdfeg delete a red mark (smudge). 15, olg is clear: delete
the kentema, reading oligon and xeron klasma only; doubtless a
scribe’s error, or possibly a flaw in the parchment. No medial mar-
tyriae occur. Otherwise the text presents no difficulties. The few
variants in Cod. Sebast. 44 are also quite simple. Only some mar-
tyriae are not very clear, nor is the last phrase: but no uncertainty
arises therefrom.

As this hymn is the most famous of all Casia’s works, it has
gzired more nctice from late coinposers that any of the others. I now
give an arrangement of the melody by Bishop Germanos, drawn from
the MS Cod. Athon. Dochiar. 316 already described. This musician
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lived in the XVII century, and rewrote large parts of the liturgical
music. In this way he was the forerunner of Petros Peloponnesius
and the Graeco-Oriental school of the XVIII century.

Mode IV plagal.
Cod. Athon. Dochiar. 316.

* thematigmus eso * tromikon
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This Hymn is a good example of the use of hypostases. The
- most common of these I only print when there is some abnormality
of rhythm to justify.!) The more important I indicate as they occur.
Most of them only express what is fully implied in the semantic.
Possibly the ouranisma in 1 15 requires an ornamental passage added,
which would expand the colon to three bars.?)

The rhythm is somewhat complicated, but with the help of the
frequent martyriae it can be made out clearly on the whole. With
the aid of these, and of the small figures above the music, the reader

1) Under this head are classed bareia, klasma (v), diple(//), apostrophoi
syndesmoi(,), gorgon (—), lygisma, antikenoma (ak), piasma (pi), heteron
parakalesma (he). I add the abbreviation used for each, and the following, for
which the signs are inserted as used: Apoderma (4), xeron klasma (xk), pse-
phiston (ps), mikron ison (this usually stands over double consonants, and pro-
bably adds a grace-note, unless a big ison follows: in the latter case I do mot
shew it; abbr. mik). The other hypostases are written in full, an asterisk shew-
ing the exact place where each belongs.

2) Cf. Hymn 7 below.
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will be able to follow the scheme. Several of the sentences are ex-
panded to ten bars, and several cola to three bars, for which the usual
formulae are added.?)

The melody is noteworthy in several ways.” In some places Ger—
manos clearly is copying the older form (in 1 8 for example); while
elsewhere he is composing new passages of his own. A tendency to
more florid writing?®) and to division of cola will be noticed. We are
also tempted to exclaim ‘Il y a de la chromatique 14 dedans.” The

phthora of the nenano occurs several times, and seems to introduce
what is now called the ‘hirmological’ 2*¢ plagal mode. This doubtless
only applies to the colon where it stands; but in 1 17 it is specially

.resolved by the phthora of mode IV. This certainly does not mean

that the scale of mode IV is to be used, any more than the constant
use of the martyria of mode IV implies anything of the kind. Only,
as in the untransposed system the notes between g and ¢’ belong to
mode IV, both the phthora and the martyria of that mode are used
in preference to those of IV pl, though it is in this mode that the
melody is sung. The phthora of mode III occurs in 1l 11 and 18
over the note ¢’. This seems only to serve as a warning to sing b-flat
and ¢-flat (not ¢'p, as the untransposed system would give); for the
fundamental note in mode IIT has a whole tone below it and tone, semi-
tone above.

The course of the melody is fairly clear. In three places (beginning
of lines 15, 17, 18) a hypsele stands over signs denoting a fourth
upwards. In all these places the leap of an octave is quite impossible,
as it would bring the air far out of compass. I therefore assume that
these hypselai merely explain, as often, the neighbouring martyriae.5)
The following corrections are also needed. L 12 read oov oligon
with klasma (for apparent kentema) apostrophus. wmddeg apostr.
syndes. (for apparent separate apostr.), 1 16 last note to -efv read
oligon with kentema to right. The kentema is plain, but the presence
of apoderma has led to the omission of oligon. L 17 z& add kentema
to right of the oligon, the piasma has probably led to this omission.

Observe finally that the melody reads straight on from the g's in
1l 16 and 18, which ,are described by the martyria of mode IL

1) In line 16 the first colon encroaches on the second, giving an indivisible
double colon of 4 bars.

2) In long phrares the meaninglees syllable -xe- (2lsewhere alsc -ut-) i3 several
times put in. This, I take it, was merely an aid to voice-production (Il. 5. 11. 16;
algo in hymn 7, below.)

3) So at the beginning of line 8 only the oligon seems to count.

