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Livia Teodorescu-Ciocănea & Joel Crotty

Spectral examination of Byzantine Chant             
archetype 

In this article, a particular hypostasis of Byzantine chant was chosen to be spectrally examined, 
from the multitude of possible variants: a melodic structure accompanied by a simple bass 
drone called Ison, placed bellow the melody and sung by male choir. This model is referred to 
in this paper as Byzantine chant archetype and is further approached from the spectral listening 
perspective.  Psychoacoustic analysis criteria were used, such as: holistic/analytic listening, 
sound fusion/fissioning, sensory consonance/dissonance, harmonic entropy, etc. The research 
is an attempt to demonstrate that Byzantine chant with Ison presents an ideal situation for 
sound fusion perception and holistic listening. The persistence of the fundamental pitch (Ison) over 
the melodic structure acts in favor of partials fusion of the two layers into one perceptual entity. 
Starting with Western medieval organum, polyphonic practice broke with the monolithic 
perceptual entity provided by the Ison by simply moving the bass line and later filling it in with 
chords resulting from the multipart structure. The perception mode shifted from sound fusion 
to sound fissioning. The way we hear the polyphonic texture is of an analytic nature (analytic 
listening mode). It appears that Western music culture developed a more analytic model of 
hearing while the Eastern one relied more on a holistic listening type.

Keywords: holistic listening, analytic listening, tonalness, inharmonicity, heterophony.

1. Spectral Description of Byzantine Chant archetype as a melodic structure ac-
companied by a bass drone (Ison)

Byzantine music is exclusively vocal. In order to understand the subtle link between a certain 
ethos and the underlying acoustic properties of the body that produces the sound, some aspects 
of the human voice are discussed from a psychoacoustic perspective.

1.1. Spectral Characteristics of the Human Voice

The human voice is regarded as having an harmonic sound. William A. Sethares refers to sounds 
produced by instruments with a harmonic spectrum, including the human voice, as harmonic 
sounds and their timbre as harmonic timbre.1 The voice produces harmonic sounds, as well as 
having a harmonic timbre, along with most Western classical instruments such as strings or winds. 
Harmonic sounds are understood to be those sounds which, on the steady portion of vibration, 
have more spectral energy on the harmonic spectrum. The fundamental frequency of a harmonic 
spectrum is generally the strongest and is perceived as the sound’s pitch, the other frequencies 
being integer multiples of the fundamental frequency (f, 2f, 3f, etc.). In certain conditions of 
sound emission, inharmonic frequencies are also produced that are not integer multiples of the 
fundamental (for example, f, 2,1f, etc.). Instruments (such as bells, cymbals, gongs) that have 
more spectral energy on the inharmonic spectrum produce inharmonic sounds; therefore, their 
1 See Sethares, William A. Tuning, Timbre, Spectrum, Scale. 2nd ed., London: Springer-Verlag 2005. 
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partials are not harmonically related. The human voice also produces inharmonic partials on 
the attack portion of the vibrations or by using nonconventional vocal techniques (for example, 
quasi-whispering or screaming). Timbre subtleties that embellish the sound quality could also 
be due to the presence of inharmonics. The harmonic spectrum coexists with the inharmonic 
spectrum in different proportions. 

The complexity of the human voice spectrum could be better understood by analogy with 
certain instruments’ spectra. In the case of a wind instrument, the vibration of the resonator—
under the sound action generated by the air column—modulates the air vibration within the 
tube. The modulation level is very small, but the magnifying glass effect of aural perception 
grasps the change produced in the nature of the vibration.2 Similarly, in the case of the human 
voice, the vibration of the different parts of the body that act as resonators—under the action of 
the sound generated by the vocal strings—influences the sound quality and therefore changes 
the nature of the vibration. In these circumstances, the vibration of the air cannot anymore be 
considered as an ideal vibration—where a single parameter (the amplitude) has sinusoidal 
variation. It should be treated as a ’parametrical vibration’, where one or several parameters 
(considered as being constant in comparison with the ideal vibration) are modulated by the 
general vibration itself. Although the parameter of modulation is very small, the ear perceives 
it as a timbral subtlety. The aural system also translates into timbral subtleties some other details 
of the vocal vibration, such as: vibrato or micro-tonal fluctuations.

1.2. Vocal Timbre Characteristics of Byzantine Chant archetype as a melodic 
structure accompanied by a simple bass drone (Ison) sung by male choir

The vocal timbre of the Byzantine chant archetype chosen to be examined in this paper is the 
result of a combination of male voices. The melodic structure of Byzantine chant archetype we 
are examining is placed above the Ison and is sung, normally, by higher voices and the Ison 
by lower voices. The Ison is usually placed in a low register and is sung either in unison or in 
octaves. The general timbre quality of Byzantine Chant is also influenced by its syntax, register 
setting, non-tempered intonation and specific vocal emission of the sounds.

The heterophonic syntax provides a melodic structure of continuous character versus a large 
scale pedal point on the fundamental of the spectrum. The persistence of a low frequency is 
highly important for the general timbre quality. The voices of the basses and baritones singing the 
Ison introduce a large number of harmonics in the audible domain. These harmonics combine 
with the notes and harmonics of the melodic layer sung by the tenors (the upper voice). Where 
intonation is very precise, certain partials of the melodic layer coincide exactly with those of 
the Ison. 

Byzantine chant with Ison sung by male choir uses, generally, a certain register setting. The 
bass drone could be situated in a very low register (i.e. D2 ) and the melody is sometimes placed 
more than an octave above the Ison. If the distance between tenors and basses is very large, the 
interaction between partials becomes negligible because the amplitudes of the high partials 
of the Ison are increasingly low. Consequently, dissonant intervals are no longer perceived 
as such. The register setting of Byzantine chant creates conditions for an enhanced perception 
of consonance, related, in a very subtle way, to the perception of timbre. A more fused timbre is 
likely to be heard associated with consonance.3 The male choir with an enhanced low register 
produces a significant timbral fusion perception. 

The non-tempered intonation, closer to just intonation, is also an attribute in favour of tonal 
fusion and timbral fusion perception. 
2  See Teodorescu-Ciocănea, Livia. Timbrul muzical: Strategii de compoziţie. Bucuresţi: Editura Muzicală 2004.
3   See Teodorescu-Ciocănea, Livia. ”Timbre versus spectralism”, Contemporary music review, Vol. 22, Nos 1 and 2. 2003, 
87-104.
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1.3. Melodic Consonance/Dissonance Perception of Byzantine Chant archetype 

Generally, melodic structures could be divided in two categories depending on the manner in 
which the pitches are intoned:

continuous melodic structures (continuous sequentiality on the frequencies axis); 1. 
discontinuous melodic structures (discrete sequentiality on the frequencies axis). 2. 

The human voice is capable of both types of melodic sequentiality. It is exceptionally suited for 
legato and portato, but also for instrumental-like intonation. 

Byzantine chant archetype presents a high level of continuous melodic sequentiality by its 
smoothly character. This characteristic has significance for the perception of melodic consonance/
dissonance, which depends, along with other factors, on the type of movement (smooth or 
abrupt) from one spectrum to another. 

The aural system analyses the spectral components of each note of a melodic structure and 
the relationships between the notes. The notes of a melody we hear as pitches are only the 
fundamental frequencies of their spectra. The relationship between notes also represents the 
relationship between their spectra. When pitch shift from one note to another, a spectral flux 
arises within the partials domain.4 A small interval step allows each overtone to continue along 
a flow line (a sequence of harmonics in close frequency). By contrast, a large step will break 
the continuity of the flow lines. If the interval is very small (slight variation in pitch), many 
harmonics on the flow lines could coincide exactly. If two consecutive spectra of tones have 
lots of coinciding harmonics or are close and in the same direction as the previous interval, 
then the spectral flux will have a smoother variation. A melodic consonance will be perceived. 
However, if two consecutive spectra of tones have few or no coinciding harmonics and move 
in opposite directions, then the spectral flux variation will be abrupt. A melodic dissonance will 
be perceived.5 

The neuropsychological explanation of the melodic consonance/dissonance sensation is 
based on the continuity or discontinuity of the excitation regions of the basilar membrane.

According to Jared Anderson, melodic consonance is augmented in the following conditions: 
small intervals, so the spectral flux will move smoothly; movement in the same direction as 
the previous interval; the use of the notes of the scale, so the harmonics are well established; 
microtonal fluctuation, so the well-established harmonics coincide.6 Examining only the melodic 
layer of Byzantine chant archetype, we could observe that it offers conditions to support a 
sensation of melodic consonance: the intonation of the melismatic formulas through glissando 
or quasi glissando (sliding pitch), that creates the smoothest variation of the spectral flux; the use 
of just intonation intervals, that increases the number of coinciding harmonics; the microtonal 
fluctuation of pitch; melodic continuity (continuous sequentiality). 

1.4. Harmonic Consonance/Disonance Perception of Byzantine Chant archetype. 
Spectral implications of the Ison on the overall harmonic structure.

The overall consonance/dissonance perception of Byzantine chant accompanied by Ison 
depends greatly on the perception of the harmonic intervals (on the vertical axis) resulting from 
the superimposition of the melodic line on the pedal point.

Dissonant harmonic intervals are resolved at perfect and imperfect consonances.  Pythagoras’s 
assumption that the ear prefers small integer ratios is one of the explanations for consonance 

4   See Anderson, Jared E. “The perception of melodic consonance: an acoustical and neurophysiological explanation 
based on the overtone series”, unpublished paper, Department of Music Mathematics, University of Pittsburgh, 2004,                   
http://cogprints.org/3513/1/melcons.pdf. Accessed August-September 2008.
5  Anderson 2004.
6  Anderson 2004.

JISOCM Vol. 1 (2014), 1-19

http://cogprints.org/3513/1/melcons.pdf


4

sensation. Thus, the intervals based on small integer ratios (such as 2:1, 3:2) are perceived as 
being more consonant than the others.7 

The heterophonic structure of Byzantine chant introduces many unison or octaves that 
frequently resolve the tension generated by dissonant harmonic intervals. The overall perception 
of consonance is increased by the following factors: high degree of harmonic consonance (lots 
of moments on unison, octaves or fifth ) high degree of melodic consonance (coinciding partials 
and smooth movement of the spectral flux); high degree of harmonic spectrum stability by the 
use of just intonation; high degree of timbral fusion; overall structural ‘consonance’ (in the case 
of one pedal point); high ‘structural consonance’ (in the case of several pedal points on large 
musical surfaces). 

1.5. Sensory Consonance/Dissonance Perception of Byzantine Chant archetype

A closer look at the spectral characteristics of the Ison and/or the melodic line, if sung by more 
than one chanter, reveals the existence of inherent beats caused by the slightly out of tune 
unison. A perfect unison is quite impossible to achieve (either for the held bass note or for the 
melodic layer). A sensory dissonance is perceived in these circumstances, due to a phase shift and 
beats phenomenon. 

The concept of sensory consonance/dissonance (Sethares) is equivalent to the psycho-acoustic 
consonance/dissonance concept known as CDC-5 (Tenney), and is based on Helmholtz’s 
observations as later developed by Plomp & Levelt (1965).8 The sensory consonance/dissonance 
concept focuses on the perceptual mechanisms of the auditory system and refers to the perceived 
roughness or smoothness of a single sound or combination of sounds. Sound roughness is a 
measure of sensory dissonance, caused by the beating phenomenon produced by partials that 
have very close frequencies. Sound smoothness reflects the absence of beats and produces the 
sensation of consonance. According to Sethares’s sensory consonance/dissonance concept, sounds 
with more than one partial have an inherent sensory dissonance caused by interacting partials.9 
The consonance/dissonance sensation is not only caused by the relationship between tones, 
but depends also on the interaction of their spectra. When a high degree of roughness occurs 
because of beating partials, the interval is perceived as dissonant. The consonance/dissonance 
concepts are not absolute properties of sounds. They are perceived by the aural system on a 
continuum axis. ‘CDC-5 recognises a continuum of possible gradations between consonance 
and dissonance.’ 10

The inherent sensory dissonance encountered in Byzantine Chant when sung collectively 
enriches its general sonority. 

1.6 Other Perceptual Characteristics of Byzantine Chant archetype

Byzantine structures can also be examined according to other spectral phenomena, such as: 
harmonicity, inharmonicity, tonalness, harmonic entropy, virtual pitch, spectral fusion and spectral 
listening. 

Harmonicity is a measure of the degree of periodicity of the sound componentsi. A high 
degree of harmonicity increases the stability of the oscillation regime.11 When just intervals are 
used, the harmonicity measure is higher. 
7  See Sethares 2005.
8  See Sethares 2005; Tenney, James. History of ‘consonance’ and ‘dissonance’. New York: Excelsior Music Pub. 1988;  
Helmholtz, Hermann. On the sensation of tones as a physiological basic for the theory of music. Trans. By Alexander J. Ellis, New 
York: Dover, 1977/1954; Plomp, R. and Levelt, W.J.M., “Tonal consonance and critical bandwidth”, Journal of the Acoustical 
Society of America, Vol. 38, Iss. 4. 1965, 548-560.
9  See Sethares 2005, 80.
10  Sethares 2005, 80.
11  See Teodorescu-Ciocănea 2004.
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Byzantine chant archetype exhibits a high degree of harmonicity due to the following factors: 
the voice is an ’instrument’ with harmonic spectrum; the basses and baritones singing the Ison 
have a great amount of harmonics that bring richness to the global sound and enhances the 
harmonicity; the harmonics of the upper voice are strengthened by the harmonics of the Ison, 
especially when the first three harmonics coincide (harmonicity is reinforced). Byzantine chant 
uses just intervals, consequently, the spectrum is more stable and the harmonicity degree is 
higher.

Inharmonicity is a measure of displacement of the partials from the harmonic templateii. It 
is a kind of dissonance within the harmonic spectrum. Inharmonicity arises also in the thick 
strings of the piano in the low register, because of their size and stiffness.12 (Schneider, 2000). 
Frequency dispersion and phase shift also bring inharmonicity. 

The vibrato of the held note (Ison) encompasses a critical band (the smallest band of 
frequencies around a given frequency, which activates the same part of the basilar membrane). 
In the low register, the use of vibrato produces a certain amount of frequency dispersion. The 
vibrato and intonation fluctuation of the Ison of Byzantine chant introduces a subtle degree of 
inharmonicity, reflected in the timbre perception. Inharmonicity as quasi ‘noise elements’ is 
also introduced while the sound of the Ison is re-attacked, after breathing. The pronunciation 
of the consonants of the text produces noise-like elements, too.

Tonalness is a factor of psychoacoustic consonance. As Sethares states, the concept of 
tonalness derived from the fundamental bass introduced by Rameau in his Treatise on Harmony 
(original edition Traité de l’harmonie, 1722) and extended to a psychoacoustic dimension by 
Terhardt (1984) and Parncutt (1989).13 Generally, the concept of tonalness is understood as a 
degree of closeness of the partials to a harmonic series related to a fundamental. The aural 
system works out a complex sound trying to fit the components into a single or a small number 
of harmonic series. In a musical context, the fundamental is heard outright even when it is not 
present in the physical signal, or, if it is present, it provides an enhanced sense of the overall 
pitch, regarded as the root: ‘As a component of consonance, the ease with which the ear/brain 
system can resolve the fundamental is known as tonalness’ (Erlich).14 In other words, tonalness 
is the sense of a root, whether present or not present in the acoustical signal. Distonalness is the 
degree of partials deviation from harmonicity.15  It provides a weaker sense of the spectrum 
root (or tonal center).

Applying these concepts (tonalness/distonalness) to Byzantine chant archetype structure, it 
becomes obvious that the persistence of the Ison as the root of the whole chant offers condition 
for the highest degree of tonalness. The sense of a root is maintained and enhanced for the 
entire structure to which the pedal point is assigned. 

‘Harmonic entropy  is a model of the degree of uncertainty in the perception of pitch. Tonalness 
is the inverse: A cluster of partials with high tonalness fits closely to a harmonic series and has 
low uncertainty of pitch and low entropy, and an ambiguous cluster with low tonalness has a 
high uncertainty and hence high entropy’.16 A sound that displays greater tonalness, or smaller 
harmonic entropy, is perceived by the aural system as being more consonant than a sound with 
lesser tonalness and greater harmonic entropy.17 

12  See Schneider, Albrecht., Schneider, A. (2000). Inharmonic Sounds: Implications as to ‘pitch’, ‘timbre’ and ‘consonance’. 
Journal of New Music Research, Vol 29, No 4. 2000, 275–301. 
13  See Sethares 2005, 80; Terhardt, Ernst. “The concept of musical consonance: a link between music and psychoacoustics”, 
Music perception Vol 1, No.2, Spring 1984, 27–295; Parncutt, Richard, Harmony: a psychoacoustical approach. Berlin; New York: 
Springer-Verlag 1989.
14  Erlich, P. “On harmonic entropy”, in Encyclopedia of tuning, 2004, “On harmonic entropy” by Joe Monzo and Paul 
Erlich, http://sonic-arts.org/td/erlich/entropy.htm. Accessed February 2012.
15  See Sethares 2005, 80.
16  Sethares 2005, 91.
17  Sethares 2005, 101.
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Byzantine chant archetype provides a small degree of harmonic entropy, due to the stability 
generated by the pedal point (Ison).

Virtual pitch is a neuro-acoustic phenomenon. It is a pitch generated in the brain, representing 
the fundamental of a complex waveform. Terhardt states that the pitch we hear when the 
fundamental is strong enough is of the spectral pitch type and is the pitch of a sine tone.18 But, 
the pitch we hear is not always dependent on the fundamental frequency being audible, ‘…it 
is by the auditory system extracted from a range of the Fourier spectrum that extends above 
the fundamental. The latter type of pitch is termed virtual pitch.’19 ‘When there is no discernible 
fundamental, the ear will often create one.’20 

Spectral pitch is the result of the sound wave exciting a place in the cochlea, while virtual pitch 
is processed by the brain. The brain assigns a pitch to a complex wave that corresponds to the 
fundamental frequency, even if its amplitude is zero. Thus, virtual pitch refers to a self-generated 
frequency (the fundamental) that is not present in the physical signal. This phenomenon occurs 
also when the fundamental frequency is present in the original waveform. The virtual pitch will 
be superimposed with the spectral pitch. The virtual pitch phenomenon is also an aspect of the 
holistic listening perceptual mode.

