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The number of Eastern Slavic mediaeval and early modern chant manuscripts that are at this
moment known to exist in Finnish public repositories is 44. Of these, the Library of the Valamo
Monastery in Heindvesi hosts 31 items, the Orthodox Church Museum in Kuopio nine items,
and the National Library of Finland in Helsinki four items.? One of the latter-mentioned is a
volume classified as Great Feasts, or Prazdniki in the original Church Slavonic.? The objective
of the present paper is to provide a description of this chant manuscript (from here on referred
to as O-51) together with remarks regarding its musical content and, in particular, its relation
to some other chant sources.

GREAT FEASTS AS A TYPE OF CHANT BOOK

As a chant book type, Great Feasts came into being towards the beginning of the 17* century.*
It contains a selection of hymns for the twelve great feasts of the Lord and Theotokos, which are
the Nativity of the Theotokos (8 September), the Exaltation of the Holy Cross (14 September),
the Entrance of the Theotokos (21 November), the Nativity of Christ (25 December), Theophany

1 The article is based on research financed by the Kone Foundation.

2 A catalogue of liturgical music manuscripts of the Valamo collection, covering materials from the 17 to the mid-
20* century, has been compiled by Pyrré (Pyrrd, Romanos, Valamon luostarin historiallinen nuottimateriaali. Osa 1.
Kasikirjoitukset. 2004). Six of the nine items in the Orthodox Church Museum have been described by Gardner (Gardner,
Johann von, “Altrussische Notenhandschriften des orthodoxen Kirchenmuseums in Kuopio [Finnland],” Die Welt der Slaven 17
[1] [1972]: 225-236; “Altrussische Neumen-Handschriften des orthodoxen Kirchenmuseums in Kuopio [Finnland],” Die Welt
der Slaven 18 [1973]: 101-120). Widnas (Widnéds, Maria, “La collection des manuscrits de la Section Slave de la Bibliotheque
Universitaire de Helsinki,” Miscellanea Bibliographica 11 [1971]: 128) lists four manuscripts of the National Library of this kind;
two of them, however, are fragments of two folios each. None of these have been previously studied in detail.

3 The number of the manuscript is SL.Ms.O-51.1. It has been catalogued under the heading «IlepkoBHble KHUTTI»
with the following title: «IIpazauuku. Hotsr 18-ro Beka», i.e., “Great Feasts. Music of the 18" century.” (Spackstein, Liisa,
Csodmwuil kamanoz: Caassickue pyxonucu u uacmuuie apxugvl Hayuonarvnoii 6udruomexu @unasnouu, Helsinki: Kansalliskirjasto
Kasikirjoituskokoelmat, <http://urn.fi/URN:NBN:fi-fe2014100345049>, 2007, 19). In the manuscript itself (on the extra folio
inserted before f. 1) there is a modern pencil inscription with the same information, with the addition “(cenT-4ex)” which
erroneously suggests that the volume would be limited to feasts of September, October, and December. No more precise
dating is provided.

4 BaxappuHa, Hmna, Pyccxue 0OozocaysxeOnvie nesueckue xnueu XVII-XIX eexos: Cunodarvnas mpaduyus. CaHKT-
ITerepOypr: Cankr-IletepOyprckas rocyjapcrseHHass kKoHcepsaTopust uM. H. A. Pumckoro-Kopcakosa & IletepGyprckoe
Bocrokoseaenue 2003, 71.
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(6 January), the Presentation of Christ (2 February), Annunciation (25 March), Palm Sunday, the
Ascension of Christ, Pentecost, the Transfiguration of Christ (6 August), and the Dormition of
the Theotokos (15 August). The majority (if not all) of the chants included in this type of chant
books represent the repertory known as Znamenny Chant.