Byzant. Zeitschrift XX 8 u. 4. 31
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A brilliant example of the latest stage of Byzantine music is
afforded by the setting of this same hymn by I Th. Sakellarides.’)
Here on the one hand the chromatic elements are more strongly marked
than in the older form, but against this there is an unmistakably
European sound in some of the cadences. This composition, which I
transcribe from Byzantine notation, and which the author sang to me
at Athens?®), can be left to explain itself.

Mode IV plagal (from c).
~ [

-
i

| '] m) P— T T T

—l. Fa T} —1 — N 1 - 1

o/ e ;"'..T L ""J"";F"‘ = ;],...7 -+ T ¥ g
- S . -

ol -pot 1é-yov -6 G-m wOE........ por dm-dp - - - &

1) Meydin ‘Efdouds, rebyos o, p. 51.

2) It is important to remember that the use of fe in mode IV pl. is pro-
. bably recent. Most theorists lower it !/, tone. B-flat also occurs sometimes in
this mode. /
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Hymn 6.

We now come to those hymns, of which the authorship, as already
explained, is uncertain. Therefore I shall not attempt such detailed
treatment as has hitherto been given; nor shall 1 add the Byzantine
notation. But to shew the use of the hypostases, I print the more un-
common of them as they occur, on the principles already laid dawn.

Mode I
Cod. Athen. 883. f. 150b.

o ¥ - —/
~
(1) Am-8 - ovd-An &y -we-dog I -Por - 151 (2) od-oxx - 116 - Jev .
n L @ L
1 bl a1 1 1 -1 Py
™
i ' l <~
éx Os - ob . (3) wods wag - Bé-vov & - - pb - lvy-vov. (4) &ls
a Xk o 8) k. of
e IL‘ lk‘ E Q 1 1 1 I — . |

%6 - A zilg De-M-dal-as Ne - fa- oét - (6) &b - ay-ye - Al- oa-cBa af—
* thematismus eso k. ,

~ 7 ’
wo-Any vo - &-oav (9) un - ¥V -oar J8e6-mo -7 - xfig (10) ;- gov-

’

) L) » %
o4 A -~ —N; R ————
% hel v ‘\'f [ v =
6l - &g T ovy-xcx - T - fa-cw-(11)&m-5 - ord - Ay oreaTL - & - TNS Ob-

+7h.y’.

o b
Yy 7 g 1T 1
] ‘%
e/

od - v - og - (12) meos tb & -yoov-tov tijg 06 -Eng wa - Aet - TL - OV
xXk.

Lo A4 = =

[ -~ ’
(13) moo - & - oL - pe - oo T wri - oty - (14) xar - o0 - %Ki - ow
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(4) Xl.(' . (g) a.
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* antikenoma

ubo-paw . . . . dm-(20)xadédoa for - (21) x-Ra- (25) &-t -0 - ov xal

In Cod. B.M. Add. 27865.
. prob.

e

(1) &y-ys-tos AL (2) obe- (6) vob Eb-vov (1) dod-hos & (8) %o-c- edw

o
Y2

+ 11 ) N 1l o1
k@:—\'v‘ > +—H  E—— | m— > i
.)L — > i (M .l '1 1t et {/ Il
(9) Jc- omo- (10) ovy-ravd-Pa - oty (11) -d~rng od-eax (12) 78  éye-
-4 N + A

4 Tt L4 I '
(15) meds ab - Ty (16) £ - xpad - yo - fe (17) Job - v (18) -pdo-gpav Hx-
= Athen.?

lal
¥ ll
h
v 1

>

===
it

N
N

1 &

1t e

L 4
(20) od-gd-vi-¢ (21) dpog dhardunrov (26) mav-ay- wyvev-po-rvog

In this hymn, as it does not appear in the Anthologia, I number
each colon separately for convenience of reference. I follow the punec-
tuation of Cod. B. M. Add. 27865, with the following differences. L1 1—3
divided after dmeorddy, odoavidev.

Also 11 11—13 after dwmeorddn(?), ovedwviog, meAdziov. This is
obviously an inferior arrangement.

L 16 joined to 15: 1 27 divided after yaige, the rest running on.
This spoils the sensc and must be rejected.