Difference tones are different from the virtual pitch, although similar in that both are absent in 
the physical signal.21 Difference tones result from the difference between the existent frequencies, 
while virtual pitch seeks the fundamental frequency. Difference tones were described and used 
by Hindemith in explaining consonant and dissonant chords.22

The characteristics of Byzantine chant archetype with Ison provide special conditions for the 
phenomenon of virtual pitch. As mentioned before, the pitch of the Ison is generally the final of 
the mode, and the fundamental pitch of the spectrum. If the register allows, the pitch of the Ison 
could be very low and thus it will overlap with the virtual pitch. But, if the register of the voice 
does not allow for such a low sound, then the pitch of the Ison will correspond to the second 
harmonic of the overall spectrum. The brain will generate the virtual pitch an octave lower (that 
is the fundamental frequency). If the Ison is sung in octaves, then the virtual pitch will enhance 
the lowest tone. 

Within Byzantine chant with Ison, the aural system is aware in any moment of the fundamental. 
The sense of the root is extremely well displayed. As for the pitches of the melodic layer, they 
will relate to the fundamental enhanced by the Ison.

Spectral fusion is the psychoacoustic aspect that integrates most of the spectral phenomena 
described above. Fusion is the sensation of the unity of the spectral components or different 
tones played together. It is the degree to which a sonic event is heard as a single perceptual 
unit.

One complex sound is perceived by the aural system as one perceptual entity if its spectral 
energy is balanced enough to allow the fundamental frequency to be heard as its pitch.23 . The 
fusion of a complex waveform is enhanced when more partials are harmonically related, when 
it possesses high harmonicity and high tonalness. A high degree of tonalness provides a higher 
degree of fusion perception. A single sound is perceived more as being fused into one entity if 
its components are harmonically related. In the same way, when simultaneous sounds occur, 

18  Terhardt, Ernst, “Virtual pitch”, (2000) http://www.mmk.ei.tum.de/persons/ter/top/virtualp.html. Accessed August-
September 2008.
19  Terhardt 2000.
20  Sethares 2005, 34.
21  See Sethares 2005, 83.
22  See Hindemith, Paul. The craft of musical composition, trans. by Arthur Mendel, New York: Associated Music Publishers 
1937/1945.
23  Smalley, D. Spectro-morphology and Structuring Processes, in Emmerson, Simon. (ed.) The Language of Electroacoustic 
Music. London: Macmillan 1986, 61–93.
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a unitary perception is more likely to be achieved if partials are close to one harmonic series, 
rather than to several harmonic series.24 

Fusion is the ‘goal’ of the aural system when generating virtual pitches or difference tones, 
in order to relate the collection of partials to the nearest harmonic template and to provide a 
unitary perception of the complex waveform. 

Timbral fusion is one of the goals pursued in orchestral playing or choir singing.25 Concurrent 
different timbres are perceived as being more fused if the spectral centroid (the midpoint of 
the spectral distribution) is placed on lower frequencies.26 Similar timbres (such as strings or 
voices) are perceived as more homogeneous in lower registers, at lower intensities and when 
there is simultaneity of attack.27 Timbral fusion depends also on intensity. The spectral centroid 
position moves towards higher frequencies with increasing intensity. A higher centroid position 
on the frequencies axis provides more timbral identity therefore timbral segregation is achieved, 
as opposed to timbral fusion.28 Consonance is also a matter of spectral fusion. Intervals are heard 
as more consonant when enough partials coincide, that is, when the spectral components of the 
concurrent tones present a high degree of fusion. In other words, the fusion of simultaneous 
sounds is the degree to which they become a single entity in our aural perception. 

Tonal fusion was studied by Carl Stumpf and defined as the effect of hearing two tones not 
as the sum of the parts, but as a whole.29 Stumpf found that the consonant intervals such as 
unison, octave or fifth have more tonal fusion than the increasingly dissonant intervals.30 Tonal 
fusion is appropriate for homophonic structure, rather than polyphonic. A study of Bach’s 
music (Huron, 1991) showed that he manipulated consonant intervals and tonal fusion in 
such a manner that polyphony could still be achieved.31 Polyphonic structures should provide 
discernable separate melodic layers, so the degree of tonal fusion should be well measured in 
order not to compromise the segregation of independent voices. 

Cultures respond differently to spectral fusion perception. Byzantine chant, as a monodic 
structure accompanied by a pedal point (Ison), is a remarkable example of spectral fusion, in 
many aspects. Its characteristics lead to high harmonicity, high tonalness, high consonance and 
high timbral fusion, all being aspects of the spectral fusion phenomenon. The presence of the 
Ison preserves the sense of a root, toward which all the notes of the melodic line - including their 
spectra - are organically related. An overall tonal fusion is achieved. This is the main attribute of 
the ethos of Byzantine chant, seen as the expression of the Orthodox Church riteiii. 

Spectral listening is the way in which the auditory system perceives the complexity of the 
acoustic signal. When a single perceptual entity is depicted, due to the fusion property of the 
complex waveform, the type of spectral listening is called holistic listening.32 In contrast to sound 
fusion, fissioning of sound occurs when components of a complex periodic waveform are heard. 
This corresponds to the analytic listening perceptual mode. Perception of chords in music is 
governed by the same factors as perception of a single pitch as a complex waveform.33 For 
example, a major or minor triad could be heard either as one entity when listening holistically, 
or as superimposed different pitches when listening analytically.34

24  See Sethares 2005.
25  Teodorescu-Ciocănea 2003
26  See Sandell, Gregory, “Roles of spectral centroid and other factors in determining blended instruments pairing in 
orchestration”, Music perception, Vol. 13, No. 2. 1995, 209–246.
27  Sandell 1995.
28  Sandell 1995.
29  See Stumpf, Carl, Tonpsychologie. 2 Vols,  Leipzig: S. Hirzel 1883-1890/R.1939.
30  See Loy, D. Gareth. Musimathics: the mathematical foundations of music, vol.1, Cambridge, MA and London: MIT 
Press 2006.
31  Huron, David, “Tonal consonance versus tonal fusion in polyphonic sonorities,” Music perception, Vol. 9, No. 2. 1991, 
135-154.
32  See Sethares 2005.
33  See Parncutt 1989.
34  See Cross, Ian, “Pitch schemata”, in Deliège, Irène and Sloboda, John  (eds), Perception and cognition of music, Hove: 
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Byzantine chant archetype engages the aural system in a holistic listening type. The later 
development of the Gregorian chant, which led to polyphonic structures such as organum, shifts 
towards the analytic listening type. The segregation of several voices and the resultant vertical 
chords are the expression of the analytic listening perceptual mode. The evolution of classical 
music based on the tonal system combines both holistic and analytic listening types.

As a conclusion of the examination of the spectral characteristics of Byzantine chant 
archetype, it is found that spectral fusion and the holistic listening type are the main psychoacoustic 
aspects that explain its powerful religious expression. The existence of the Ison is crucial for the 
achievement of unitary perception and sound fusion. It engages a holistic perception of the whole 
as an enlarged complex sound evolving in time. 

Psychology Press 1997, 353–386; Parncutt 1989.
	  

Figure 2.1 – Byzantine chant Impărate ceresc by I. Popescu-Pasăre.
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2. Spectral Analysis of Selected Byzantine Chant 

The above perceptual characteristics and type of spectral listening apply greatly to any Byzantine 
Chant from the general repertoire of male choirs that fit in this particular archetype: a melodic 
structure accompanied by Ison sung by male choir.

In order to illustrate the above psychoacoustic characteristics of Byzantine chant archetype, 
two examples are presented and analysed. The selected chants are entitled Impărate ceresc (Celestial 
Emperor) by Ion Popescu-Pasăre and Axion la întâmpinarea Domnului by (Macarie Hieromonk). 
Both chants were taken from the Romanian Anthology called Cântările Sfintei liturghii şi alte 
cântări bisericeşti (The Chants of the Divine Liturgy and other Sacred Chants) published in 1999 (p. 
345 and 224), which includes Byzantine chants sung in the Romanian Orthodox Church. 

The first page of Impărate ceresc presented in Fig. 2.1 shows both Byzantine neumatic notation 
(above the staff) and Western linear notation simultaneously. 

Figure 2.2 – Spectral layers reductional analysis of Byzantine chant 
 Impărate ceresc by I. Popescu-Pasăre.

JISOCM Vol. 1 (2014), 1-19
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This chant is written in mode II plagal (chromatic). Figure 2.2 focuses only on a transcription 
of the first two melodic ‘phrases’ of Impărate ceresc. It is meant to show the correspondence 
between the overtone series of the Ison and the overtones series of each note of the melodic 
layer. At the same time, it displays reductional layers according to a structural hearing vision,35 
which results in a spectral layers reductional analysis. For analytical purposes, sounding pitches 
were preferred to the written pitches for the tenors, in order to provide the real frequency 
level. 

The 6 staves (a, b, c, d, e, f) correspond to: a. the unfolding of the overtone series (first 12 
harmonics, including the fundamental) of each note of the melodic structure; the spectral flux 
(discussed in section 1.3.) can be also observed on this layer, corresponding to the perception 
of melodic consonance/dissonance; b. the overtone series of the Ison (first 12 harmonics); c. 
melodic structure versus Ison (bass drone) with corresponding numbers of coinciding partials as 
a measure of perceived consonance; d. virtual pitch (in this case it coincides with and enhances 
the actual fundamental frequency); e. the first level of structural reduction (melodic structure 
reduction); the principal tones of the whole structure are represented by the tonic, the fourth, 
the fifth and the final of the mode. The forth of the mode corresponds to the last note of the 
first tetrachord and the fifth corresponds to the first note of the second tetrachord juxtaposed, 
as is shown at the beginning of the fifth stave (e); f. The second level of reduction (in this 
case equivalent to Schenker’s Ursatz and structural hearing theory) displaying the harmonic 
prolongation of the fundamental, accompanied by the second and third harmonics, as the ‘core’ 
of the whole sonic structure.

Figure 2.3 presents the complex waveform corresponding to the first twenty seconds of a 
recording of Imparate ceresc Byzantine chant. The recording was made by protopsaltes Marian 
Moise36 as soloist and male choir. The fragment is equivalent to that analysed in Fig. 2.2. The 
spectrogram was obtained using Sonic Visualizer software.

On the vertical axis of the spectrogram (Figures 2.3) there are indicators (from left to right) 
for loudness, frequency and relative pitches. Loudness is measured in dB and is represented by 
means of colours: loudness increases with brightness of colour (here, with the intensity of black). 
The frequency is measured in Hz and represented on the vertical axis from low frequency (at 
the bottom of the logarithmic scale) to high frequencies (on the top of the logarithmic scale). 
The frequency domain is from 59 Hz to 1388 Hz. The keyboard-like vertical bar indicates the 
corresponding relative pitches as ‘notes’ on a 12-tet scale. The grey keys are C notes, from C1 
to C5. Note that, in this particular notation, the central C corresponds to C3, as in MIDI Octave 
Designations). The time is measured on the horizontal axis, from left to right, from 0” – 20”. 

The thick and bright black horizontal band at the bottom of the Figure 2.3 corresponds to a 
very low D (approximately between 67-76 Hz) of the Ison. As one can see, it appears as a band 
of frequencies (critical band from approximately 65 Hz to 77 Hz that is between approx. D 
flat to approx. D sharp). This is caused by pitch fluctuation, by vibrato and by a slightly out 
of tune intonation. Frequency modulation and beats phenomena occur. While sustaining the 
Ison, noisy elements are also introduced caused by inhaling. All the superimposed parallel 
horizontal bands (from bottom to the top of the image) correspond to harmonic frequencies (2f, 
3f, etc.) of the fundamental (Ison). The decreasing of black intensity indicates the decreasing of 
loudness of the corresponding harmonics, to the point where they disappear from the audible 
domain. 

35  See Salzer, Felix, Structural hearing: Tonal coherence in music. 2 vols. New York: Dover 1962; Lerdahl, F. Tonal pitch space. 
Oxford: Oxford University Press 2001; Lerdahl, F and Jackendoff, R. A Generative theory of tonal music. Cambridge: MIT Press 
1983.
36  Recording available at http://www.youtube.com/watch?v=Osg6sLFDH-U (from time 27”–47”) and                                                              
http://www.trilulilu.ro/muzica-diverse/marian-moise-imparate-ceresc (time 0”–20”).

http://www.youtube.com/watch?v=Osg6sLFDH-U
http://www.trilulilu.ro/muzica-diverse/marian-moise-imparate-ceresc
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The melodic structure is represented by the irregular broken line that evolves between the 
second harmonic (2f) and the third harmonic (3f) of the Ison (note that, conventionally, the 
fundamental equals the first harmonic). From time to time, this broken line overlaps with both 
2f and 3f. When notes of the melodic structure overlap with the second harmonic of the Ison, 
an octave is produced. These parallel octaves enhance the fundamental pitch, therefore the 
consonance and tonalness of the overall complex sound. A heterophonic - like structure is 
achieved. When notes of the melodic structure overlap with 3f (that is the fifth over the octave), 
the consonance and harmonicity of the overall complex sound is reinforced. As is known, 
the first 3 harmonics are more important for the perception of sound characteristics (pitch, 
timbre) because they are stronger and interfere with other sounds in the audible domain. The 
parallel broken lines (from the bottom to the top of the image) are harmonics layers of the 
melodic structure. They also interact with the upper harmonics of the Ison generating degrees 
of consonance, harmonicity and fusion perception. 

The difference in color (from bright black to gray and white) shows the decrease of loudness 
(dB) of the corresponding harmonics. Singing the melodic layer, noisy elements are introduced 
not only while inhaling air but also while pronouncing the consonants of the text.

Figure 2.3 – Melodic Range Spectrogram of Impărate ceresc Byzantine chant recording.  
Parallel lines (from bottom to top): 

Ison and its harmonics layers. Broken parallel lines: melodic (from bottom to top):  
Melodic structure and its harmonics layers. 

Time axis: from left to right (0”-20”). Loudness (dB) and Frequency (Hz)  
are represented on the vertical left axis. Relative pitches 

are represented by the keyboard-like vertical drawn.
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Alternatively, a different type of spectrogram was also obtained with Sonic Visualizer for the 
same fragment of Imparate ceresc recording. Figure 2.4 displays only the peak frequencies of the 
frequencies bands, resulting in a clearer visualization of the spectral lines. It was also chosen 
a less contrasting representation of the decrease of loudness with corresponding decrease of 
brightness, in order to observe more of the spectral components. 

Figure 2.5 presents a fragment of the second Byzantine chant example, Axion la întâmpinarea 
Domnului by Macarie Hieromonk, extracted from the same Romanian Orthodox Church music 
anthology (1999), pag. 224. Both Byzantine and Western linear notation are simultaneously 
displayed. The chant is based on the III-rd mode enharmonic. 

A spectral layers analysis is presented in the Figure 2.6 applied to a fragment of the 
second example, Axion la intampinarea Domnului by Macarie  Hieromonk. The same 6 layers 
are superimposed, as explained above for Figure 2.2. This time, the overtone series goes up 
to the 14th harmonic. The spectral flux of the melody and its correspondences with the Ison 
spectrum can be observed on the first layer. In the recording of this example, available from the 
Stavropoleos Choir Church in Bucharest37 (founded by Gabriel Oprea and Nicolae Gheorghiţă), 
the Ison is held on F3. Thus, the F2 corresponds to the virtual pitch. 

37  http://www.crestinortodox.ro/cantari-bisericesti-audio-mp3/axioane-praznicale-corul-stavropoleos-audio/axion-
intampinarea-domnului-audio-3217.html

JISOCM Vol. 1 (2014), 1-14

Figure 2.4 – Peak Frequency Spectrogram of Byzantine chant Imparate ceresc recording.

	  

http://www.crestinortodox.ro/cantari-bisericesti-audio-mp3/axioane-praznicale-corul-stavropoleos-audio/axion-intampinarea-domnului-audio-3217.html
http://www.crestinortodox.ro/cantari-bisericesti-audio-mp3/axioane-praznicale-corul-stavropoleos-audio/axion-intampinarea-domnului-audio-3217.html
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Figure 2.5 – Byzantine chant Axion la întâmpinarea Domnului by Macarie Hieromonk.

	  

Figure 2.6 – Spectral layers analysis of Byzantine chant Axion la întampinarea Domnului  
by Macarie Hieromonk.
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Figure 2.7 displays loudness, frequency and time (0”-26”), in the same manner as figure 2.3. 
Loudness is represented by degrees of color intensity (dB), frequency by values in Hz on the 
vertical axis and time (in seconds) on the horizontal axis. The relative pitches are shown by the 
vertical keyboard-like scale. 

JISOCM Vol. 1 (2014), 1-19

	  

Figure 2.6 (continued)

Figure 2.7 – Melodic Range Spectrogram of Byzantine chant Imparate ceresc recording.
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Alternatively, Figure 2.8 displays only the peak frequencies of the frequencies bands, showing 
clearer the spectral lines.

 

In this particular recording (Stavropoleos Choir) used for the spectrograms, the Ison is held 
not in a very low register, but in the second octave, F2 below central C (note that in this notation, 
central C is indicated as C3). It is interesting to observe that the second harmonic layer of the 
melody (first harmonic equals the fundamental) appears to be stronger than the fundamental, 
as it is colored in a brighter black. This happens due to a particularity of the sound emission, 
especially when nasality of timbre is intended (phenomenon encountered in some instruments 
spectrum, such as oboe or clarinet). 