Znamenny Chant covers a few sub-varieties, of which those that are most frequently written
in notation are formulaic in their construction, or, in other words, are effectively through-
composed and individual melodies of a considerable level of complexity, even though to a
significant extent they are made up of a recurrent collection of formulas. The formulaic sub-
varieties are known as Stolp, Great, Common, Put, and Demestvenny Chants, of which the
first two definitely employ different sets of characteristic formulas for each of the eight tones.
Common Chant refers to a set of established melodies that are used for certain hymns that
usually lack a designation of tone; in some cases, variants of these melodies are applied to
multiple texts.” For the Great Feasts chant books discussed in this paper, the bulk of the material
represents Stolp Chant. Common and Put’ Chants are present as isolated instances, whereas
Demestvenny and Great Chants are not found.

Nina Zahar'ina® describes three main varieties of the chant book Great Feasts. The short variety
is practically limited to stichera-doxastica for Great Vespers, i.e., hymns sung as conclusions for
chains of stichera after the doxology refrains “Glory to the Father, and to the Son, and to the
Holy Spirit/ bothnow and ever, and to the ages of ages. Amen.” The middle variety, represented
by the majority of manuscripts, additionally has stichera for the various sub-groups: typically
a full set of stichera kekragaria, and for stichera of the litia, aposticha, and on the praises there
is one sticheron and (at least one) doxasticon, and in some cases, a similar selection for Little
Vespers. The enhanced (or “full”) variety, which is atypical, may have all stichera of Little and
Great Vespers, magnifications, and versicles for the ninth ode of the canon.’

Until the last decades of the 17™ century, chant books in Russia were written exclusively
in neumatic notations. The prevailing type of notation is known as Stolp notation; the other
common varieties were the Demestvenny, and Put’ notation. In the mid-17* century, a reform
involving the revision of liturgical texts came into force, and in 1667, it was decreed that the
chant repertory was to be adapted to the revised texts. At the same time, the neumatic notation
was enhanced to allow the indication of pitches (a feature that had generally been lacking) by
means that would have allowed the printing of chant books in monochrome; thus far, they had
been copied by hand, and the pitch marks had required the use of cinnabar ink in addition
to black. While the printing of neumatic chant books would have been technically possible in
the 1680s, such books never materialized, and chants were still transmitted via manuscripts.
However, the neumatic notation was soon displaced by a form of staff notation, in Russia
known as Kievan square notation, which was probably the main vehicle of the transmission of
written chant even at the beginning of the 18™ century.?

5 For terminology that is not yet firmly established, see, e.g., Harri, Jopi, St. Petersburg Court Chant and the Tradition of
Eastern Slavic Church Singing. Annales Universitatis Turkuensis B 340. Turku: University of Turku 2011, 108, 111-112; I'puropres,
E. ITocobie no us8uenito yepkosrazo nrotis u umenis. VIsa. 2-e. Pura: Prokckas ['pebeHIIIKOBCKas cTapoodpsAdecKkas oOIIHa
2001, 50-51; Simmons, Nikita, “/Po ustavu’— According to the Typicon: The Rituals and Singing of the Russian Old Believers,”
Composing and Chanting in the Orthodox Church, ed. Ivan Moody and Maria Takala-Roszczenko, Jyvaskyla: Publications of the
International Society for Orthodox Church Music 2 / Publications of Orthodox Theology at the University of Joensuu 40 2009,
187-188. For “Common Chant,” introduced by Simmons (loc. cit.), Grigor'ev uses “HapounTsIit pacres”.

6 3axappuna 2003, 73, 72.

7 Stichera (sg. sticheron), magnifications, and canons are common genres of Byzantine hymnography. (The versicles
of the ninth ode are sung prior to the singing or reading the respective stanzas of the canon, which are repeated as necessary.)
In addition, the manuscript studied in this paper contains other hymns not mentioned by Zahar'ina in her classification, such
as troparia (sg. troparion), 9" heirmoi (heirmos) of the canon (sung as hymns to the Theotokos in the Divine Liturgy), and
koinonika (koinonikon) of the Liturgy.