The hymn has a symmetrical structure. It opens with four regular
8-bar sentences (1l 1—4, 5—8, 9—12, 13—16). In this arrangement
éxpavyufe is treated as a colon. Although it could easily be incor-
porated with 1 15, the advantage of a symmetrical scheme induces me
to leave it separate. The following passage has several very poly-
syllabic cola. In two places there is a difficulty. In 1 19 gaige has
nearly the same notes above it as in 1 27, but the sense requires a
different division of the lines; in the former case yaige | xadédox Paac-
Mxyj odpdwie (which is indeed an overcrowded colon), in the latter
qoige xeyeorrouévy | 6 Kigiog pere 6od. In this latter case yaige is
practically extra-rhytamic. It would he possible, though in my opinion
worse, to treat yoioe xadédpox also as an irregularly expanded colon.
Resuming the analysis, we have three 8-bar sentences 17—20, 21—24
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(where the last syllable of Gwparixdg, of not extra-rhythmic, requires
a rallentando) and 25—28. It thus appears that the larger divisions
in the music do not exactly tally with those in the text. We have a
6-line, a 4-line and another 6-line passage, all beginning with dxsordis.
Then three Salutations of two lines each: a 4-line passage, and a final
Salutation also of two lines. But from the occurrence of martyriae
in the Athens MS (and also in Cod. B. M. Harl. 1613) there is no
doubt- about the melodic divisions; and certainly the music would have
suffered from too close adhesion to the textual scheme.

In the melody I have made one correction in the text of Cod.
Athen. In 1 11 odgdwiog, the 2@ syllable seems to bear an diiyov
followed by vymasf; for the latter I read 8feie. This is demanded by
the course of the melody and is supported by the clear reading of B. M.
Add. 27865; similarly in 1 17 zveiuopps; otherwise no difficulty occurs.
Mode I is throughout preserved except for two middle cadences in zi. 3’
(11 8, 12); and is undisturbed by several closes upon zi. .

The variants are mostly plain. In 118 Cod. Athen. gives over
-pov oligon, oxeia, kratemohyporrhoon-oligon (= two seconds
downwards with interval value, preceded by a grace-note) two apo-
strophoi; over Uz- read petaste. (rather than ison or klasma) In
the B. M. MS 1 6 &er Ee- read ison for petaste. The rest are clear.

Hymn 7.

As this hymn is ascribed to Anatolios in the Athens MS, I give
the melody from the late British Museum MS Add. 36744. Although
the style is fairly sober, the ornamentation is often applied to unim-
portant syllables: this is probably a sign of a late hand. Whether in
this MS we have a trace, however faint, of a genuine air of Casia,
living on beside the composition of Anatolios, I cannot pretend to
decide.

Mode IV plagal.
B.M. Add. 386744 f. 79b.
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The reading, which is helped by the frequent martyriae, offers
little difficulty. Nor are the departures from the text of Christ-Para-
nikas!) worthy of mention. The use of hypostases is well illustrated
here: in most places they quite clearly point to musical figures that
are fully rendered by the interval-signs: observe, for example, the cases
of tromikon and thematismus eso. A possible exception is the
ouranisma in 1 6; perhaps an expanded colon is needed to balance
the last colon in 1 8; and the name implies some kind of ascending
passage. So possibly the rendering at the foot is better.!) The oura-
nisma in 1 13 would require the same treatment.

1) Anthol. p. 104. I follow the numbering given there. -
2) This little flourish is imitated from the specimen of ouranisma in Kou-

kouzeles’ practice example, given by Riemann, op. cit. p. 41 ff.
L]
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The rhythmical structure is as follows: lines 1—5 form two 8-bar
sentences, 11 6—8 a 16-bar passage, without a very clear division, and
with an expanded colon (marked 7, 7a); lines 9—11 and 12—14 form
two 10-bar sentences of familiar type.!)

Hymns 8 a. b. c. d.
Mode IV.

Cod. B.M. Add. 27865 f. 41b.
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1) Modern version Sakellarides (1. Th.) 4yiomolirns. £, 301.
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a) The text_is not very satisfactory. The first seven lines run
smoothly, except, that at the beginning of 1 3 I read 8- (apostrophus)
7. (apostr. syndesm.) which the course of the melody requires. At
the beginning of 1 8 an elaphron has been partially erased, leaving,
as I read, apostrophus-elaphron. At the beginning of 1 10 I read
bareia, oligon, hypsele etc. But the medial cadences on d and f are
unusual, and I suspect some error in MS; as however, we eventually
regain the proper notes, I cannot locate it. It will be seen that the
participle xoutoapévn®) has no main verb: this fact and the irregularity
of the rhythm point to the loss of a colon e. g. yogeder &v 16 @:g
somewhat as in (b). No doubt we ought to have three 8-bar sentences.

b) The MS in 1 7 punctuates after Tvodvvev; faintly, if at all
after mavoveyles. No divisions appear between 1l 9 and 10. The
arrangement that I make is the most convenient rhythmically, and suits
the sense.