The spectrograms displayed by Sonic Visualizer software reveal clearly the spectral layers 
and their interaction of the two Byzantine Chants examples discussed in this paper: Impărate 
ceresc and Axion la întâmpinarea Domnului.

For both examples, the parallel horizontal lines represent the Ison and its harmonics layers 
(from the bottom of the image to the top, from thick to thin lines). The parallel broken lines 
represent the melodic structure with its harmonics layers (from bottom of the image to the top, 
from the thick to the thin ones). 

It is important to note that any other recordings of these examples of Byzantine Chants 
displayed by Sonic Visualizer software will look very similar, if they provide the same type 
of voices and the same register setting. Similiarities will appear concerning the disposition of 
the layers (Ison represented by horizontal parallel lines and melodic structure represented by 

	  
Figure 2.8 – Peak Frequency Spectrogram of Byzantine chant  

Axion la întâmpinarea Domnului recording.



broken parallel lines) and the frequency domain or relative pitches (if the notes are exactly the 
same). The spectrograms will differ mostly on the loudness axis. Subtle differences could be 
also perceived concerning the general timbre of particular choirs. 

One could also predict that any Byzantine Chant accompanied by Ison, with the same register 
setting and type of voices displayed by Sonic Visualizer software will look in a similar manner: 
parallel horizontal lines (Ison and its harmonics layers) interacting with parallel broken lines 
(melody and its harmonics layers). These spectrograms allow us to detect the degree of spectral 
fusion of the Byzantine Chants analyzed.

The more coinciding partials detected, the more fused sonority will be perceived. 
The sound fusion perception and holistic listening type of hearing are applying for any 

Byzantine chant providing the same structural and acoustic conditions: melodic structure 
accompanied by a bass drone (Ison) sung by male choir.

Conclusion

The principal aim of this study has been to bring out the spectral characteristics of Byzantine 
chant archetype, as a melodic structure accompanied by a bass drone (Ison). Byzantine chant, 
with its composite origins, incorporates archaic features that reveal a certain approach to sound. 
It has a rather static character with a sense of root. 

Byzantine chant archetype, as described in this paper, denotes correspondence with certain 
modern directions that reinvigorated and developed the archaic heterophonic style38 (George 
Enescu, Ştefan Niculescu, György Ligeti, Pierre Boulez), accompanied by pedal points or a bass 
drone that originated in recto tono practice. We could expand discussion of the connections 
of the spectral characteristics of Byzantine chant archetype to modern ‘spectralism’, (Tristan 
Murail, Gérard Grisey, Octavian Nemescu) with regard to its underlying fundamental and the 
unfolding within one principal spectrum to which the ‘notes’ relate as partials. Early medieval 
European music could also be related to Byzantine chant’s general tonalness. The later tonal 
system is the expression of the search for fusion and tonalness, connected to a single fundamental, 
but on a deeper level and a larger scale than Byzantine chant.

The results of this research may be summarised as follows: sound fusion and holistic listening 
are the main psycho-acoustic aspects of Byzantine chant that provide its unique ethos. Byzantine 
chant contrasts with early polyphonic Organum (Gregorian chant-based), whose perceptual 
characteristics could be defined as sound fissioning and analytical spectral listening. Western early 
polyphony “escaped” from the single note held by the bass (Ison) to a moving bass line that 
gave rise to a network of other related spectra with their own overtone series. Multivoiced 
counterpoint generated chords on the vertical axes. As mentioned before, from a spectral point 
of view, chords could be seen as the expression of the sound fissioning. Perceiving individual 
sounds within a chord denotes an analytical listening perceptual mode. 

The sound fusion and sound fissioning aspects of music perception open new insights for 
composers and musicologists, offering a larger view of cultural differences and similarities. 
Cultural ethos appears also to be a matter of sound perception.
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Notes

i  ‘There are many indications that our sense of hearing is „tuned” to periodic vibrations’ (Keidel, 1989). 

ii  The inharmonic spectrum is defined as being generated by noninteger multiples of the fundamental. The components 
of the inharmonic complex sounds produced by inharmonic instruments (usually idiophones like bells or cymbals) lack 
periodicity and prevent fundamental pitch perception. Ambiguity of pitch perception of inharmonic sounds occurs because 
(quasi) periodicity is more difficult to detect. ‘Periodicity typically deteriorates with increasing inharmonicity of spectral 
components while it is maximum in perfectly harmonic spectra’ (Schneider 2000, 275).

iii  ‘In order for the criterion of spectral fusion to operate within a culture it is necessary that the culture recognizes it 
as such, by attributing positive qualities to harmonic fusion against which all other kinds of spectral phenomena are placed in 
opposition’ (Arom & Voisin 1997).
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Gregory Myers

From Out of the Drawer:                                      
Faith, Ritual and Russian Orthodoxy -                         

Nikolai Korndorf’s Setting of the Divine Liturgy1 

The centerpiece of this study is a remarkable exemplar of sacred music composition literally 
extracted from the drawer: a complete setting of the Russian Orthodox Divine Liturgy by the 
late-twentieth-century Russian-Canadian composer, Nikolai Sergeevich Korndorf dated 1978.2 
It has a two-fold purpose: (1) to explore some of the circumstances of its creation (how, why 
and when?) and, (2) to use it to frame a commentary on the impact of the Russian Orthodox 
Church on Russian music composition in general, looking to nineteenth-century precedents for 
lingering/prevailing attitudes towards it, posing the questions: Why has the Russian Orthodox 
Church been largely overlooked in Russian music production and why has it assumed a role 
in recent years? 

Example No. 1 – Title Page of Nikolai Korndorf’s Liturgy.

From the tenth to nineteenth centuries Orthodoxy defined Russia. The Christianity of the 
Greek Church, whose mandate was to maintain the pluralism of those lands into which it 
witnessed, gave both form and content to Russian culture; for centuries its elaborate ritual 
comings and goings for every conceivable occasion shaped the lives of the Russian people. But 
Christianity was syncretically adapted to and erected on a preexisting pagan foundation that 
has continued to underpin it, and both have coexisted to the present among the faithful held in 
a centuries-old symbiotic balance. 

After the Socialist Revolution, the Orthodox Church with its adherents became the supreme 
casualty of Soviet oppression; under Communism Orthodox Church and believers were under 
constant threat. It is virtually impossible for those of us who have come to know Russian 
Orthodoxy from abroad: perceived as a church repressed, fractured, in bondage, a puppet of the 
Soviet State since the Russian Revolution – to fully comprehend its impression on an emergent 
1  First presented as a paper at the “After the End of Music History – for Richard Taruskin”, which took place at 
Princeton University, February 9–12, 2012.
2  A special thanks to Galina Averina-Korndorf for providing me with a copy of the unpublished manuscript.
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generation of Russian composers active in the last quarter of the twentieth century. Thus, these 
‘modern’ Russian composers’ encounter with Orthodoxy, with its trappings, traditions and 
those rituals, seemingly obscure and antiquated, must have been strange: familiar  - “Babushka’s 
church” - yet foreign. For these musicians whose youthful indoctrination had been one of state 
enforced atheism and the imposition of the Communist Party’s hackneyed pseudo-religion; 
the new dawn of religious freedom and the rediscovery of their 1000+-year tradition was a 
revelation. 

The religious revival began in the 1970s, a period of stagnation within the Soviet Union, but 
which appears as a sort of nexus. A watershed time that marked the beginning of a spiritual 
awakening, the allure of Russian Orthodoxy crossed generations drawing many to and back 
into its fold, as if they were saying ‘this was once ours and we need to reclaim it to make 
us whole’. From the late 1980s Russia’s religious re-embrace, for which we can more easily 
account, received its external impetus from the country’s shifting social and political dynamic 
of the Perestroika years. Even then, members of the new generation could not simply return to 
the faith or institution of their pre-Revolutionary forefathers nor did they evince the desire. 
Rather, consciously or intuitively, they sought something buried deep in Russia’s spiritual 
past; something deeply rooted in Russian soil (почвенничество). So it was for Nikolai Korndorf 
(+2001) and his contemporaries, who had embarked on a quest of spiritual fulfillment, and 
were seeing religion through newly opened eyes and for the first time. 

Seven decades of Soviet rule could not expunge a millennium of Orthodox tradition; it 
succeeded instead to ‘disconnect’ at least two generations from it. Yet there were some pre-
Revolutionary precedents for the resulting estrangement. The Russian Orthodox Church had 
been a societal presence for a millennium, but from the time of Peter the Great it had been 
subjugated to imperial authority, becoming a vassal of Tsarist autocracy and increasingly a 
redundant bureaucracy. A daily constant, it was perceived by pre-Revolutionary progressives as 
reactionary, rigid, even moribund; it was something the populace took for granted. Nonetheless 
it was integral to the society’s fabric. Before the clampdown on sacred music composition by 
the Soviet authorities what then was the state of affairs in Russian sacred music composition 
and what sort of role did the Russian Orthodox Church play in the lives of Russian composers? 
More to the point, what were their attitudes towards it? 

In her 2007 study, Marina Frolova-Walker, posits a few reasons why church music has been 
traditionally passed over, most germane to our discussion: it was of low musical standards.3 
Nineteenth-century Tsarist Russia with its imperial triune mandate of autocracy-orthodoxy-
nationality was as secular a society as the rest of Europe with church music production reflecting 
the same Cecilian movement then prevalent in the West.4 Russian church music at this time 
like that for the Catholic Church music production in the West had long ago lost its organic 
relationship between music and liturgical action. Composers wrote settings of the Divine 
Liturgy, more for financial gain than as an act of faith or for particular love of the established 
tradition. And to do so, they donned the powdered wig of that 18th-century exponent of the 
St. Petersburg Imperial Capella, the Italian-trained Dimitri Bortniansky, and perpetuated his 
style no matter how odious, well into the twentieth century, eschewing any kind of stylistic 
development beyond what had been the norm since the beginning of the nineteenth century. 

Only from the 1880s had a systematic scientific enquiry into the old chant begun in a bid 
to scrape away decades of Italianate accretion. Undertaken by the likes of Undolsky and 
Razumovsky, then continued by Smolensky, Metallov, Preobrazhensky, Findeizen, among 
others, their research stimulated much needed reforms to Russian sacred music and whose 
pioneering research and publication still form the cornerstone of contemporary research, 
3  Marina Frolova-Walker, Russian Music and Nationalism from Glinka to Stalin, (New Haven and London: Yale 
University Press, 2007), p. 174.
4  Richard Taruskin, Defining Russia Musically, (Princeton: Princeton University Press, 1997), p. 95.
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research that was bravely kept alive by such lone figures as Maxim Brazhnikov and Nikolai 
Uspensky within the USSR, and in the emigration by scholars like Johann von Gardner. 

Unfortunately, the efforts of these founders of the so-called “New Trend” were too little 
too late. While laboring to establish a choral sacred music style rooted in traditional Russian 
practices, i.e., by resurrecting and reintroducing Znamenny Chant, liberated of foreign 
(i.e., Italianate) influences, they could not break the hold of those who monopolized church 
music composition for three successive generations from Bortniansky to L’vov to Bakhmetev 
(universally acknowledged as the ones guilty of reducing the standard singing to simple-
minded tonic-dominant pitter patter), one that held fast for decades until it was successfully 
challenged in 1878 by Tchaikovsky and his publisher Jurgenson.5 

Beyond the Revolution, church music composition had reached a point of stasis in its stylistic 
development – with the church’s very existence in peril, sacred music production had largely 
ceased after 1917 and the Russian émigré communities abroad went into preservation mode, 
‘embalming’ the conservative style of the early nineteenth century. None of these composers 
were particularly big names. They were talented, well schooled but painfully traditional; they 
composed in a bland, sentimental and anachronistic ultra-conservative style, but their works 
are sung in perpetuity in every Russian church worldwide to the present day. We have also 
come to identify church music composition with the vocation of those in exile, those physically 
disconnected (Chesnokov, Gretchaninoff), whose works were as much personal expressions 
of longing, imbued with nostalgia, that тоска по родине for something lost. Rachmaninoff’s 
recycling of material from his celebrated All Night Vigil in his last work, the Symphonic Dances, 
was such a wistful backward glance, albeit oblique. It is no wonder that church music has thus 
been relegated to the back burner in the history of Russian music. 

Western scholarship too has been largely silent on the impact of church music traditions on 
Russian composers, to which Frolova-Walker shrewdly ascribes to its lack of recognition as a 
musical topic.6 Noted exceptions are the recurrent references in the literature to the Pannikhida, 
the Orthodox Memorial Service. However couched or disguised in a work, it served as a living 
liturgical link to Russia’s Christian heritage equally for those composers within the Soviet 
Union (from Shostakovich’s Symphony No. 5 to Alfred Schnittke’s Piano Sonata No. 1), and 
exiled abroad (Stravinsky’s Symphonies of Winds).7

While end-of-century Russian composers assumed an air of indifference toward the Russian 
Orthodox Church, the signature, readily identifiable homophonic/diatonic ‘church music style’ 
has resounded through generations of composers (again from Stravinsky to Schnittke) as a 
constant regardless of the genre or individual musical language, persisting well beyond its Pre-
Revolutionary heyday. It has informed and has been a source of raw material for the forging of 
art music compositions, however couched, permeating the fabric of every genre and resurfacing 
in the oddest places.8 

But paying lip service to a ‘church music tradition’ begs the question: In the composer’s 
bid to recast something old to create something new, does the use of pseudo-modal, diatonic 
harmonies, with their absent or lowered leading-tones, in imitation of the old chant, sufficient 
to qualify it as a return to Russia’s religious musical roots?9 In most instances the composer 
is trying to recapture a past time and place by writing in a pseudo-archaic style. We may also 
ask: to what old source material did they have recourse? Minimal access to or knowledge of 
Russia’s traditional body of ‘ancient’ plainchant, the Znamenny rospev, and that knowledge did 
not (and still does not) antedate the seventeenth century. The single historical point of reference 

5  Tchaikovsky’s antipathy toward Bortniansky is well documented.
6  Loc. cit., p. 174.
7  Richard Taruskin, Defining, pp. 530-531.
8  As an unlikely example, see the second movement of Glazunov’s Saxophone Quartet.
9  Frolova-Walker, pp. 265, passim.
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and source were the schismatic Old Believers, whose use of the monophonic repertory was 
their exclusive purview. Indeed, those woodsy sectarian xenophobes and enduring symbols 
of unenlightened Rus’, who provided the living musical link with Russia’s Znamenny chant 
past, were at the center of a grassroots movement in the 1990s, and could be construed as an 
indicator of the revival that seemed to have had as its mandate “this is who we are.”

By way of a summation concerning the allure of the Orthodox Church and its impact 
on composers, perceived musical shortcomings and criticisms notwithstanding, a partial 
explanation for those opening questions are proffered. Throughout their history, Russians have 
been fixated on the external and experiential aspects, i.e. the ritual, of the Orthodox Liturgy with 
its pageantry and drama. As the most notorious example, history reminds us that at the core of 
the still unhealed Great Schism of 1666 were a disagreement over elements of ritual (two fingers 
or three, two alleluias or three). Even long before as the Russian Primary Chronicle recounts the 
Byzantine emperor ordered the patriarch to don his finest vestments and put on a show for 
the grand prince’s envoys. The impact on the Rus’ envoys was such as to elicit that celebrated 
apocryphal account that has echoed down through the ages, “we did not know whether we 
were in heaven or on earth.”10 The enlightened tenets of Orthodox theology, however, eluded, 
or did not even interest, most. The eminent medieval Slavist Francis Thomson expressed it 
best when he described Russia as having existed in a state of “intellectual silence” until the 
seventeenth century; in matters of faith Russia chose – and continued along - the path of the 
Holy Fool instead.11

At the same time, it was ritual whether authentically (or idealistically) rooted in Russia’s 
pagan past or of the sensually rich Orthodox Church, that was an inexhaustible source of 
material that stimulated the creative musical imagination (think Rimsky-Korsakov’s Mlada or 
Christmas Eve, Stravinsky’s Rite of Spring or Svadebka, and Korndorf’s Yarilo). The theatricality 
of religious ritual was the means by which the composer from the nineteenth century onwards 
could define himself musically and as a Russian; those ritual, gestural or sacramental elements 
in their culture enabled him to connect eucharistically with Russia’s truly ancient heritage and 
the moist mother earth of the Russian land; it initiating him on his quest for faith and self 
identity.

---------------------
The route taken to finally reach the locus of this paper has been deliberately circuitous - that 

is to present a new or previously unknown work: a complete setting of the Russian Orthodox 
Divine Liturgy by the contemporary Russian composer Nikolai Korndorf. Korndorf has been 
described as the best and brightest of a generation of composers born in the late 1940s and whose 
years of musical maturation coincided with the late 1960s and 70s. Others of his generation 
include Vladimir Tarnopolsky, Viktor Ekimovsky, Alexander Raskatov, Dimitri Smirnov, Elena 
Firsova, Yuri Butsko, and the “redoubtable” Vladimir Martynov. 

A Russian intelligent, a member of his country’s cultural elite, precocious, and certainly 
representative of his generation, Korndorf was blessed with enormous talent, appetites, and 
opinions, which according to Alexander Ivashkin, having once stated: “I don’t fit to any school 
or direction: I am writing a “netlenka’  (Russian slang for something spiritual, unusual, and 
therefore only fully understandable in the future).12 Korndorf traced his stylistic heritage to 
Rimsky-Korsakov, Mahler, especially in terms of the size of his musical canvases, Shostakovich 
and Schnittke, all of whom he considered his musical and spiritual forebears. 