8 See, e.g., Harri 2011, 51-55.
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PRINTED CHANT BOOKS

Whereas the first Eastern Slavic chant books, in square notation, were printed in 1700-09, this
took place in Lviv (present-day Ukraine), outside the jurisdiction of the Russian Church. In
Russia, preparations for printing chants in square notation were initiated in the mid-1760s, and
these came to fruition in 1772, when four titles— Oktoih (Octoechos), Prazdniki (Great Feasts),’
Obihod (in two volumes)," and Irmologij (Heirmologion, in two volumes)—came out. Of these
chant books, the Obihod contains a selection of common hymns (for Vigils, Liturgies, and some
sacramental services) in different chants, whereas the other books are practically limited to
Znamenny (mainly Stolp) chants.! These titles are customarily referred to as the Synodal chant
books.

According to the description by Bezsonov'? that is apparently based on first-hand sources, the
editions were typeset from single manuscripts written in square notation (rather than neumes!),
with the exception of the Obihod, which was a compilation that involved editorial work. The
selection of sources was entrusted on 24 July 1769 to a group of four church musicians, who
were assigned to search in various churches and other places for suitable manuscripts, “correct
all errors in them,” and then submit the result for typesetting. The task took them no more
than three days, which is not so unexpected given the probably sweltering weather in Moscow.
The consequence of this is that the chant content of the books is haphazard (or subjective) in a
certain sense. There was a preference for selecting source materials that were found good and
proper, but little if any systematic work was done in order to reach this goal. As for the Synodal
version of Great Feasts, which was then kept in print as such until 1888, Bezsonov mentions
that its source manuscript was found in the Dormition Cathedral (at Kreml).

The original kind of Synodal Prazdniki corresponds quite well to the middle variety of
Zahar'ina, as referred to above. The content is generally limited to stichera in Stolp Chant (and
to some closely-related hymns; in addition, there is the troparion of Theophany in Greek Chant),
and doxastica for Little Vespers are generally included (this does not apply to Annunciation,
Ascension, and Pentecost). There are also doxastica for the Ninth Hours for Nativity and
Theophany, and the doxasticon of praise for the Akathistos Saturday. Moreover, the feast of
Dormition constitutes an interesting exception in that unlike the other feasts in the book; it has
full sets of stichera for Little Vespers (kekragaria and aposticha)."”

The Synodal chant books of the original batch were revised in the 1880s, and the revisions
were in turn kept in print until the Revolution.'* As regards the Great Feasts," its content was
modified by both the addition and removal of material. The additions consist mainly of hymns
other than stichera, such as troparia and kontakia, magnifications, prokeimena, heirmoi of the
canon and versicles of the ninth ode, as well as Liturgy propers. On the other hand, the revised
book no longer has entries for the three feasts of the mobile cycle, insofar as Palm Sunday,
Ascension, and Pentecost were transferred to anew book, entitled Triod"'® (Triodion; the materials

9 Ipasonuxu, ciecmo usdpanroia, Ha I'ocnodcxia u bozopoduunvia Onu, cmixupol sHamennaze pocnrosda. Mocksa 1772.

10 O06ux00v 1epKo6HbLLIL HOMHAZ® NILHIA PASHLIXD POCcnTb666b. Mocksa 1772.

11 Harri 2011, 56-57, 59.

12 besconoss, Iletps, “Cyanba HOTHBIXD MbBUecKuxb KHUTL”, [Ipasocaastoe Obospronie Mait 1864: 51-53 & Itonn 1864:
92-98.

13 When some festal hymns are not found in a Great Feasts musical manuscript or publication, the standard interpretation

is that in the respective tradition they were sung to some other chant than the formulaic Znamenny Chant (likely phrasal
samoglasen chants, or, when these hymns are prosomoia, podoben chants, none of which require music), or from another
source. It is also possible that in practice some of them were read or omitted. As for stichera of Litia, the practice has been never
to sing more of them than needed in order to cover the clerical procession from the altar to the narthex, the minimum being
one sticheron and one or two doxastica (depending on the feast).