The hymn begins with a 12-bar sentence — a division required
by the sense — and two normal 8-bar sentences follow. In 1 8 over
év- of évdéwg read oxeia, klasma, oligon; the last is faint.

¢) Here we have two 8-bar sentences followed by one of ten bars.
Several of the interior cadences are abnormal; but I keep the MS
reading, which is clear throughout.

d) The rhythm of this hymn is regular, and consists of four 8-bar
sentences. A few cola begin on the third beat, which, when there is
no sharp division, may readily be allowed. The musical text is a little
blurred in places. In 1 10 dydwveg, over & read bareia, oligon-ken-
tema charged with kentemata and klasma, apostrophus below:
over -ydv- apostrophus, apostr. syndesmoi, oxeia, kentemata:
1156 over &g (f. 1. for 6) apostrophus-claphron charged with klasma:
1 16, over v® ison only; the dot must be a flaw, as kentema cannot
stand above ison. The medial cadences on f (Mode III), though musi-
cally effective, are suspicious in a short hymn. But I prefer to follow

the MS reading.
Hymn 9.
This hymn is ascribed in the British Museum MS Harl. 1613%)
(Frgs XVI—XVII saec.) to Casia. For comparison I give the version

1) Papadopoulos-Kerameus, Byz. Zeit. 1. c. however reads meszofeders for
moecfebovon; but with this we are still a colon short. A few other small diver-
gences will be noticed; above, dvréorng for -5 (i. e. 2° person) an inferior reading;
and in (d) below, end: Xouwords sils aidvas faciheder dg Osds, xTi.

2) Two variants in 11 2. 7 are evidently erroneous, and hence omitted. For
a more recent form v. Christ-P. Anthol. CXXXVIIL
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of Cod. Add. 27865. It is noteworthy that these MSS, differing by about
two centuries in date, shew almost the same form of the melody.

Mode IV plagal. (Starting from d; final ¢.)
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thematismus eao‘ k. o ' * tromikon .
01 1] 8)

The first two lines form a 6-bar sentence (formula 1 = 3). This
is followed by two 8-bar sentences. The B. M. Add. MS treats éx r@v
y00viov as a separgte colon; but as this spoils the symmetry, I prefer
to allow an extra bar in the next colon. (7Ta 8. It would be pedantic
to insist on separating the last two lines from the foregoing semtence.

After the opening martyria appears an ison with kentemata,
then another ison. This clearly means that we start from d not c.
So both MSS require. In the.last syllable of old is seen a sign called
Aéperog, and sometimes applied to mode II (at the present day it de-
notes mode IV, when starting on ¢). In Harl. 1613 at end of 1 9 read
apostrophoi syndesmoi, and in Add. over -8« in oide (1 2) read
oligon, oligon, three separate apostrophoi (for apparent syndesmoi.)
Otherwise the melodies are quite plain. Certain repetitions, especla]ly
at the cadences, will be noticed by the reader.

v Hymn 10.
Canon for Good Friday (Emwvdgiog ®gijvog). I give the first

hirmus as a specimen; a full discussion of the Canon would be un- .

satisfactory without the aid of better manuscnpta and in any case
" would take us toa far.’
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Mode IT plagal.
Cod. BM. Ad 36. 744 f. 191.
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Neither the notes, nor the rhythm (an 8-bar, followed by a 6-bar
sentence) cause any difficulty.?)

Conclusion.

From the various readings that have been presented, it becomes
clear, that whatever changes later musicians effected in the melodies,
they did not in the great majority of the cases go to work regardless
of the older forms. In other words we are entitled to believe that in
the East at all events there was a continuous musical tradition from
the fourteenth to the sixteenth or seventeenth century. How all this
music was related to the earlier forms is still an obscure question.
But I am inclined to hope that here also tradition has not altogether
played us false, and that the melodies discussed in this article really
go back to the remoter ages of Byzantine music. So far we have
nothing certain to argue from. It will be the duty of students to
master the difficulties of the notations older than the familiar Round
System, following the courageous lead of Dr. Riemann. Then at last
we can look forward to an authoritative edition of Greek hymmnology
from the best sources. But as any version of any hymn may be a
part of the history of Byzantine music, 1 trust that my own efforts
have contributed something.

Edinburgh 1911. Henry Julius Wetenhall Tillyard.

1) A modern version is given by Sakellarides, Meydln ‘Efdopdg, §’. p. 73. It
is in the 2:¢ pl. ‘hirmological’ mode. (e-e¢" with 7 a and %b. probably): begins on
9, cadences on ¢. There is another in Christ-P. op. cit. CXXVIL
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