10  See Serge Zenkovsky, ed., Medieval Russia’s Epics, Chronicles and Tales, (New York: E. P. Dutton, 1963, 1974), pp. 67-
68.
11  For an extensive discussion of Russia’s intellectual development, see Francis Thomson, The Reception of Byzantine 
Culture in Mediaeval Russia (Aldershot: Ashgate Variorum, 1999).
12  Alexander Ivashkin, Nikolaj Korndorf, Megadisc-classics, online resource sited June 13, 2012, (http://www.megadisc-
classics.com/album/nikolaj-korndorf).

http://www.megadisc-classics.com/album/nikolaj-korndorf
http://www.megadisc-classics.com/album/nikolaj-korndorf
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Korndorf was no stranger to the Orthodox Church: as a boy he frequented services with 
his grandmother at Holy Trinity St. Sergius Monastery and as distant as Pskov. Yet an all-
embracing spirituality underlying/supporting theology outside the confines of traditional 
Russian Orthodoxy imbued Korndorf’s music and underpinned his creative process. A complex 
and spiritual man, in matters of faith, Korndorf was inscrutable – his was profound and lofty 
but not in the traditional sense; the Liturgy was his single explicit move into church music 
settings although sacred music composition impacted nearly every composition that followed, 
whether it took the form of literal quotation, as in the use of the Pannikhida refrain-texts as a 
structural element (String Quartet), mimesis (example, cantillation, “tintinnabulation” -“Yarilo” 
or “Hymn II”), or humorous parody (“Письмо В. Мартинову и Г. Пелецису” - “A Letter to V. 
Martynov and G. Pelecis”. 

Example No. 2 – Korndorf’s “Letter to V. Martynov and G. Pelecis”. The opening is a humorous parody  
of Tone 8 of the standard melody collection used in the Russian Orthodox Liturgy.

Korndorf’s Divine Liturgy comprises a 66-page manuscript dated July 3, 1978. Composed 
during the nadir of conditions for the Russian Orthodox Church both within and outside of 
Russia, it was nonetheless also a time when many were discovering the church, which had 
been allotted a modicum of freedom. For all intents and purposes this was a work ‘for the 
drawer’. Innocuously and ambiguously titled Симфния-сюита для 2х мужских хоров и хора 
мальчиков (Simfonia-Suite for Boys’ and two Mens’ Choirs), the name under which it appeared in 
his catalogue, and only given its true designation in those work lists compiled after his death, 
its true identity further obscured by its scoring for two pianos. On this work, Korndorf was 
silent. 

Why did he write it? He suffered no personal crisis to drive him toward religion. Was his 
turn to the canonical texts of the Orthodox Church the result of a personal revelation? Or, was 
he answering the call of the ancestral Russian soul, summoned by those rituals, reawakened 
from the deep slumber into which it had been forced by opposing external forces? Korndorf was 
not alone in his turn towards sacred music composition; others were doing the same. Whether 
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this move could be construed as a gesture of dissidence as enacted by an entire generation, or 
a reflexive response to the same prevalent air of eschatology or personal crises that confronted 
older figures such as Gubaidulina, Pärt or Schnittke, Korndorf, along with his friend and 
colleague Vladimir Martynov (who embraced Orthodoxy with an impassioned fervor), seemed 
to be acknowledging the enormous vacuum - an impoverishment- left in their lives and the 
need to satisfy the deep spiritual yearning. 

For Korndorf and his contemporaries, musical essays on religious or Orthodox themes proved 
to be a fertile testing ground – a laboratory – for later ritual-based musical experiments. Thus 
it also stands to reason that the external attraction of the Orthodox Church rituals would serve 
as a source of inspiration. Korndorf’s setting, however, is a complete and faithful rendering of 
the sacred canonical texts; it is a careful attempt to portray dogma in musical terms, and in a 
contemporary musical language, devoid of the sentimental schmaltz of earlier works, and with 
only minimal acknowledgement of pre-Revolutionary sacred music compositional trends.

What then of Russia’s sacred music past is embedded in Korndorf’s liturgy, if any? As early 
as 1969 with the composition of his hitherto unknown and uncatalogued Четыре духовних 
песнопения для большого симфонического оркестра (Four Spiritual Chants for Large Orchestra), 
the last of which is titled Znamenny Rospev, employs a chant-like cantus firmus, with which 
Korndorf demonstrated a nascent interest in composing with preexistent traditional Russian 
elements [example 3]. That the Spiritual Songs functioned as compositional antecedents to the 
liturgy is also evident in the example from the third Spiritual Verse [“Ioann Zlatoust” - example 
4]: this figure forms the basis of the Liturgy’s recurrent Alleluia-refrain. A recasting of the same 
material provides the opening for his earthy, exuberant and rather pagan Primitive Music for 
twelve saxophones [example 5].

Example No. 3 – Opening of Korndorf Liturgy with “Amen”  
and the Beginning of the First Antiphon.
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Recurrent Alleluia Refrain from Liturgy

Example No. 4 – Figuration from Third Spiritual Verse, “Ioann Zlatoust”.



JISOCM Vol. 1 (2014), 20-32

27

Example No. 5 – Opening of Primitive Music for Twelve Saxophones  
showing common figuration.

The musical score yields several other interesting points concerning the composer’s stylistic 
development. Firstly, the multi-choral scoring is ironically an anachronistic throwback to the 
stile concitato style associated with Bortniansky and the St. Petersburg’s Imperial Capella, or the 
even earlier baroque style of Russia’s late seventeenth-century masters Vasili Titov or Nikolai 
Diletsky; it is unknown whether Korndorf had any knowledge of these composers.13 This 
division of musical labor within the ensemble creates an antiphonal interchange among the 
three forces, which is exploited for acoustical effect.

The work appears to have been conceived as a musical organic whole and intended for 
Orthodox worship; its sole existence is as an instrumental rather than vocal work; the two-
piano version was the only way for the composer to hear his work, as a choral execution was 
unlikely. Either the quotation or paraphrasing of Znamenny chant is also continuously employed 
throughout. The example from the opening of the Liturgy, presents a single Znamenny-
like motive unadorned and unsupported. One is also immediately struck by the metrical 
irregularity produced by the constantly shifting time signatures breaking up the bar lines to 
give the impression of an unbroken flowing chant line [see again example 3, above]. The later 
appearances of the chant line in different voices each occupying its own tonal or modal region 
are then combined in different temporal layers with different note values [example 6]. The use of 
three-voice structures, as in his setting of the Cherubic Hymn, and the juxtaposition or layering 
of asynchronous lines results in a pungent heterophony, recalling the Russian Church’s early 
seventeenth-century troestrochnoe pienie in its display of discordant clashes [example 7]. 

13  On these composers, See Claudia Jensen, Musical Cultures in Seventeenth-Century Russia, (Bloomington: Indiana 
University Press, 2009).
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Example No. 6 – Showing Asynchronous Layering of Chant Line  
from the Third Antiphon “Во Царствии Твоем”.

Example No. 7 – Opening of the Cherubic Hymn.

On this issue of linear dissonance, in a later conversation with the composer he revealed 
his fascination with Georgian polyphony. Monophonic sections are also often treated fugally 
in imitative dissonant counterpoint. To further support liturgical performance, individual 
sections are linked by recurring motives, for example, besides the above-mentioned Alleluia, the 
bell-like Doxology, which are employed as unifying devices [example 8]. Korndorf also reveals 
his meticulous attention textual declamation. This brief excerpt from the credo (“Верую”) the 
adherence to speech rhythm resembles recitative [example 9]. 
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Example No. 8 – Recurrent Doxology figure “Слава Отцу…”

Example No. 9 – “Верую”.

By far the most notable unifying element in this work, however, is the constant use of 
tintinnabular effects from beginning to end, proof of the overwhelming influence of untuned 
Russian bells, - a passion for which the composer professed in a later interview. Those 
omnipresent sonic icons that infuse all Russian music – were heard for the first time since 
Revolution during the 1970s. His use of sustained bell-like pedal point throughout provides a 
modal fundament (a blagovest). This early experimentation with sonorous effects is a hallmark 
feature fully realized in later compositions like his watershed ritualistic Yarilo for solo-prepared 
piano and the choral work “Welcome” [example 10]. This brief excerpt from the end of the 
liturgy – “Буди имя Господне, благословенно от ныне и до века”/“Blessed be the name of 
the Lord, henceforth and for evermore”, in its three-fold statement, serves as an illustration. 
All told, Korndorf pays homage to Russia’s past by giving the work an historical foundation 
[example 11].
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Example No. 10 – Opening of “Yarilo” for solo prepared piano illustrating  
common use of pitch sets to create tintinabular effects.

Example No. 11 – “Буди имя Господне, благословенно от ныне и до века” (“Blessed be the name of the Lord, 
henceforth and for evermore)”.
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“Blessed	  be	  the	  name	  of	  the	  Lord,	  henceforth	  and	  for	  evermore”	  
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Example No. 11 (continued)

There are broader issues here. It is likely the composition of an Orthodox Divine Liturgy was 
not so much of an act of Christian devotion; Korndorf’s netlenka was an act of faith rooted in that 
Russian love of ritual, which for him would take the form of instrumental theater with ritual, 
theater and drama used synonymously. Works composed in the wake of the Liturgy appear 
idiosyncratic of his generation; they seem to bypass the previous epochs to peer beneath the 
Christian beliefs that have shaped Russian culture since the tenth century, laying bare Russia’s 
pre-Christian soul. For Korndorf and his peers, ritual/theatricality was the link to Russia’s 
past, and they used it to forge something new rooted in something primal; it was a form of 
spirituality that drew on ancient Russian precepts and lay outside the institution of the Russian 
Orthodox Church. 

More importantly, underscoring its significance for his maturation as a composer, Korndorf’s 
Divine Liturgy was an urtext for his later masterpieces; it underpinned those works written 
immediately afterward that established him as a composer of serious contention (Confessiones, 
1979) and continued to serve as a template for such later compositions as his Yarilo, the Triptych 
for cello and piano, the monumental Mahlerian Hymns II and III for symphony orchestra, 
and his String Quartet, and the above-mentioned Primitive Music for twelve saxophones, with 
their inherent ritual dramaturgy. All appear to have their genesis in this early musical essay in 
Orthodox sacred music composition. 

We will never know what Korndorf intended with this setting; he is no longer with us to 
ask, and he was inscrutable to the end. If the ritual elements embodied by these masterful 
compositions do indeed mark that aforementioned reawakening, then Korndorf succeeded in 
achieving a synthesis or a balance between the Christian and the pre-Christian, replete with 
those all-defining Russian elements, to create something truly rooted in the Russian soil. We 
can thus regard the subtitle of his Hymn No. III “A New Heaven”, not so much as that promised 
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to the Orthodox Christian believer in the Gospels but more to the transfigured Russian world 
of Rimsky-Korsakov’s Kitezh. At the same time, with this setting of the Divine Liturgy and the 
works that followed, Korndorf made strides in reestablishing the long lost organic relationship 
between liturgy and music, and in doing so a tradition-based sacred composition becomes the 
foundation for new things to come.  

JISOCM Vol. 1 (2014), 20-32
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Jaakko Olkinuora

Four Typological Images of Mary in the              
Hymnography for the Feast of the Entrance

Hymnographical texts often include references to biblical persons, places and events – references 
that are sometimes rather vague, at other times very clear. In the case of the feast of the Entrance 
of the Theotokos into the temple, the Εἰσόδια,1 these references are numerous since Mary is 
often seen as the fulfillment of the ancient prophesies presented in the Old Testament. This 
article consists of two parts: a more general overview of typology as an exegetical method 
applied in hymnography, and a more detailed description of some of the typological images of 
Mary in the hymns of the feast of the Entrance.

Exegetics2 in the field of Christian theology have been approached, to put it bluntly, from two 
directions. Probably because of the strong scholastic tendency, Western theology emphasizes 
archaeological-historical-philological research. On the other hand, the Eastern Orthodox 
Church has concentrated on patristic3 exegetics, which is an expression of the Orthodox way 
of considering exegesis as something that takes place inside the Christian community. In other 
words, the Scriptures can be interpreted only by living according to the principles of those 
same Scriptures.4  On account of the more “spiritual” character of Orthodox (read: patristic) 
exegetics, it has been often rejected by Western theologians as “unscientific” or “subjective”. 
However, as John Breck remarks, this kind of approach could contribute quite significantly to 
“scientific” exegesis.5

This dichotomy in biblical research has led to misunderstandings of the exegesis practiced 
by the Church Fathers. Orthodox exegetics, often strongly influenced by so-called “critical” 
exegetics, are still somehow in a quest for the patristic θεωρία6 as a method of interpreting the 
Scriptures. The Greek term θεωρία expresses more exactly what the Orthodox Church expects 
from her exegesis: an inner contemplation of the Scriptures rather than an “explanation” of 
them as the Greek term “exegetics” suggests.

Applying exegetical methods to hymnography

Because hymnography is written mainly by monastic authors, whose communities aim at living 
Christ’s example in its fullness, it constitutes exegesis in the full patristic meaning of the word. 
1  This is a feast that in the Orthodox Church belongs to the most important festal cycle of twelve great feasts and is 
celebrated on 21 November.
2  Exegetics is the field of research that concentrates on the Scriptures.
3  The term “patristic” itself is a disputed one. Some scholars limit it only to the years 100–451, the date of the Council 
of Chalcedon (see McGrath 1998, chapter 1), while some extend it to the Second Council of Nicaea (787). I have included even 
later church fathers in the patristic category, the most important of them being Gregory Palamas (1296–1359). This decision can 
be justified by the great importance of Gregory in later Orthodox thought.
4  Breck 2001, 31. In the experience of the Orthodox Church, a life conducted according to Christ is often combined 
with sanctity: this is why many of the great exegetes of the Church have been canonized as saints. The status of a saint also 
authorizes the exegetics of the person in question. This is very true also today, when believers ask for interpretations of the 
Bible from famous spiritual fathers in monasteries and parish churches.
5  Breck 2001, 30.
6  See Breck 2001, 30. Θεωρία is a term that has several meanings. A direct translation into English would be theory, 
but it also means “contemplation, a looking at”. The term was already used in ancient Greece (by Plato among others) with the 
meaning of observance and then understanding through consciousness. In the Eastern Orthodox tradition this inner “looking 
at” is often considered as beholding God.
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The exegetical methods used in hymnography are complex, and mix various times and places 
very efficiently, a matter that has often been underestimated in exegetical studies.  However, as 
Christian Hannick points out,

In hymnography, from the time of John of Damascus, and to a lesser extent from that of Sophronios of 
Jerusalem, the distinguishing features which set patristic homily apart from patristic scriptural commentary 
– namely, typology and allegory, which are far more than simply rhetorical devices – are developed and lead 
to an independent method of exegesis. Hymnography has its own rules, but it also adopts many taken from 
homiletics and develops them further. For the homily, a particular point in the liturgical proceedings was 
prescribed. Hymnography, on the other hand, includes without exception all biblical readings, and, using 
the format of the troparia and stichera to provide a commentary on individual verses of the psalms, applies a 
method which breaks down divisions between individual books of Scripture and between the Old and New 
Testament, in order to reconstruct the entirety of salvation history in relation to the telos, the teleiosis.7

In the case of Εἰσόδια, these individual books of Scripture also naturally include the 
Protoevangelium of James.8 In this way the hymnographers manage to compose a creative 
synthesis between the Old and New Testaments as well as the apocryphal text. In contrast to 
the dogmatic expressions of the Holy Ecumenical Councils, hymnographical expression often 
avoids closed dogmatic structures in order to offer its listeners a diverse image of the event it 
describes: the theological teaching of the hymns is an image with many different points of view.9 
However, this does not apply to all hymnographical repertoire: there are also some hymns that 
copy and repeat the strictly dogmatic content of the Holy Synods.10

Often in the hymnographical material, these exegetical references are presented in the form 
of a metaphor. Probably because of this, Leena Mari Peltomaa has concentrated in her extensive 
research into the images of the Theotokos in the Akathistos hymn on the study of metaphors.11 
Nevertheless, in my opinion, remaining too much on the philological level sometimes leads 
one to ignore to some extent the typological-allegorical (and thus “spiritual”) character of these 
metaphors.12 As Christian Hannick points out, “it should be borne in mind though that typology 
is only distantly related to metaphor”.13

As Hannick notes in the quotation above, the two traditional methods of exegetics both in 
the biblical and hymnographical fields of study are typology and allegory.14 Usually Orthodox 
hermeneutics are concerned more with typology than allegory, mainly because of the radical 
allegorical interpretations of Origen among others.15

As Bogdan B. Bucur points out, this strict division of typology and allegory is no longer 
tenable.16 The typological exegesis always includes also a spiritual dimension: the fathers in the 

7  Hannick 2005, 76.
8  The Protoevangelium of James (prot. Jas.) was written during the 2nd century, probably in about 145 AD. It includes 
the events previous to the infancy narratives of the Gospels of Matthew and Luke. Thus, it also includes a narrative for the birth 
and childhood of Mary. The prot. Jas. is the most important source for the Εἰσόδια. An introduction as well as a critical edition 
with a translation can be found for example in Strycker 1961.
9  See Seppälä 2010,  93.
10  This is often true in Theotokia, which express the Christological teaching of the Church with different dogmas 
created by the Synods. Theotokia, however, were added to the standard service books only in the second millennium. Earlier 
hymnography, especially kontakia, does not emphasize dogmatic expression, but rather a dramatic tension between the 
characters who participate in the event.
11  Peltomaa 2001.
12  Peltomaa has added as an appendix to her dissertation a theory of metaphors, which refers very infrequently to 
theological and patristic authors, taking into consideration that the study is very theological in its character. Despite this, the 
theory itself as a philological-philosophical study is helpful to the reader.
13  Hannick 2005, 73.
14  The French theologian and cardinal Jean Daniléou especially promoted a clear distinction between these two 
interpretative methods (See Daniléou 1950). By typology we usually mean interpreting biblical events stressing connections 
between historical facts, i.e., persons, events and places of the Old Testament, with their parallels in the New Testament which 
are considered as their fulfilment. Allegory, on the other hand, is searching for more symbolic or “hidden” meanings of Old 
Testament phenomena, claiming that the real meaning is deeper than a connection with a New Testament event.
15  Breck 2001, 23. Origen, though a renowned theologian in his time, was later considered a heretic because of his 
dubious promotion of the teaching of the apokatastasis, the final reconciliation of all men with God.
16  Bucur 2007, 106.
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school of Antioch merely wanted to emphasize that the essential meaning of the event has to be 
grounded in the historical event itself. In addition to the historical typos the fathers also included 
theoria, a spiritual view of typology. Bucur correctly points out that the term ‘typology’, as we 
often understand it, is “a 19th century coinage and the allegory-typology distinction reflects 
the agenda of modern patristic scholars rather than the mind of patristic authors”. He later 
suggests that typology in patristic thought is a species of allegory.17 Christian Hannick adds 
that typology “is very frequently used” and it “gives an insight into the exegetical methods of 
mediaeval Byzantium”.18

Hannick is very correct in remarking that typology as an exegetical method does not merely 
mean mentioning an Old Testament event as a mere protyposis, or foreshadowing of the New 
Testament person or event. Sometimes typological terms can be connected to several cases 
instead of a single Old Testament case.19 Bucur shares Hannick’s thinking concerning this 
diversity of typology. He points out that “Christian exegetes are reading the Scriptures in the 
light of Christ as much as they are reading Christ in the light of the Scriptures”.20 By this I 
understand that the relationship in typology between the typos and antitypos is more cyclical 
and dynamic than linear and static. This view is supported by John Breck’s statement:

The unilateral movement from past to future or from earth to heaven represents only part of the story. Most 
importantly, it must be understood that typology involves a double movement: from past to future, but also 
from the future to the past. That is, within the type the antitype or archetype is already proleptically present, 
present by anticipation, as in the formula “already but not yet (in fullness)”.21

This dynamic typological movement, together with the complex typological connections 
between several factors, in my opinion tears down the strict division between allegory and 
typology in the traditional sense. Typology should be considered as a horizontal (historical), or 
sometimes even lateral (heaven-earth), allegory.22

Typological images of Mary in the hymnography of the Entrance

The feast of the Entrance is particularly interesting from the point of view of typology because 
of the typological elements on multiple levels. The whole feast, as I mentioned earlier, is based 
on the prot. Jas., a large typological “essay” in itself.  When we add the typological movement 
between the Theotokos and the Old Testament as well as later theology, a complex structure 
of different dimensions is apparent. In this article I concentrate on two biblical images of Mary 
(the dwelling-place of God, the sacrifice of humanity)23 and two cases in which Mary is a typos 
for later theological thinking (the type of monasticism, the type of the Eucharist).