14 For a general description of the revision in English, see Harri 2011, 141-144.

15 E.g., IIpasonuxu HomHaze nivHia, CUproib H@MHbLA CASKOLL HA OHu dé8Hadecamvixb Tocnodckuxv u bozopoduunovixv
npasoHuked (Henodsuxnvixv). CankrreTepo8prs: CvHoaaabHaA TVITOTpadia 1900.

16 E.g., Tpiwdo Homnaze nronia nocmmaa u ysromuaa. CaHkretepo8prs: CvHogaabpHaa Tviiorpadia 1899.
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of the entries in that book were modelled in the same fashion as those of the revised Prazdniki).
At the same time, revisions were made to some chants, and the Dormition was supplemented
to incorporate full sets of stichera of litia, stichera aposticha and stichera of the praises. Even
though these modifications may have been necessitated by practical considerations (as it was
now possible to sing full services from a single book in Znamenny chant), this rendered the
books more remote from the traditions of the manuscript era.

Example 1. O-51, £. 4r, the beginning of Exaltation.
The heading in vyaz cites the date of the feast (14 September): “MBcans cenTemspia 14 a4HA".

As virtually no rivals whatsoever in easily readable notations have been published in more
recent times, despite all their possible weaknesses, the Synodal chant books still constitute a
de facto reference, especially to the Stolp variety of Znamenny Chant. Thus, when manuscripts
containing the same repertoire are studied, an implicit question arises: To what extent are the
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chants in the manuscript similar to those of the Synodal versions? Accordingly, in the research
for this paper, the music of O-51 was primarily compared to the Synodal sources, these being
the 1772 and 1900 editions of Prazdniki, the 1772 edition of Obihod, and the 1899 edition of
Triod’. In cases when counterparts of some hymns were not found in those chant books, or
there were significant differences in the chants, reference is made also to another Great Feasts
manuscript."”

GREAT FEASTS OF HELSINKI

According to the scanty information provided by Maria Widnds, the manuscript O-51 was
found in the East Karelian village “Maasjarvi” (the Russian toponym of which is MaSezero) on
23 September 1943, that is, during the Continuation War, by Lieutenant Eero Matilainen,'® after
which it apparently came into the possession of the library. Obviously the place of discovery
does not provide further clues as to where, when, and by whom the manuscript was copied, or
its vicissitudes in general.

The size of the cover of O-51 is 19.5 x 15.5 cm, the folio size is 19 x 15.1° The cover is hard and
made of textured black leather. There are 1 (unnumbered, added later) + 116 (numbered with
Arabic numerals drawn with pencil) + 5 (unnumbered) + 1 (added later) folios, totalling 123. Of
the numbered folios, 1-112r constitute the Great Feasts proper, 113r—114v contain music without
text (by reason of being unfinished), 115v contains music with text (a 19™-century addition),
and the others are either blank or contain scrawls and/or (mostly unreadable) inscriptions.
Folios 1-114 are furnished with 10 musical staves pre-drawn with grey ink. The music on 115v
has been written on five staves that were not pre-drawn but probably added by the scribe, all
in charcoal or pencil.

The current binding is impracticably tight, which hinders the reading and investigating of
the manuscript (at present, the item has not been filmed by the repository). The binding seems
to be considerably later than the manuscript; this can be inferred from the fact that at least
four folios are missing, and a few folios (1, 2, 13, 87, 88, 121) have been repaired with tissue.?
Otherwise, the item is in decent condition, and there are few signs of damage. This suggests
that the manuscript has hardly been used as a service book in church. Were the opposite true,
the pages would probably contain beeswax stains from candles, oil stains from lamps, as well
as annotations and markings as to what to chant and what to omit. On the other hand, the
manuscript shows certain signs of wear; it was possibly used as a reference, or for pedagogical
purposes.

Folios 1-114v are written in black and cinnabar ink, cinnabar being used for titles, rubrics and
initials, whereas the music and the rest of the lyrics are in black, the staff lines being grey. The
text type used for the main headings of each feast (actually indicated by dates, except for Palm
Sunday, Ascension, and Pentecost, which do not occur on fixed dates) is a moderately decorative
variety of vyaz,” without doubt by a professional. The remaining parts of the headings, as well as

17 This item is No. 451 of the main manuscript collection of the Trinity Lavra of St. Sergius, fond 304.I of the manuscript
department of the Russian State Library, Moscow (HMOP PI'G), from now on referred to as S-451 in this paper. It has been
catalogued as Great Feasts in staff notation from the 18" century, quarto, 351 ff., from f. 224 on with stichera of saints, that
is, of lesser feasts (Onucanie caassanckuxv pykonucei oudriomexu Ceamo-Tpouuioii Cepeiesoti Jaépvr. Mocksa 1878). In fact, the
customary Great Feasts section is concluded on f. 103 and followed by a Greek Chant Festal Orthros section with God is the
Lord, festal troparia, canon heirmoi and troparia, kontakia, versicles, and exaposteilaria, which extends to f. 223.

18 Widnas 1971, 128. There exist at least two villages of MaSezero in East Karelia. Because the northern MaSezero is in
the Belomorsky District that was not occupied by Finland during the war, it is more likely that the manuscript was discovered
in the southern MasSezero of the Prionezhsky District, not far from Petrozavodsk, if not elsewhere.

19 As measured by this author: the measures given by Widnaés (loc. cit.) are slightly different.
20 According to Widnés (loc. cit.), the manuscript was rebound in 1970.
21 Vyaz is a Cyrillic script type of ornate lettering used for titles and other inscriptions in books, icons, murals and

elsewhere, featuring narrow and superimposed letters and ligatures, usually also abbreviations. Some forms of vyaz can be
quite difficult to read; however, when the text is stretched by means of graphic software, reading often becomes easier.
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titles and rubrics, are written in 18"-century Russian poluustav.” The initials of the texts are not
hugely decorative. The texts themselves, in black, have been written in poluustav with features
of skoropis® and make relatively abundant use of abbreviations (titla),** which impede the fluent
reading of the hymn text. Whereas the non-sung texts are clean and their orthography is correct,
the sung texts, even though they are mostly free of errors, are written in a less precise manner.
Nevertheless, the overall realization of the manuscript suggests that in spite of certain defects,
itis a product of a scribe specialized in the copying of chant manuscripts, or a scriptorium with
several scribes, in which case these books would have been made as a batch production: one
scribe first writing the headings (in vyaz and poluustav, in cinnabar), then another writing the
music (in black), a third one the rubrics and initials (in cinnabar), and a fourth one finally the
remaining part of the texts. After that, the manuscript would have been bound and delivered
to the customer.

A further characteristic that hints at a certain carelessness or haste in the preparation of this
manuscript is the unsteady registration of syllables with the corresponding music. It also looks
as if the manuscript were partially unfinished. There are instances of missing text on ff. 40r (the
koinonikon of Nativity only has the red initial, whereas the alleluia at the end has been written
in full) and 70v (the koinonikon of Annunciation only has the initial). In a few cases there are
passages that appear to have been omitted at first in the music and afterwards inserted in the
margins (41r, 59r, 106v), as well as omitted passages that have not been corrected (31v, 94r),
or extraneous music placed afterwards in brackets (e.g., 34r), and one instance of reversed
passages, with a correction indicated in the margin (54r). Overall, the number of errors of this
kind is relatively small, and there are no insertions or other corrections made on loose slips
pasted from one end onto a staff as may be encountered in some chant manuscripts.