The Theotokos, the dwelling-place of God

Because of the Jewish temple cult, which is very strongly present in the feast of the Εἰσόδια, the 
most important typology presented for the Theotokos in the hymnography of the feast refers 
to the Theotokos as the place where God lived: the living temple of God dwelt in the physical 
temple of God. The epithets describing the Theotokos as a dwelling-place of God, deriving 
17  Bucur 2007, 107–108.
18  Hannick 2005, 73.
19  Hannick 2005, 74–75.
20  Bucur 2007, 98. This view has become more and more popular in the field of patristic exegetics. Frances Young clearly 
states that typology, as we understand it today, is “a modern construct”. Young 2002, 152.
21  Breck 2001, 23.
22  A very interesting rhetorical method that emphasizes this cyclical typology is the use of the word Σήμερον. In the 
Entrance, the most famous Σήμερον chant is the Doxastikon of the Aposticha by Sergios Hagiopolites: Σήμερον τὰ στίφη 
τῶν πιστῶν συνελθόντα... As Fr Alexander Schmemann, one of the most important liturgical theologians of the 20th century, 
pointed out, today in the liturgical experience of the Church expresses the eschatological character of Christianity: the events 
we celebrate come present in this moment and time as well as space. (See Schmemann 1994, 39).
23  These types are also discussed by Clark Carlton in his article “The Temple that Held God” (2006).



mainly from the Old Testament, are various: most common ones are “ὁ ναὸς ὁ ἔμψυχος”, “ ἡ 
οὐράνιος σκηνή”, “κιβωτός”. In addition, the different epithets of the Theotokos, including 
perhaps the most famous ones “Παναγία” and “Ὑπεραγία”,24 offer an evident typological 
relationship to the “holy of holies”,  “τὰ τῶν ἁγίων ἅγια”,25 with “ἡ τῶν ἁγίων ἁγία”, used in 
hymnography.

The earliest clear references to the Theotokos as the temple of God are written by Proclus 
of Constantinople (sed. 434–46): “Ἡ Παρθένος οὐκ αὐτὴ θεός, ἀλλὰ Θεοῦ ναός.”26 He also 
contributes to hymnographical expressions by saying that “the Holy Spirit made the temple 
living”: “Τὸ δὲ Πνεύμα τὸ ἅγιον τὸν ναὸν ἐζῳoπλαστεῖ.”27 These statements by Proclus were 
provoked by the heresies of Nestorius. To prevent Nestorian ideas of Christ only growing up 
“in the flesh” in Mary’s womb, Proclus wanted to emphasize the eternal divinity of the second 
person by the expression “temple of God”, “Θεοῦ ναός”. As C. Clark Carlton points out, “by 
referring to the Virgin as the temple of God – not merely the temple of Christ’s humanity – 
Proclus had essentially co-opted the role that Christ’s humanity played in the drama of salvation 
and assigned it to Mary. (…) It is the Virgin, not the man Jesus, who is prepared by the Holy 
Spirit to be the dwelling place of God.”28 One could claim that drawing connections between 
the 5th century Proclus and later hymnography would be an exaggeration; however, Proclus’s 
homilies were among the most famous patristic homilies on the Theotokos.29

Many of these epithets of the Theotokos are used by Germanos I of Constantinople in his 
sermon on the Entrance.30 His homily includes the term “ὁ ναὸς ὁ ἔμψυχος”, used several times 
in the hymns.31 This is a term that had been used by several patristic authors.32 An interesting 
question is whether Germanos himself – as a hymnographer for many Marian feasts – composed 
any hymns for this particular feast. The textual styles of the homilies bear some resemblance 
to some of the hymns.33 Nevertheless, for lack of sufficient evidence, this idea remains merely 
a hypothesis.

Another important source for the patristic thought are the rubrics, especially the Biblical 
readings intended for each feast. The Old Testament readings for vespers of the Entrance differ 
from the standard pericopes for Marian feasts. The first reading (Ex. 40:15, 7, 9, 14, 28–29) speaks 
of the “Σκηνὴ τοῦ Μαρτυρίου,” the Tabernacle, and the second reading (Kings 3 8:1–11) the 
“Σκήνωμα τοῦ Μαρτυρίου,” another synonym for the Tabernacle. The Tabernacle is considered 
a type of the Theotokos, often referred to in the hymnography. The expressions “ἀμόλυντος 
σκηνή,34” “θεοχώρητος σκηνή,35” “οὐράνιος σκηνή” all express the typological relationship 
of the Theotokos with the Tabernacle, a typology also emphasized by Gregory Palamas in his 
homily on the Εἰσόδια.36 According to Gregory, Mary is the “Tabernacle of the Logos, made 
without hands” (“ἡ ἀχειροποίητος σκηνὴ τοῦ Λόγου”). He also calls her the “true Tabernacle 
of God” (“ἡ ὄντως τοῦ Θεοῦ σκηνή”), and the answer for this he expresses quite clearly:

24  Both terms meaning “most holy”.
25  A biblical expression for the holiest part of the Tabernacle and later of the Temple.
26  Constas 2003, 152.
27  Constas 2003, 47-48.
28  Carlton 2006, 121
29  Constas 2003, 57.
30  Τσάμη 2000, 34-48.
31  For example in the second sticheron kekragarion of the Great Vespers.
32  Gregory the Wonderworker (Homily no. 3, PG 10, 1177A), Epiphanios of Konstanteia (?) (Homily 5, PG 43, 496D), 
Modestos of Jerusalem (Εἰς τὴν Κοίμησιν τῆς Θεοτόκου 10, PG 86, 3301B), Iakobos Kokkinobaphetes (Λόγος 3, 10, PG 127, 
609A) and John Chrysostom (?) (Εἰς τὸν Εὐαγγελισμόν, PG 50, 796).
33  One of his most “hymnographical” homilies is the homily on the feast of the Annunciation. He uses a series of 
χαιρετισμοί, two dialogues between Gabriel and Mary and Mary and Joseph. He also uses the akrostichon.
34  The first sticheron of Aposticha in the Small Vespers.
35  Third ode of the second canon of Orthros, fourth troparion.
36  Τσάμη 2000, 70-142.
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Διὰ ταύτην ἄρα τοῦ Θεοῦ χωρίον ἔμπνουν ἐσομένην προορῶν, τὴν σκηνὴν ἐκείνην ἤγειρεν ὁ  Μωϋσῆς καὶ 
ταύτης ἕνεκα τὰ ἄδυτα ἐκεῖνα προητοίμασε καὶ τὰ ἐσόμενα ταύτῃ μαθὼν ὑπὸ Θεοῦ τῶν καθ᾽ὑπερβολὴν 
ὑπερεχόντων προσρημάτων ἠξίωσεν αὐτά, τὴν ἐκ πρώτης ὡς εἰπεῖν τριχὸς ἐξηλλαγμένην καὶ πάνθ᾽ 
ὑπερβάλλουσαν ἀξίαν ταύτης ἔργῳ τε καὶ λόγῳ τοῖς πᾶσι προδεικνύς.37

Gregory suggests that Moses built the Tabernacle (the typos) having in mind the Theotokos 
herself (the antitypos). Thus Theotokos was present also in the original typos, the Tabernacle, not full, 
but partly.

The reason that the Tabernacle held God inside it was the most holy object of the Jewish 
community, the Ark of the Covenant.38 The third troparion of the ninth ode of the Canon says: 
“Παραδόξως προδιετύπου Ἁγνή, ὁ Νόμος σε σκηνὴν καὶ θείαν στάμνον, Ξένην κιβωτόν.”39 
Also, in the hymns the Theotokos is often mentioned as the “living Ark”: “Ὡς ἐμψύχῳ Θεοῦ 
κιβωτῷ ψαυέτω μηδαμῶς χεὶρ ἀμυήτων”.40 This reference itself has a double typology for 
the Theotokos: she is both the living κιβωτός, carrying in herself the living Law, Christ, but 
also a typology for her virginity: as the Ark of the Covenant should not be touched,41 so shall 
the Virgin, the antitypos, not be touched (i.e., by destroying her virginity). The first Sticheron 
Kekragarion of the Great Vespers assures us that the Law living inside Theotokos really is 
Christ, the Logos: 

Σήμερον πιστοὶ χορεύσωμεν, ἐν ψαλμοῖς καὶ ὕμνοις, τῷ Κυρίῳ ᾄδοντες, τιμῶντες καὶ τὴν αὐτοῦ, 
ἡγιασμένην σκηνήν, τὴν ἔμψυχον κιβωτόν, τὴν τὸν ἀχώρητον Λόγον χωρήσασαν.42

In addition to hymnographical references to the Theotokos as the κιβωτός, it is common 
also in homilies. Proclus mentions this in her fifth homily on the Holy Virgin Theotokos:43 
“Προσκυνεῖται ἡ Μαρία ὅτι γέγονε μήτηρ καὶ δούλη καὶ νεφέλη καὶ θάλαμος καὶ κιβωτὸς 
τοῦ δεσπότου.44 “As Nicholas Constas summarizes, this typology is already present in the New 
Testament, where in the Gospel of Luke (1.39) the Visitation narrative is linked to 2 Kg. 6.2-11 
(table 1).45

Table 1
2 Kg. 6.9 Lk. 1.43 2 Kg. 6.11 Lk. 1. 56

Πῶς εἰσελεύσεται 
πρὸς μὲ ἡ κιβωτὸς 
τοῦ κυρίου;

Πόθεν μοι τοῦτο ἵνα 
ἔλθῃ ἡ μήτηρ τοῦ 
κυρίου μου πρὸς με;

καὶ ἐκάθισεν ἡ 
κιβωτὸς τοῦ Κυρίου 
εἰς οἶκον ᾿Αβεδδαρὰ 
τοῦ Γεθθαίου 
μῆνας τρεῖς.

Ἔμεινε δὲ Μαριὰμ 
σὺν αὐτῇ ὡσεὶ 
μῆνας τρεῖς

How can the Ark 
of the Lord come to 
me?

Why is this granted 
to me, that the Moth-
er of my Lord should 
come to me?

And the Ark of the 
Lord remained in 
the house of Abed-
dara the Gethite 
three months.

And Mary remained 
with her about three 
months.

37  “Because of this, foreseeing that she would become a living dwelling-place of God, Moses built the tabernacle and 
because of her prepared these altars, and knowing from God that these things would happen to her, he reckoned it correct to 
call her by the most awesome names and in that way showed to all beforehand in deeds and words the special and amazing 
value that she had already from her childhood.” Τσάμη 2000, 90.
38  The holiness of the Ark was dependent on the Tablets of Stone containing the Ten Commandments.
39  “In a strange manner the Law prescribes you, o Pure one, as the Tabernacle and the divine jar, the strange ark.”
40  From the Heirmos of the ninth ode of the Canon: “Let the hand of the uninitiated in no wise touch the living ark of 
God.”
41  1 Sam 6:6–7.
42  “Today let us believers dance with psalms and hymns chanting to the Lord, honouring also His sanctified Tabernacle, 
the living Ark, that fitted the unfitting Logos.”
43  Constas 2003, 262.
44  Mary is venerated for she became a mother, a servant, a cloud, a bridal chamber, and the ark of the Lord.
45  Constas 2003, 272.



Another linguistic evidence of this typology is, again, expressed in the events of the 
Annunciation.46 The Archangel Gabriel cried out to Mary: “Πνεῦμα Ἅγιον ἐπελεύσεται ἐπὶ 
σὲ καὶ δύναμις ὑψίστου ἐπισκιάσει σοι.47” (Lk. 1.35) This phrase has its correspondence in Ex. 
40:29: “ἐπεσκίαζεν ἐπ᾿ αὐτὴν ἡ νεφέλη καὶ δόξης Κυρίου ἐνεπλήσθη ἡ σκηνή.48”

The Theotokos, the example of monasticism

Today, the feast of the Entrance is particularly loved by monastic communities all over the 
world: monastics see the Theotokos as their example in the ascetic life. The Prot. Jas. uses only 
one sentence to describe the life the Theotokos led in the temple: “Ἦν δὲ Μαρία ἐν ναῷ Κυρίου 
ὡσεὶ περιστερὰ νεμομένη καὶ ἐλάμβανε τροφὴν ἐκ χειρὸς ἀγγέλου.”49 The presence of the 
“virgins of Israel” would suggest that there was a group of women living in celibacy inside 
the temple.50 Another narrative concerning the Entrance, the Gospel of Pseudo-Matthew,51 
dedicates a long passage describing the monastic way of life Mary led in the temple (chapter 
VI). The character of the narrative reminds one of the Synaxaria. The Theotokos defends her 
virginity in a monologue that resembles those from early narratives about martyrs: she gives 
a full theological account of her ascetic calling.52 The virtues mentioned in the text (prayers, 
vigils, humility, chanting, abstinence, virginity) are essential elements of the monastic way of 
life.53

The hymns do not include clear references to the Theotokos as a typos of monasticism, but 
Mary’s life acquires a monastic character in some expressions. For example, Mary lived in the 
temple to prepare herself to become a dwelling place of Jesus (“καὶ ἑτοιμάζου γενέσθαι τοῦ 
Ἰησοῦ οἰκητήριον54”). In monastic life, one prepares oneself to be ready to receive the grace of 
God in a fuller form. It is noteworthy that though Mary was chosen to become God’s Mother 
before all ages, she also needed this personal ascesis to prepare herself for the most important 
task ever entrusted to humankind. Theophylaktos of Achris suggests also another perspective 
for this need of education in the temple: Mary’s parents admitted that bringing the Theotokos 
up would be a task too difficult for them to fulfil.55

Mary’s entrance to the temple is also seen as a kind of monastic tonsure: “Τὰ τῆς νυμφεύσεως 
ἀπογράφονται θεῖα συμβόλαια.56” These “divine contracts” are also written while taking 
monastic vows, under which one commits oneself to become “a bride of Jesus”. Also, the 
spiritual matureness mentioned in the narrative of pseudo-Matthew, is confirmed in the canon: 
“Νηπιάζουσα σαρκί καὶ τελεία τῇ ψυχῇ.57”
46  Carlton 2006, 108.
47  “The Holy Spirit will come upon you, and the power of the Most High will overshadow you.”
48  “The cloud overshadowed it, and the tabernacle was filled with the glory of the Lord.”
49  And Mary was in the temple of the Lord as a dove that is nurtured: and she received food from the hand of an 
angel.
50  Most scholars suggest that, according to historical and archaeological evidence, there was no “monastic order” of 
virgins inside the temple. However, in early rabbinic literature there is a reference to virgins who lived and worked in the 
Temple of Jerusalem. The tradition is mentioned, for example, in the apocalypse of Baruch. Also in the Jewish haggadah 
litterature it is said that when the temple was destroyed, the virgins that had weaved its curtain threw themselves in the fire 
and were burnt to death (Seppälä 2010, 35).
51  Today it is believed that this text was written during the 8th or 9th century, while the older belief was that the text was 
found by Hieronymus (331/348-419) in a Hebrew MS and then translated into Latin by him. See Τσάμη 2000, 30.
52  These kinds of dialogues or monologues are found in many early narratives, for example the Acta of the Martyrs of 
Scillium (180, in Latin), the Acta of Maximilianus (295, in Latin), and the Martyrio of Konon (from the 3rd century, in Greek). 
The last of these especially has a more complex theological character in the dialogue.
53  Most of these virtues are also mentioned in the akolouthia of the Great Schema. The “Katechesis” of the service 
mentions “φιλαδελφίαν, ἡσυχίαν, ἐπιείκειαν, εὐλάβειαν, μελέτην τῶν θείων λογίων, ἀνάγνωσιν, τήρησιν καρδίας ἐκ 
ῥυπαρῶν λογισμῶν, ἐργασίαν τὴν κατὰ δύναμιν, ἐγκράτειαν, ὑπομονὴν μέχρι θανάτου.” (Ἀκολουθία 2003, 29).
54  Second apostichon.
55  “...ὁμολογοῦντες μέντοι καὶ ἄλλως ὑπὲρ αὐτοὺς εἶναι τὴν ἀνατροφὴν τῆς παιδός.” (Τσάμη 2000, 55.)
56  “The divine contracts of becoming a bride are written.” second canon, fifth ode, fourth troparion
57  “Child in flesh and perfect in spirit.” second canon, sixth ode, fifth troparion.
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In homiletics this monastic theme has understandably been most developed by Gregory 
Palamas – in order to support his hesychastic agenda. He reflects his own monastic life in the 
Theotokos. In the whole of homily 53, the most evident tendency is the promotion of the idea 
of θέωσις in Mary’s life in the temple. She achieved an extreme θέωσις, concretely fitting God 
into her, through an ascetic life. Palamas believes that Mary achieved a true θεωρία in the Holy 
of Holies (where, during the period of the second temple, there was no Ark of the Covenant). 
According to Gregory, “the carrier angel thus is clearly a symbol of the angelic life of the Virgin 
at this early age.”58 She received divine teachings directly from God, but also learnt by hearing 
the Scriptures read in the temple every Saturday: “She listened carefully and with a great 
attention both to those that Moses wrote and to those that other prophets found out, when the 
whole people gathered together every Saturday outside the temple.”59