Perhaps of more interest in this respect are the folios 112v-114v. On the empty 112v, the
paper shows the normal staff lines (which were necessarily on the paper before the music was
written) with traces of notes that appear to have become transferred from some other sheet on
which the ink was still wet, but this must have taken place before the manuscript was finished
for binding. Then on 113r—v there is music that lacks text. On 113r there is additionally, in
cinnabar, the heading “other stichera in tone 4” and the initial “B”, and on the middle of 113v
the initial “G9”. Upon inspection it transpires that the music effectively reproduces what is on
f. 16r-v, these being the stichera kekragaria of the Entrance of the Theotokos. A similar case
is visible on f. 114, which reproduces music from f. 11, that is, of the Exaltation. Apparently
the scribe or scribes had multiple copies simultaneously in preparation, their page layouts
following an advance plan at least to some extent, but then a mistake was made which rendered
it unfeasible to finalize the music on ff. 113-114 and use it in another exemplar. Smaller signs of
haste or carelessness are visible on f. 1v where initials of a rubric and the text (two “I”s) from
the next page (f. 2r), and on f. 16r where the initial “T” of the previous page (f. 15v) have slightly
stained the pages. Probably the scribe in charge of the initials at first accidentally omitted the
letters, and they were added only after binding, and the book was closed before the ink had
been dry. The other initial on 15v has not transferred, quite likely because it was written at the
proper time.

A plausible reason for the output of this scribe or scriptorium being of lower standard than
what can be seen in some other chant manuscripts (especially when it comes to the notation)

22 Poluustav is the common “semi-uncial” text type originally used in Slavonic handwriting and later in typography from
the mid-14" to the 17™ century, and for liturgical texts, to this day. (E.g., Andreev, Aleksandr & Yuri Shardt & Nikita Simmons.
Church Slavonic Typography in Unicode. Unicode Technical Note #41. <http://www.unicode.org/notes/tn41/> 2015, 2-7.)
23 Skoropis (“swift writing”) is a Slavonic semi-cursive script that arose around the same time as poluustav. It was
mainly used in handwritten secular documents that were not distributed as copies, to be displaced by ordinary cursive in the
19" century. Nevertheless, sometimes skoropis was used in musical and other liturgical manuscripts in its pure form or mixed
with poluustav. (Idem.)
24 See, e.g., Andreev et al. 2015, 23-25, 84-94.
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is that they may have been able to provide their products at better prices or deliver them faster
than their competitors. Or they may have been active at a time when there was a peak in demand
for their merchandize.

PALAEOGRAPHICAL AND TEXTUAL FEATURES

In the textual palaeography, there are a few peculiarities; however, some of them are relatively
common in other chant manuscripts as well. In general, the correctness and purity of the
orthography was often considered to be of secondary importance: in musical documents it is
usual to omit punctuation and hyphens, and diacritics used to indicate word stress (this is also
the case for the original batch of Synodal chant books); contrary to that, the spiritus lenis on
vowels at the initial position is generally written, but in the Helsinki manuscript (and others)
there are occasional instances of it on non-initial vowels as well. When the spiritus is written
on a stressed initial vowel, it may appear with an acute accent. Other diacritics that indicate
abbreviated nomina sacra and other words appear as necessary: the abbreviation takes the
shape of titlo or vzmet, or a stylized superscript letter with or without pokrytie.> Sometimes an
abbreviation is not indicated, either by accident or on purpose (the final “p” and “»” are always
omitted if the word ends with some other abbreviation).

There is certain vacillation in the selection of letters with identical pronunciation: instead
of “&” (omega) the scribe may write “0” (and sometlmes vice versa), likewise instead of “&”
(a digraph consisting of “o” and “17”) there may be “G” (which is nonstandard in Slavonic),
instead of “v” there may be “n” (or “B”, according to pronunciation), instead of “¢” there may
be “e” (and vice versa), instead of “1a” there may be “A” (and vice versa). Fluctuation of “e”
and ”13” is less frequent. Sometimes there is confusion between “i” and “u”, for instance (f. 99r).
“Me mp¥ T A A koY I A& 4 und” (“To Peter and James and John”), whereas in post-1880s Synodal
chant book orthography this is spelled as “Ileorp¥ # {ikwgd i fw_in.wg” 2 In the rubrics,
the incipit “V ueias” (“And now [and ever ...]”) that signifies the second doxasticon is often
rendered as “fiink”, as can be seen in other manuscripts as well, inasmuch as the substitution of
“I1” with “1” saves some space.