Palamas lived centuries after the creation of the hymnographical material of the feast, so his 
thoughts clearly did not influence the hymnographers, but rather express the interpretation 
of the events during his time. However, his thinking concerning the Theotokos’s years in the 
temple is not unique. Already some early Church fathers, for example Gregory the Theologian, 
mention this preparation in the temple. Gregory uses the term “προκάθαρσις”.60

The Theotokos, the sacrifice of humanity

There is also another reason for the dwelling in the temple, mentioned also briefly in an earlier 
part of this article. The fourth sticheron Kekragarion of the Vespers of Nativity says: “Τὶ σοι 
προσενέγκωμεν Χριστέ, ὅτι ὤφθης ἐπὶ γῆς ὡς ἄνθρωπος δι’ ἡμᾶς; (--) ἡμεῖς δὲ Μητέρα 
Παρθένον.61” The Theotokos was a triple sacrifice: she was brought to the temple as a sign of 
gratitude on the part of her parents, but at the same time she was chosen in the eternal divine 
council to be the sacrifice of all humanity. In addition to this, she sacrificed herself to live in 
virginity for the rest of her life.62 Both the hymns and the homilies on this feast emphasize the 
fact that the Theotokos came to the temple consciously and herself took the decision to dwell 
there, thus answering positively God’s calling.

The background to this thinking is in the Prot. Jas. itself. This aspect of her dedication to 
virginity is well represented in the hymnography. An interesting typological reference is offered 
in the second troparion of the third ode of the canon for the forefeast: “Ζηλοῦσα τὴν πάλαι 
θεοφρόνως, ἡ Ἄννα εὐχὴν ἀποπληροῖ, καὶ σὲ προσανατίθεται, τῷ Ἱερῷ Πανάμωμε.63” Thus, 
theologically, Hannah is the typos of the Anna, the mother of the Theotokos, both offering their 
child to God.

This typology also helps us solve the problem of Mary as a sacrifice to the temple. According 
to the Levitical law, it was only allowed to sacrifice animals and plants, not men. However, one 
could vow a child to God and redeem the child back with a certain price (Lev. 27:1–8).64 Clearly, 
58  “Οὐκοῦν καὶ τῆς κατ᾽ἀγγέλους τῇ Παρθένῳ πολιτείας ἐν τούτῳ τῆς ἡλικίας ἐναργὲς δήπου σύμβολον ὁ 
διακομιστής.” Τσάμη 2000, 120.
59  “Ὡς δὲ καὶ τῶν Μωσῇ γεγραμμένων καὶ τῶν τοῖς ἄλλοις προφήταις έκπεφασμένων κατηκροᾶτο μετὰ συνέσεως 
ἀκροτάτης τοῦ λαοῦ παντὸς ἔξωθεν ἐκάστου Σαββάτου διεξιόντος καθ᾽ ἃ νενόμιστο.” Τσάμη 2000, 122.
60  Oratio 38:13 (PG 36, 325B).
61  “What should we offer to you, O Christ, for having become man for our sake? (--) We offer the Mother Virgin.”
62  See Carlton 2006, 113.
63  “Rivalling the ancient Hannah in a godly manner, Anna fulfilleth her vow and dedicateth thee to the sanctuary, O 
all-blameless Virgin.” (The name Hannah does not occur in the original Greek text, because the names Hannah and Anna 
are similar in biblical Greek). This is a part of a greater dependency between the two narratives: the birth and dedication of 
the Theotokos in the temple follows literarily a good deal of the narrative of the birth and dedication of Samuel (1 Sam 1-2), 
especially in the Septuagint. (Smid 1965, 39–40).
64  “And the Lord spoke to Moses, saying, 2 Speak to the children of Israel, and thou shalt say to them, Whosoever shall 
vow a vow as the valuation of his soul for the Lord, 3 the valuation of a male from twenty years old to sixty years old shall be 
his valuation shall be fifty didrachms of silver by the standard of the sanctuary. 4 And the valuation of a female shall be thirty 
didrachms. 5 And if it be from five years old to twenty, the valuation of a male shall be twenty didrachms, and of a female ten 
didrachms. 6 And from a month old to five years old, the valuation of a male shall be five didrachms, and of a female, three 



in this case, the vowing was a result of Anna and Joachim’s gratitude for the end of their long 
barrenness. The prot. Jas. mentions that Anna was the first one to dedicate the child to God, 
already before Joachim believed that his wife was pregnant.65

The hymnographic material has many references to the sacrifical character of Mary. She 
is called a “θυσία66” and a “θύμα,67” “προσφορά,68” “τριετίζουσα δάμαλις,69” “δῶρον.70” In 
particular, the second canon of the Orthros of the feast concentrates on the theme of sacrifice and 
includes the largest number of references to sacrificial terminology. However, in the homilies 
on the Entrance references to Mary’s sacrificial character are very few.

The narrative relationship of Prot. Jas. with the dedication of Samuel in the temple has been 
shown several times in this article. When Hannah dedicated Samuel, she also sacrificed a three-
year-old bull. However, when Joachim and Anna dedicated Mary, they did not bring any other 
sacrifices. Thus, the hymnography identifies Mary herself as the sacrifice that Hannah did: a 
three-year-old bull (“τριετίζουσα δάμαλις”). Thus, Mary is the sacrifice of the whole humanity, 
as the Nativity sticheron, quoted above, suggests.

The Theotokos, a prophecy of the Eucharist

MS Stavrou 109 includes a commentary on the Divine Liturgy with illustrations from the life 
of the Theotokos. It also includes a scene from the Entrance, where an angel feeds Mary during 
her stay in the Holy of the Holiest. Prot. Jas. mentions that the Theotokos received nurture from 
the hand of an angel:71 in the tradition of the Church, this angel is identified as the Archangel 
Gabriel, the same angel that later announced the birth of Jesus.72

The hymnographical references to this “heavenly bread” are numerous, and they often 
have eucharistic connotations. The third sticheron of the Ainoi says: “Ἐπουρανίῳ τραφεῖσα, 
Παρθένε ἄρτῳ πιστῶς, ἐν τῷ Ναῷ Κυρίου, ἀπεκύησας κόσμῳ, ζωῆς ἄρτον τὸν Λόγον.” The 
same expression, ἄρτος ζωῆς, is used in the canon of the preparation for the Holy Communion, 
more exactly in the first troparion of the first ode and the Theotokion of the third ode, where the 
Theotokos is told to be “ζωῆς τοῦ ἄρτου τράπεζα”. Also, the hymnography assures us that the 
angel that served Mary was Gabriel: “Τότε καὶ Γαβριὴλ ἀπεστάλη πρὸς σὲ τὴν πανάμωμον, 
τροφὴν κομίζων σοι” (Doxastikon of the Kekragaria).

The homilies do not mention very specifically any connection between the Theotokos’s 
food and the Holy Eucharist. However, many authors emphasize that what sustained her was 
not food from this world. Germanos tells us that Mary was “ἀμβροσίῳ τροφῇ δι᾽ ἀγγέλου 
τρεφομένη καὶ τοῦ θείου νέκταρος ποτιζομένη”. Ambrosia and nectar were considered food 
of gods in ancient Greek mythology,73 thus representing the immortal character of the Divine 
Eucharist.74 The clearest eucharistic reference, in my opinion, is by Theophylaktos of Achris. He 
emphasizes the meaning of the feast and its single events in the lives of the believers. Thus, he 

didrachms of silver. 7 And if from sixty year old and upward, if it be a male, his valuation shall be fifteen didrachms of silver, 
and if a female, ten didrachms. 8 And if the man be too poor for the valuation, he shall stand before the priest; and the priest 
shall value him: according to what the man who has vowed can afford, the priest shall value him.”
65  “ἐὰν γεννήσω εἴτε ἄρσενα εἴτε θήλειαν, προσάξω αὐτὸ δῶρον αὐτὼ Κυρίῳ τῷ Θεῷ μου, καὶ ἔσται λειτουργῶν 
αὐτῷ πάσας τὰς ἡμέρας τῆς ζωῆς αὐτοῦ.” (Prot. Jas. 4.1)
66  The first sticheron kekragarion of the Small Vespers.
67  The second sticheron kekragarion of the Small Vespers.
68  The first sticheron of the Lite.
69  Doxastikon of the Lite.
70  Second canon.
71  “Ἦν δὲ Μαριὰμ ἐν τῷ ναῷ Κυρίου ὡς περιστερὰ νεμομένη καὶ ἐλάμβανεν τροφὴν ἐκ χειρὸς ἀγγέλου.” (Prot. Jas. 
8.1)
72  Perhaps because of this, in the hymns there are several references to the Annunciation.
73  Homer, Iliad xiv.170.
74  For example, the expression of the first troparion of the first ode of the canon of the Holy Communion: “Ἄρτος ζωῆς 
αἰωνιζούσης...”
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presents the “heavenly aliment” as a model for the Holy Communion: “Οὕτω δὴ τραφείσῃ τῷ 
θείῳ ἄρτῳ καὶ μυστικῷ δι᾽ ἀγγέλου κομιζομένῳ καὶ διδομένῳ σοι, εἴπερ ἄγγελος Κυρίου ὁ 
ἱερεὺς καὶ λέγεται καὶ πιστεύεται.75”

Gregory Palamas also sees a biblical typology in the angel that served Mary. The Theotokos 
had to be served by the angels, not overshadowed by them like the Ark of the Covenant, because 
she is higher in honour than all the angels. Also, the angels had to be real, not golden statues as 
in the case of the Ark, because she is the true Ark.76

- - -
In this article, I have aimed at analysing and explaining briefly the biblical and patristic 

background of four typologies of Mary in the hymnography of the feast of the Entrance. 
However, the next step in studying hymnography is a more complete view of the character of 
the poetry. Thus far the study of hymnography has remained separated over different fields 
of study. Philologists approach it linguistically and artistically, theologians often patristically 
or biblically and musicologists from a musical point of view. However, hymnography as a 
discipline combines all of these features. A deep insight into the typological structures of the 
hymns, is nevertheless, a prerequisite for a fuller understanding of the structure of the text. 
That is why I believe that this kind of study is important to musicologists and even to church 
singers and composers. They are, after all, in the context of a divine service, responsible for the 
correct rendering of the text.
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Vesna Sara Peno

The Post-Byzantine Psaltic origin  
of the recent Serbian church chant 

During the difficult years in an enslaved Serbia under Turkish rule, there were no favourable 
circumstances for the development of the psaltic art, and neither can one talk about any 
centre of psaltic art, something that might have been for the Serbs what the Great Church 
of Constantinople was for the Greeks. This tragic situation reached its zenith approximately 
during the late 17th and early 18th centuries; in other words, during the period of the great 
migrations, when the Serbs, led by Patriarch Arsenije III Čarnojević, having abandoned their 
ancestral dwellings in Kosovo-Metohija and Southern Serbia, began to settle in Austria in the 
regions north of the Sava and Danube Rivers. The fact that the majority of the priests and 
monks were illiterate and that among them there were very few who learned the psaltic art, can 
perhaps give us a better picture of the spiritual and political situation during that time.

Church music was learnt only orally, and one can speak hardly at all about musical training 
during this period. For example, the Serbian MSS located in libraries having a direct relationship 
with the practice of the psaltic art are chiefly codices consisting of specific anthologies – 
collections of the necessary liturgical hymns for a psaltis, with no documentation of the melody 
in any form of musical notation.1

On account of the lack of musical MSS, we cannot be sure which genre of ecclesiastical 
melody the Serbians brought with them to the cities of Sremski Karlovci, Szentendre, Komoran 
etc., or to the newly founded monasteries of Fruška Gora, which under the new circumstances 
would become centres for a renaissance of Serbian spirituality. The opinions of the first scholars 
of Serbian church music disagree when it comes to the origins of ecclesiastical melody before 
and just after the period of the great migrations. The majority of them, correctly, supported 
the idea that church music before the 18th century derived from the Byzantine tradition, with 
certain special characteristics deriving from the use of the Church Slavonic language.2 There 
existed also, nevertheless, the baseless opinion that before the uprooting there was a special 
Serbian melodic tradition, which one might have heard in Serbian churches and monasteries, 
since the so called Srbulje – liturgical books written in an older Serbian form of the Church 
Slavonic language – were used. However, later, and rather more analytical, studies of later 
Serbian church music proved its close relationship with the melodic tradition that was recorded 
using the New Method, something that confirms precisely the present author’s opinion that we 
are dealing with a unified Orthodox psaltic tradition.3

1 See: Весна Сара Пено, ”Појачки зборници из времена туркократије” in: Појачки зборници у српским рукописним 
ризницама од 15. до 19. века, doctoral dissertation defended in 2008 in the Philosophical Faculty in Belgrade (unpublished), 
179–202. 
2 See Весна Сара Пено, О пореклу новијег српског црквеног појања, „Мокрањац“, 2, Београд 2000, 36–48.
3 See Vesna Sara Peno, ”The Tonal Foundations of Serbian Church Chant”, Acta Musicae Byzantinae, III, Iaşi 2001, 
21–29; eadem, ”Stichira melodies in new Serbian and Greek chanting based on Octoëchos” in: Theorie und Geschichte der 
Monodie, Internationale Konferenz, hrsg. Maria Pischlöger, Oesterreichiesche Byzantinische Gesellschaft und Institut für 
Musikwissenschaft der Universität Wien, Wien 2001, 24–42; eadem, ”О напеву у православном црквеном појању – прилог 
типологији црквених напева”, Музикологија, 3, Београд 2003, 219–234; eadem, ”О мелодији божићног кондака трећег гласа 
’Дјева днес’”, Зборник Матице српске за сценске уметности и музику, 32–33, Нови Сад 2005, 25–42; eadem, ”Православно 
појање на Балкану у 19. веку – на примерима српске и грчке традиције”, Master’s thesis supported in 2000 in the Academy 
of Arts in Novi Sad (unpublished).
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The indisputable contribution of Greek teachers to the formation of Serbian psaltic music 
is confirmed by the surviving information concerning the first organized schools of Byzantine 
music, as well as from the Greek musical codices preserved in several places in Serbia, which 
were, as I shall demonstrate, certainly also used on the analogia by Serbian psaltai.

Greek teachers among the Serbs

The first step towards a musical education of the Serbian psaltai was taken by Metropolitan 
Moses Petrović (1677-1730), who founded a school of church music in Belgrade. In this school, 
the post-Byzantine tradition and late Byzantine musical notation was taught to the Serbs by 
someone called Gerasimos, Nikolaos Logiates from Thessaloniki, and a Konstantinos, of whom 
we know only that he was a priest from Constantinople.4

As a teacher in the same school, during the fourth decade of the same century, lessons in 
psaltic music were given by the Vatopedian monk Anatolios, who came with two assistants5 at 
the request of a Serbian metropolitan, Vikentije Jovanović (1744-1780).6 Anatolios, according to 
the contract that he signed, took over the duty of teaching his students not only the reading of 
musical notation, but also writing down melodies by ear, something that certainly requires a 
high level of knowledge of psaltic art and musical training.7

The contract referred to earlier has, unfortunately, not been preserved. There exists 
nevertheless information that in this contract are listed all the musical books that this Vatopedian 
protopsaltes took with him to use as teaching material. These books were meant, in the main, to 
be used by beginner students.8

The use of Greek language and Greek hymns, composed by post-Byzantine musicians, in the 
divine services of the Serbian Church in the region of the Metropolitan Diocese of Karlovci, as 
well as in other Serbian regions, especially after the closing of the Patriarchate of Peć in 1766, 
when the episcopal thrones were held by Phanariot bishops, was established not only by many 
Greek singers, monks and laymen, but also by the Serbian bishops themselves. It has long 
been known that there was cooperation between Metropolitan Seraphim of Bosnia, of Greek 
origin, and Petros Peloponnesios, on the translation of the Greek Anastasimatarion in Church 
Slavonic.9

An especially important role in the strengthening of the psaltic art, and the efforts to ensure 
sufficient education for the Serbian clergy, was played by the bishop of Belgrade, previously of 
Buda, Dionysije Popović, also of Greek origin.10 In his house, in Buda, he organized a clerical 
school in which he himself taught music. His biographer, Petros Romes, notes, amongst other 

4 Димитрије Руварац, Мојсије Петровић, митрополит београдски, Споменик Српске краљевске академије XXXIV, 
(1898), 123. 
5 We know that the name of one of the assistants was Ioasaf. See Светозар Матић, Две културно –историске белешке, 
Гласник Историјског друштва у Новом Саду IX, (1936), 180. 
6 Patriarch Arsenije IV (Ivanović) wrote in 1745 concerning the plea of Metropolitan Vikentije that he probably sent 
to the abbot of Vatopedi. See Живојин Станковић, Грађа за историју српског православног црквеног појања – Грчка школа и 
карловачко појање, Православна мисао XXIII, 27, (1980), 56. 
7 S. Matić refers to a part of the MS as “duties”. The MS belonged to the Serbian National Library (no. 1294) until the 
bombings in 1941 and it must have been signed by psaltes Anatolios after taking over the duties of teacher of Psaltic art in the 
school founded by Metropolitan Moses Petrović. See op. cit.
8 See op. cit.
9 See D. Stefanović – M. Velimirović, ”Peter Lampadarios and Metropolitan Serafim of Bosnia”, Studies in Eastern Chant 
I, London 1966, 67–88. 
10 In the biography of bishop Dionisije that was written by Peter the Roman, a priest in the town of Szentendre in 
Hungary, it is mentioned that the widowed young priest Demetrios was tonsured a monk in the monastery of Vatopedi, from 
where he left for Wallachia. The Ecumenical Patriarch shortly consecrated him as a bishop. He became the metropolitan of 
Belgrade in 1875, while before that he had accepted to the episcopal see of Buda Stefan Stratimirović.  He remained there as 
bishop from 1791 to 1828. See Животоописаніе Діон√сіа отъ Поповића православногъ епіскопа будимскогъ, списано 
Петромъ Римскій, Србскій Лhтописъ за годину 1857, частъ I, (Будим 1857), 65–83; Д. Е. Стефановић, Аутобиографија 
Петра Римског 1800–1874, Свеске Матице српске, Грађа и прилози за културну и друштвену историју 2, (1986), 5–35. 
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things, that the bishop, even though he was Greek, disliked those Greek psaltai that chanted 
nasally and slowly. In his presence one had to chant quietly and clearly, always with the text of 
the prayer as priority.11 There is no exact information as to how this learned bishop taught his 
students, but it is logical to assume that he used musical MSS that were preserved among many 
other books of his personal collection.12

The awareness of the significance of the education of future Serbian clergy lead the bishop in 
question to attempt to print the Anastasimatarion for the needs of Serbian ecclesiastical schools. 
He recommended personally to the Serbian Metropolitan Stefan Stratimirović (1790-1837) the 
Romanian hieromonk Macarie, who already had begun in Wallachia the publication of the 
book The ecclesiastical melody according to the Typikon of Constantinople in the Wallachian language.13 
Even if Stratimirović was not opposed to this idea, he never supported it economically, with 
the result that Serbian psaltai did not then have access to a printed version of this important 
handbook of psaltic art.

The fact of the importance of the influence of Greek psaltai in the regions where Serbs lived 
during their later history is also visible in the fact that the divine services of the Serbian Church 
were sung in Serbian and Greek. The famous Serbian historian of the 19th century, Jovan Rajić, 
writes as follows: “Greek psalmody is so widespread that you rarely hear the Serbian”.14

Together with the Greek teachers, the first Serbian psaltai-teachers known by name in the 
ecclesiastical school of Sremski Karlovci also began to gain musical experience. Archimandrite 
Dimitrije Krestić (1762-1843) taught church music in the clerical school of Sremski Karlovci 
from its founding in 1794. He himself, however, learned music from the “Greek sweet-voiced 
teacher in Banovci” when he was a novice in the monastery of Krušedol.15

Dimitrije was accepted in this position by the abbot of the monastery of Jazak, Dionisije 
Čupić (1775–1843 or 1845),16 who was renowned among his students and the psaltai of Karlovci 
for his knowledge of the melismatic genre, which makes up the largest part of the contents of 
the handwritten music books that were originally found in the libraries of the monasteries of 
the former Vojna Kraina and today’s Vojvodina.17

Finally, it is known that with the coming of Phanariot bishops to the Serbian bishops’ 
sees after the Serbian Patriarchate ceased to exist, the Serbian Church adopted the practice of 
bilingual services. Liturgical hymns such as the Cheroubikon, the Axion estin, the Koinonikon, 
the Polychronismos of the bishop and other settings of psalms with stichera from Vespers and 
Matins, as well as the Kekragaria, the Pasapnoaria etc. were sung in Greek until the eighth 
decade of the 19th century in the regions that belonged to the jurisdiction of the Ecumenical 
Patriarchate.18 The certainty that the Serbian psaltai, especially those who sang in cathedrals, 
knew the parts of the services in question not only in Church Slavonic, but also in Greek, is 
attested to by the Greek codices that have survived.

11 Животоописаніе Діон√сіа отъ Поповића, op. cit, 76. 
12 The inventory of the estate of Dionisije Popović happened one year after his death. His personal collection of books is 
today part of the Museum of the Orthodox Church of Serbia in Szentendre in Hungary.
13 T. Moisescu, Prolegomene Bizantine, Bucuresti 1985, 119–120.
14 Rajić, when he speaks about Greek or Serbian melodies, probably means particularly the language of the hymnography, 
and not a separate Greek or Serbian style of singing. See Рајић, Историји катихисиса православних Србаља у цесарским 
државама, Панчево 1794, 22. 
15 See А. Поповић, Српско народно црквено пјеније, Календар Српске православне епархије Бачке, Нови Сад 1944, 97. 
16 See app. no. 1.
17 See А. Поповић, op. cit, 99. 
18 The 19th century Serbian singers Gavrilo Boljarić and Nikola Tajšanović, music teachers in Sarajevo, were planning to 
publish a collection of Greek psaltic music, which, as they mention, is especially interesting when compared with Greek music. 
Unfortunately they were not able to complete their plans. See Г. Бољарић и Н. Тајшановић, Српско православно пјеније по 
карловачком старом начину, св. II, Leipzig 1887, IV. It is known that Serbian psaltai from the region of Niš until lately chanted 
the Paschal troparion during Pascha in two languages - Greek and Church Slavonic, to the same melody. See Л. Богдановић, 
Српско православно пјеније карловачко, Српски Сион 15, (1893), 231–269. 
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The musical MSS of the 18th century in Serbian archives

Besides the library of the Hilandar monastery, in which there is an important collection of 
musical MSS, psaltic books are today preserved in the Library of the Serbian Patriarchate (LSB), 
the Museum of the Church of Serbia (MCS), the library of the Gymnasium in Sremski Karlovci 
(LGSK), the collection of Matica Srpska in Novi Sad (MS), in the Archives of the National Library 
of Serbia (ANLS) and the Serbian Academy of Sciences and Arts (ASASA), in the Library of the 
Musicological Institute of the Serbian Academy (LMI) and the Museum of the Church of Serbia 
in Szentendre (Hungary) (MCSSA).

In these archives, with the exception of the Musicological Institute of the Serbian Academy, 
there are recorded fourteen MSS, probably written in the second half of the 18th century.19 Most 
of the MSS are anthologies (eight), two are Sticheraria-Doxastaria and one an Heirmologion 
containing the melodies of Petros Peloponnesios. Three codices, because of their diverse contents, 
are of special interest, and that is why I shall discuss these further. They are collections that 
present, on the one hand, the previously mentioned Slavonic collections of the most important 
hymns from the services, and, on the other, musical anthologies with selected examples of 
ecclesiastical melodies from various services.

Certain MSS contain signed names of authors and dates. In others one can find only the 
year when the work was finished, with no signature. The author of musical MS no. 49 from the 
Monastery of Dečani, the collection of which today is located in the Serbian National Library, 
is John Hatzi-Christodoulos, the first kanonarch in Larisa. He himself informed future users of 
the MS of his work and identity.20

The dates of another five MSS are certainly known. Music book MP I of the National Library 
in Belgrade, of which the owners, according to an epigraph, were Hieromonk Vikentije (f. 84v) 
and someone called Simon, who signed on the last page (f. 114r), was finished in June 1780.21 
The writer of four codices, belonging to the collection Bishop Dionisije Popović was Demetrios 
Kyrianides. This professional psaltes, who lived in Pest, composed for the Heirmologion, 
Sticherarion and Anastasimatarion (during the last decade of 18th century, more exactly the 
years 1793–1794 and probably after the commission from Bishop Dionisije), the heirmological 
and sticheraric melodies that were necessary for daily and festal services, as well as liturgical 
and other hymns that are included in the Anthologies.22

Analysis of the notation and research on the composers of the hymns lead to the conclusion 
that the rest of the music books also, on which there is no information that would provide an 
exact dating, were written during the 18th century. Nevertheless, the notes about their owners 
and users show that they were also later used by Serbs.

In the Anthology today found in the Grujić collection in the Museum of the Church of Serbia 
(no. 42) together with the Hilandarian Sava, who signed in 1815, and in the notes from 1835 
and 1836, are mentioned Kyprian, Metropolitan Stefan Stratimirović and Gerasim Mihailović, 
oikonomos of the monastery of Vrdnik in Fruška Gora.

To hieromonk Gerasim belonged also a very beautiful book of Stichologia with musical 
examples, preserved today in the Library of the Gymnasium in Sremski Karlovci (no. III). 
Notes concerning its owner are found on the opening (unnumbered) page: “This book belongs

19 See the table in appendix no. 2.
20 The note is on f. 124. See appendix no. 3
21 The note is on f. 108v: propisasõ s`Ø v lhto wxa mca f$n`a.
22 This particular author left identical notes in Greek in all three MSS: MCSSA II, f. 16v, AD 1793; MCSSA III, f. 136r, AD 
1794; MCSSA IV, f. 162v, AD 1793; MCSSA V, f. 258v, AD 1794. The epigraph – in which only the title of the book and the year 
of writing differs in different MSS – is the following: “to. paro,n... ge,graptai kai, pe,raj pavr , e`mou/ dhmhtri,ou kurianh,dou 
tou/ tecqte,ntoj kai. anatrafe,ntoj en po,lei turna,bou th/j qetnali,aj))) evn po,lei pesti,aj th/j ouvgkari,aj diatri,vontoj 
kai. to, evpa,gkelma tou/ ya,lton evkei/se evxaskou/toj”.
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to Gerasim Mihailović, hieromonk of the M[onastery] of V[rdnik]1829. Monastery of Fruška 
Gora”.23

At the beginning of the 19th century the book of Stichologia (MS of the Serbian Academy no. 
421), containing in its second part melodies written in neumatic notation with Greek text, was 
used at the monastery of Visoki Dečani, and its owner was probably Hatzi-Zacharias, bishop of 
Raška-Prizren between 1819–1830, who in his old age stayed at the monastery, where he also 
died.24

Also interesting is the note in the collection no. 49 of Dečani of another monk of the same 
monastery, Hierodeacon Anania. In the year 1851 he was in Skopje serving for eight months at 
the church of the Holy Saviour, and one year at the church of the Theotokos. During his absence 
from the monastery, he studied next to Iordanes Hatzi-Konstantinović from Veles, while his 
music teacher was a certain Ignatios, also from Veles.25

Finally, the most recent note concerning the ownership of a music book, preserved today 
in the Library of the Patriarchate (no. 346) is from 1936. This particular Anthology was, as is 
mentioned at the beginning of the note, originally the property of Taše Tatarin and his son 
Nikola Hatzi-Popović from Niš. As an indication of commitment and friendship, the same book 
was given to the Serbian Patriarch Varnava by one Vukčević at Pascha of the same year.

It remains unknown if amongst the codices preserved there are also individual collections 
that were used during the time of the Vatopedian teacher Anatolios at the first school of psaltic 
art, even if some of the music books belonged to his personal library, for which, as mentioned 
above, there is information that it was bought as a whole.26 However, as far as the majority of 
MSS is concerned, it can surely be concluded that they were used by Serbs, based as much on 
the earlier mentioned epigraphs as the bilingual text under the neumatic notation, or in the 
notes.

It has already been mentioned that without exception the codices are in Greek, but in 
some codices there is text under the musical notation also in Church Slavonic. In the codex 
that earlier belonged to the monastery of Dečani and is today in the Archives of the Serbian 
Academy, under the Koinonikon of Sunday, Aivnei/te to.n Ku.rion ήχος Δ΄, one finds the text of 
the Koinonikon of Nativity, Lu,trwsin avpe,steile in Church Slavonic. In the margin is written 
the text of the Koinonikon of Pascha, Sw/ma Cristou/ metala,bete.27 The melody of Chrysaphes 
for the Koinonikon Eivj mnhmo,sunon aivw,nion was used by a Serbian psaltes for the verse that is 
sung during Communion on feasts of the Theotokos. Under the Greek text he has also written 
the text Чашу спасе-није прииму име Господње призову (Poth,rion swthri,ou lh,yomai kai. to. 
o;noma Kuri,ou evpikale,somai), which he chanted to the melody that was known to him, also with 
the Greek text.

The chanter, who apparently knew both languages, composed also the Doxastarion (no. 
MP I 1). Even though the text under the musical symbols was originally written in Greek, 
something that indicates that during the copying he used the Greek prototype as a basis, certain 
parts and phonetic symbols, as well as certain entire hymns, he wrote either in Church Slavonic 
or in Greek but using the Cyrillic alphabet.28

Finally, in the musical Anthology (no. 364) of the library of the Patriarchate, a hymn on folios 
123v-124v has the text originally written in Church Slavonic, something that proves indisputably 
23 See Appendix no. 4.
24 This information is found in a folio added later to the MS.
25 The epigraph is in the lower margin, ff. 3-18.
26 Svetozar Matić mentions that in the agreement where the duties of Anatolios are documented there is also documented 
a catalogue of “psaltikia” that were bought by the same person for 386 florins, and this happened on account of the needs of 
the students. Matić did not copy the titles of these music books, from which we could have at least a fragmentary picture of 
the psaltic books that the Vatopedian monk used in his teaching. Unfortunately this important work was destroyed during the 
bombing of the National Library of Serbia. See Упор. С. Матић, Две културно – историске белешке, op. cit, 180. 
27  See ff. 50v-51r, 53v-54r; appendix no. 5.
28 See Appendix no. 6
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that this particular book too was used in surroundings in which there were bilingual services.
Also of interest are the MSS no. 421 in the Archives of the Serbian Academy, and no. III in the 

Gymnasium of Karlovci, in which we decipher two groups.29 Together with various liturgical 
texts without musical notation in Church Slavonic, there are also selected notated hymns, as 
placed in the usual repertoire of musical anthologies.

Also interesting is the fact that, as regards both text and also musical notation, the contents 
of the above mentioned MSS is in general the same. Both collections begin with the Stichologia 
of Great Vespers and, from the common texts there are the idiomela in each mode: stichera, 
kathismata, kontakia, stichoi of daily and festal services, polyeleoi, makarismoi and antiphons 
from the Liturgy, and doxastika from certain feasts.30

Another common characteristic of the MSS referred to is the mimetic writing of the verses 
of the Polyeleos Δούλοι Κύριον.31 The text of the hymn, now located in the collections of the 
library of the school in Karlovci, is written down in its entirety with repeated notes (and not 
with entire verses, as usually happens in the codices of this category); in other words it is 
written exactly as the melourgos chanted them. The fact that the scribe had in his mind a certain 
melody is also demonstrated by the inscription, πλ. Δ’, found at the beginning.32

In the parts of these MSS without musical notation, with the exception of the antiphons 
and the makarismoi, there are no other texts for the hymns that are chanted in the Divine 
Liturgy and that are found in the codices with musical notation. The first place is occupied by 
the Trisagion and its replacements for the feast of the Veneration of the Cross and the Great 
Feasts of the Lord, followed by the same order of Liturgy: the Alleluia after the Epistle,33 the 
Cherubikon,34 and the Koinonika Aivnei/te to.n Ku,rion35 and Eivj mnhmo,sunon aivw,nion.36 In addition, 
the parts of the Divine Liturgy of St Basil the Great that differ in their melodic characteristics in 
comparison to the parts of the Liturgy of St John Chrysostom, which is served more often, are 
notated: {Agioj({Agioj({Agioj( VAmh,n,37 Se. u`mnou/men and the Megalynaria of the Theotokos.

Two further demanding compositions from the technical point of view are found in particular 
MSS: Pa/sa pnoh. and :Anwqen oi` profh,tai. In the case of the collection no. 421 of the Serbian 
Academy, the Matins hymn is by Gazes, in the plagal 4th mode, while in the codex of the school 
of Karlović the setting is anonymous. The hymn :Anwqen oi` profh,tai in the grave mode is here 
attributed to John Koukouzeles, as it is in a great number of neumatic books.

In the rest of the MSS, both authors operate according to their personal needs. Thus, in codex 
no. 421, we find two more hymns for the Theotokos, of which one is without neumes, and the 
same is true of a short papadic melody at the end of the notated part of the book. The unknown 
author of the MS no. 3 of the school of Karlovci adds the liturgical hymn Ei;h to o;noma Kuri,ou 
euvloghme,non, a melismatic Δύναμις from the Trisagion, and then the Koinonikon Γεύσασθε 
with a Kratema, also with a melismatic prolongation of the notes, the Heirmos of Pascha~O 
a;ggloj evbo,a and the Megalynarion:Axion evsti.

29 See Appendices nos. 7 and 8
30 In the Stichologia of the school of Karlovci we find also Theotokia and Staurotheotokia, a Stichologia of the Gospel, 
Cheroubika to sung at the Liturgy of the Presanctified Gifts, the Liturgy of Great Thursday and Great Saturday, the Canon 
of Pascha and the stichera of the Matins of Pascha, as well as Prokeimena for the Polyeleoi of the feasts of the Serbian Saints 
Milutin, Stefan and Dečani, Savva and Simeon.
31 In the MSS: ASASA 421, ff. 42r–45r and LGSK 3, ff. 94r–99r. See Appendix no. 9
32 See Appendix no. 10
33 See MS ASASA 421, f. 49r.
34 In this particular codex on f. 49v there is a melismatic Cherubikon in the 4th mode composed by Anthimos. In f. 52r we 
find another version with fewer melodic progressions in plagal 1st mode, with no mention of the composer.
35 In the codex ASASA 421, f. 51r, the melody is in the 4th mode and the composition by Laskares, and in LGSK 3, f. 2v 
the same Koinonikon, Aivnei/te to.n Ku,rion, in varis mode, with no mention of the composer.
36 The Koinonikon Eivj mnhmo,sunon aivw/nion is located in the first MS f. 54r without martyriai, composed by Chrysaphes, 
while in the second MS f. 3r, it is in the 3rd mode with no information about the composer.
37 In the Library of the Gymnasium of Karlovci there are two versions, short and long.
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Like the other Orthodox peoples of the Balkans, the Serbs, both in their early and later 
history, followed Greek examples in matters ecclesiastical. The presence of psaltai from Mount 
Athos, Constantinople and Thessaloniki and their energetic work among the Serbs is proved by 
a small number of musical MSS of great value for the later history the psaltic art in Serbia, and 
they are essential sources of study for musicologists. It is a fact that very few Serbian musicians 
knew the complex rules of later Byzantine neumatic notation; nevertheless, it is certain that 
their talent and their psaltic mastery enabled them to learn from those before them and those 
contemporary with them, amongst whom there were also Greek teachers, and these passed 
on to later generations the unique monophonic melodies to the glory of the One God and His 
saints, which have come from different nations but have one common most important feature, 
an Orthodox baptism.

APPENDICES

APPENDIX no. 1

The abbot of the Monastery of Jazak, the psaltes Dionisije Čupić (1775–1843 or 1845).

 10 

Σν παξάξηεκα αξ. 1  
Ο εγνύκελνο ηεο Μνλήο Γηάδαθ, γλσζηόο ςάιηεο Γηνλύζηνο Σζνύπηηο (1775–1843 ή 1845) 
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APPENDIX no. 2

The musical MSS of the 18th century in Serbian archives

COLLECTION NUMBER OF 
THE CODEX

GENRE OF THE CODEX LANGUAGE

Museum of the Church of Serbia, 
collection of Radoslav Grujić

3 I 62 Stichologia-Anthology Greek

Museum of the Church of Serbia, 
collection of Radoslav Grujić

3 I 42 Anthology Greek

Library of the Gymnasium in Sremski 
Karlovci

3 Anthology + Stichologia Bilingual

Library of the Gymnasium in Sremski 
Karlovci

1 Anthology Greek

Collection of Matica Srpska in Novi 
Sad

MP I 1 Doxastarion Bilingual

Collection of Matica Srpska in Novi 
Sad

MP I 2 Anastasimatarion + 
Anthology

Greek

Archive of the Serbian Academy of 
Sciences and Arts

421 Stichologia + Anthology Bilingual

National Library of Serbia Decani no. 
49

Anthology Greek

Library of the Serbian Patriarchate 364 Anthology Greek

Museum of the Church of Serbia in 
Szentendre

I Anthology Greek

Museum of the Church of Serbia in 
Szentendre

II Heirmologion Greek

Museum of the Church of Serbia in 
Szentendre

III Doxastarion Greek

Museum of the Church of Serbia in 
Szentendre

IV Anthology Greek

Museum of the Church of Serbia in 
Szentendre

V Anthology Greek
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APPENDIX no. 3

MS no. 49 of the monastery of Dečani, today in the National Library in Belgrade

APPENDIX no. 4

MS no. III, Library of the Gymnasium in Sremski Karlovci

 12 

 
Σν παξάξηεκα αξ. 3:  
Υεηξόγξαθν αξ. 49 ηεο Μνλήο Νηέηζαλη, ζήκεξα ζηελ Δζληθή βηβιηζήθε ζην Βειηγξάδη 
 
 
 
 

 13 

 
Σν παξάξηεκα αξ. 4: 
Υεηξόγξαθν αξ. ΙΙΙ, Βηβιηνζήθε ηνπ Γπκλαζίνπ ζην ξέκζθη Κάξινβηζη 
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APPENDIX no. 5

MS no. 49 of the monastery of Dečani, today in the National Library in Belgrade

JISOCM Vol. 1 (2014), 43-57
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Σν παξάξηεκα αξ. 5:  
Υεηξόγξαθν αξ. 49 ηεο Μνλήο Νηέηζαλη, ζήκεξα ζηελ Δζληθή βηβιηζήθε ζην Βειηγξάδη 
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APPENDIX no. 6

MS from the collection of Matica Srpska, no. MP I 1 
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Σν παξάξηεκα αξ. 6:  
Υεηξόγξαθν ηεο ζπιινγήο ηεο Μάηηηζα ξπζθα, αξ. MP I 1 
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Σν παξάξηεκα αξ. 7:  
Υεηξόγξαθν αξ. 421 κηθηνύ ηύπνπ ηηρνινγία + Αλζνινγία ηεο  
εξβηθήο Αθαδεκίαο ησλ επηζηεκώλ θαη ηερλώλ 
 
 
 

 
 

APPENDIX no. 7

MS no. 421 of a mixed type Stichologia + Anthology from the Serbian Academy of sciences 
and arts
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 17 

Σν παξάξηεκα αξ. 8:  
Υεηξόγξαθν αξ. 3 κηθηνύ ηύπνπ ηηρνινγία + Αλζνινγία  
ηεο Βηβιηνζήθεο ηνπ Γπκλαζίνπ ζην ξέκζθη Κάξινβηζη 
 
 
 
 

 
 
 

APPENDIX no. 8

MS no. 3 of a mixed type Stichology + Anthology from the Library of the Gymnasium in 
Sremski Karlovci



APPENDIX no. 9

MS no. 421 of the Serbian Academy, melismatic presentation of the text of the Polyeleos 
Δούλοι Κύριον
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Σν παξάξηεκα αξ. 9:  
Υεηξόγξαθν αξ. 421 ηεο εξβηθήο Αθαδεκίαο,  
κειηζκαηηθή παξάζηαζε ηνπ θεηκέλνπ ηνπ πνιπειένπ Δούλοι Κύριον 
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APPENDIX no. 10

MS no. 3 of the Library of the Gymnasium in Sremski Karlovci, melismatic presentation of the 
text of the Polyeleos Δούλοι Κύριον
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Σν παξάξηεκα αξ. 10: 
Υεηξόγξαθν αξ. 3 ηεο Βηβιηνζήθεο ηνπ Γπκλαζίνπ ζην ξέκζθη Κάξινβηζη, 
κειηζκαηηθή παξάζηαζε ηνπ θεηκέλνπ ηνπ πνιπειένπ Δούλοι Κύριον 
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Σν παξάξηεκα αξ. 10: 
Υεηξόγξαθν αξ. 3 ηεο Βηβιηνζήθεο ηνπ Γπκλαζίνπ ζην ξέκζθη Κάξινβηζη, 
κειηζκαηηθή παξάζηαζε ηνπ θεηκέλνπ ηνπ πνιπειένπ Δούλοι Κύριον 
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Kristina Yapova has written what she describes as a set of “variations” on Boethius’s ideas, 
working through, firstly, the relationship between music and philosophy, then the question 
of allegory, “Sound and Ethos”, and finally, music and theology. Lest “variations” suggest a 
lack of seriousness in approach, the first thing to say about this publication is that it clearly 
demonstrates a very deep knowledge of Boethius’s work in general, the way in which it fits into 
the philosophical and educational context of the time, and it possible applications today.

The author states that, “This book does not strive to choose a polar position of its own, even 
less so to strike a middle way between extremes. It wants to bring up again the point as to how 
we can speak about music without losing it in the process of speaking.” Thus, using Boethius’s 
“tres esse musicas” as a foundation, she ranges over a very wide spectrum of philosophy, 
various writings about art, and theology. In situating her understanding of Boethius’s theme, 
she has fascinating observations to make, for example, on Joseph Dyer’s discussion of Musica as 
part of the mediaeval system of knowledge, taking the context further back to Plato’s Timaeus, 
and in a short space taking it forward again to the baroque.

A thought-provoking chapter on Boethius and Leibniz (a “double variation”) hints at the later 
chapter on theology, but first there is the discussion on “Sound and Ethos” (Ἤχος and ἤθος), 
which brings the discussion in a more concrete fashion to touch on the idea of the Octoechos. 
The final chapter, “Musical Theology: The Ellipsis that is Needed” is a very personal journey 
through theology as music – “Musical is the theology that understands music as a way of 
putting on Christ”. Though the sources on which Yapova draws are predominantly western 
(Balthasar, Kierkegaard, Leibniz…), Lossky does make an appearance. Her last chapter in 
particular contains many phrases that might serve as a motto for anyone teaching the theology 
of church music: “If music is the sonic revealing of the Logos, and if this revealing is achieved 
in hearing, then musical knowledge will be musical only when it is theological.” Yapova’s text 
certainly assists in understanding that revelation.

The full text is published in Bulgarian, and there is an extended summary in English.

       Ivan Moody
       University of Eastern Finland

Звук у етос. Вариации върху тема от 
Боеций.
by Kristina Yapova (Кристина Япова), Институт за 
Изледбане на Искуствата, Софиа 2011. 
ISBN 978-954-8594-27-1 336pp (including abridged English 
version)

Though his writings are unlikely to appear to any great extent 
on any curriculum of music theory today, the historical influence 
of Boethius’s De institutione musica can hardly be overestimated, 
especially in terms of its importance for the mediaeval Latin 
West. His work became fundamental to the curriculum of the 
time, whereas in the Greek East there was at least some sense

of a direct connection with the theory of the ancient world, even though the exact degree to 
which there was continuity continues to be a matter of dispute.

Journal of the International Society for Orthodox Church Music
Vol. 1 (2014), Section II: Reviews, p. 58

http://www.isocm.com/journal-vol01

http://www.isocm.com/journal-vol01


JISOCM Vol. 1 (2014), Section II: Reviews, pp. 59–61

59

 Among the latter, the Romanian musicologist, Nicolae Gheorghiţă (b. 1971), has recently gained 
an enviable place as author of articles in international academic periodicals and proceedings. 
Gheorghiţă may have completed his graduate and post-graduate studies in his native Romania, 
but he has broadened his experience by pursuing further studies in Greece, England, and Russia. 
His engagement with Byzantine chant has been supported by his fluency in Greek and Slavonic 
languages, for the vast bulk of relevant manuscripts are written in these languages.

Gheorghiţă’s latest publication is a collection of 14 articles (published or to be published) 
written in English, save for two (which are, nonetheless, translations of English ones). Despite 
his main emphasis on Byzantine chant, Gheorghiţă has included chapters on Byzantine and 
post-Byzantine secular music in Romania, since secular songs were often written by the cantors 
themselves. Before proceeding any further, a word should be said about the term Byzantine in 
this context. Although the Byzantine Empire ceased to exist after the Fall of Constantinople to 
the Ottoman Turks (1453), certain facets of Byzantine civilization (such as music) continued to 
be cultivated either within the former empire or outside its frontiers, particularly in neighboring 
lands professing the same religious denomination (that is Christian Orthodox). Among these 
lands, Romania, and specifically Moldavia and the Wallachia regions, two of the three main 
provinces of the former Danubian Principalities, occupy a conspicuous place. 

Immediately following the dissolution of the Byzantine Empire, Greek cantors (and other 
intellectuals) found a safe refuge in the principalities and brought along with them a number of 
musical manuscripts. These manuscripts were deposited in monasteries (e.g. Putna monastery 
of Moldavia) and meticulously copied by Romanian monks in huge and decorous collections. 
From the 16th century onwards, Romanian cantors began to compose along these lines by writing 
either in Greek or Slavonic (the official ecclesiastical language of the Balkans and Russia) and 
(later) Romanian. The Greek element in Romania was reinforced in the 18th century, following 
the appointment of Phanariot Greeks (that is Greeks from the Phanar district of Istanbul, seat of 
the Ecumenical Patriarchate) as rulers of Moldavia and Wallachia. Until the end of the Phanariot 
era in Romania (1821), the official church music was Byzantine chant, and even secular music 
was mainly written in Byzantine notation1.  

Gheorghiţă’s book seeks to explore this period (15th to 19th century) by touching on various 
aspects of Byzantine chant’s cultivation and evolution in the Romanian lands. He does not 
follow a chronological order, but organizes his material in three large thematic unities, history, 

1  On the musical activity of the Phanariots, see John Plemmenos, “Musical Encounters at the Greek Courts of Jassy and 
Bucharest in the Eighteenth Century”, Greece and the Balkans: identities, perceptions and cultural encounters since the Enlightenment, 
Dimitris Tziovas (ed.), Ashgate 2003, pp. 179-191, and idem, Ottoman Minority Musics: The Case of 18th-century Greek Phanariots, 
LAP Lambert Academic Publishing 2010.

Byzantine Chant between         
Constantinople and the Danubian 
Principalities
by Nicolae Gheorghiţă, Studies in Byzantine Musicology 
editura Sophia, Bucharest 2010, VIII+256 pp.

A book on Byzantine chant written in English is always welcome 
by the international “family” of Byzantine musicologists, for 
such an enterprise is a rather rare event. If one excludes the great 
“hierophants” of the past (e.g. Egon Wellesz, Jǿrgen Raasted), 
very few scholars worldwide are presently engaged in writing on 
Byzantine chant for an English-speaking audience (e.g. Dimitri 
Conomos, Alexander Lingas). 
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biography, and theory, without naming them as such. Consequently, the first two chapters 
(“Byzantine Chant in the Romanian Principalities during the Phanariot Period (1711–1821)” 
and “Secular Music at the Romanian Courts during the Phanariot Epoch (1711–1821)”) belong 
to the first category. The first chapter discusses three facets of Byzantine chant in Romania: 
a) the liturgical language employed by Romanian composers, b) the education of cantors in 
the Romanian lands, and c) the “canonicity” of Romanian ecclesiastical music. The second 
chapter touches on two musical genres cultivated at the Phanariot courts: the Ottoman military 
band (mehter-hane) and its variation (tabl-hane), and popular music played mainly by the Roms 
(Gypsies). Gheorghiţă’s main contribution is the English translation of Romanian writers on 
the music of the period. In the same category, one may include a chapter on music education of 
Byzantine chant in Romanian universities in the 20th century. 

Two lesser-known Greek composers are discussed in the following five chapters (dealing with 
biography), Nikephoros Kantouniares (c. 1770–1830) and Dionysios Photeinos (c. 1777–1821). 
Both composers belong to the social class of “adopted” Phanariots, for they came from the Greek 
province and rose to prominence by way of their education and connections. Life histories have 
been considered essential to Ethnomusicology, and may exemplify certain otherwise vague 
cultural processes2. Kantouniares came from Chios island, moved to Istanbul at an early age, 
was ordained archdeacon in Damascus (Syria), and finally settled in Moldavia (Jassy), where 
he established a music school, and produced a number of musical manuscripts. Photeinos is 
the author of an Anastasimatarion (Resurrection hymns according to the eight modes) that was 
popular during his lifetime and became the pattern for its Romanian counterpart by Anton Pan 
(his pupil and the principal Romanian musical figure of the 19th century). Apart from discussing 
the surviving copies of Photeinos’ Anastasimatarion, Gheorghiţă enters into various structural 
aspects of the contents, such as their melodic formulae and modulations.

The third and last category of Gheorghiţă’s book contains chapters concerning theoretical 
issues, such as various types of Greek musical treatises, aspects of the so-called Callophonic 
genre (of florid and improvisatory nature), the structure of Communion hymns for Sunday, and 
the transcription (exegesis) of certain genres of Byzantine chant from the old to the new notation. 
Among the musical treatises, a special place in Romanian manuscripts has been reserved for the 
so-called Nouthesia or Advise to the pupils by the Greek cantor and composer, Chresaphes the 
Younger (17th century). The treatise was copied by various scribes, and was finally transferred 
to the reformed Byzantine notation in 1821 by a Romanian cantor, thus becoming a model for 
comparison of the old and new notation. In the chapter on the Callophonic genre, Gheorghiţă, 
focusing on a single Romanian source from the early-19th century, surveys the treatment of the 
text of a Communion hymn and the techniques of transcription of certain symbols (neumes) to 
the new notation. 

Gheorghiţă’s examination of the structure of the Communion hymn has resulted into some 
interesting discoveries, such as the changes affecting the three parts of the hymn during the 
post-Byzantine period (which he divides into three stages): the main text (“Praise the Lord from 
the heaven…”), the so-called teretisma (nonsense syllables, such as te, re, re), and the refrain 
“Alleluia”. While, in the first stage (1453–1670), the latter part (Alleluia) used to occupy the 
lion’s share of the hymn, and was closely followed by an extensive teretisma, in the second stage 
(1670-1730), it began to be shorter, and, in the third stage (1730–1821), ended as the shortest part 
at the expense of the main text. Finally, as to the transcription from the old notation, Gheorghiţă 
analyses certain symbols as they appear in melodic formulae in a selected repertoire of Byzantine 
chant. 

The book is full of pictures and illustrations, either from travelers’ books or musical 
manuscripts, as well as examples of musical notation (transcribed by the author). It is also 
2  See, for example, Tullia Magrini, “Repertories and identities of a musician from Crete”, EOL EthnomusicologyOnLine 
peer-reviewed multimedia e-journal, 1997, 3.



rich in footnotes (or endnotes) and bibliography, while an index of names and technical terms 
appears at the end. Although the chapters have kept their original form of publication (thus 
lacking in homogeneity), and often overlap with one another, they nonetheless constitute a 
repository of scholastic and meticulous scholarship on Byzantine chant. The same can be said 
with regard to the use of Greek terms, which, despite some misspellings and missaccentuation, 
reveal the author’s range of knowledge and education. Thus, Gheorghiţă with his painstaking 
exploration of this period has managed to fill a gap in Byzantine musicology with reference to 
Byzantine chant in Romania.

       John Plemmenos
       Academy of Athens
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