There is a tendency to substitute the prepositions “Bp” and “cp” (which are pronounced
without a vowel sound) with “Bo” and “co” more frequently than is the case in the Synodal
orthography of Church Slavonic and in standard Russian. In Russian, this substitution is made:
1) before monosyllabic words that start with a consonant cluster, formed via a vowel reduction;
2) before words starting with a consonant cluster, the first consonant of which is the same as
that of the preposition; 3) in some idioms, and expressions in elevated or highly formal style.”
In the manuscript, there are instances diverging from the Synodal usage, such as “Bo 6panbxn”
(11r), “Bo xpamp” (161, 17v, 191, 221, 23V, 24r), “BO ACABXD” (27V), “co macTteipMu” (34r), “Bo
sBeprens” (351), to point out a few. This may be based on a local tradition or a consideration
that the forms are interchangeable, in which case those that render the pronunciation smoother
were preferred.

Otherwise the sung texts show occasional minor variation against the versions in printed text
editions (which had been relatively stable since the early 18" century). In this variation, which
can, incidentally, sometimes be encountered even in printed chant books approved by the
censorship, there are no systematic tendencies towards pre-reform text versions, even though
“Jesus” is in at least one place (f. 30r) indubitably written as “Ic8cp”,” when the reformed

25 See, e.g., Andreev et al. 2015, 21-25.

26 The standard spelling rule is that “i” is written, rather than when followed by a vowel of the same word. In
addition, “i” is used in Greek loanwords in place of iota or for a diphthong that is pronounced like iota, and in the word “mips”
(“world”) and its derivatives.

27 Pocenraz, Autmap. Cnpasouuk no npasontucanuto u cmuaucmuxe. <http://www.rosental-book.ru/>1997, §199.9.

28 There are other instances, but these involve some sort of abbreviation.
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spelling is “Imc8cp”, and in the first sticheron kekragarion of the Dormition, the pre-Reform
word “obpagoBanHaA” has been provided as an alternative for the reformed “6aarogatnaa” (f.
103v, both words bearing the meaning “full of grace”).

The musical notation in O-51 is typical square notation of the 18"-19" centuries. The only
clef used is the mid-line C clef, or alto clef, as is the case also in Synodal editions. The music
remains within the boundaries of the Church Gamut (“o6mxoansiit 3sykops1a”),” but there are
passages involving pitch mutations (known as spusk), in which flats on notes other than the
high B flat (usually the lower B flat, and E flat), and more rarely, sharps (C sharp and F sharp),
are introduced. In the Synodal Prazdniki of 1772, the same mutations involving flats are present,
but sharps are not used.”

The note values range from the whole note to the eighth note (which may be beamed), with
dots used for quarter and half notes, and more rarely, for whole notes. Unlike Synodal editions,
there is no separate sign for the final whole note; on the other hand, there does exist a dotted
half note with a small arch below, which would seem to correspond to a short fermata, perhaps
increasing the note value towards a whole note (this marking can be occasionally encountered
in other manuscripts as well, but the present author is unaware of it having been discussed
in the literature). As is usual for monodic chant documents written in square notation, there
are no rests or barlines except for a symbol used for the final barline.* In one hymn (f. 42v)
the notation incorporates the sign “©” (fita) which signifies the omission of an embellishment
known as a fita passage. There are no other notational signs.

The subsequently added music on 115v has been written in a slightly round variety of square
notation, other specimens of which the present author has encountered in various documents
of the 19" century. The lyrics are written in poluustav with certain letter shapes borrowed from
the Russian civil script (“M”, “2”, and most notably “s1”: a letter form introduced by Peter I in
1708 as a unification of “1a” and “a”, but which did not become established in formal Church
Slavonic orthography).

DATING THE HELSINKI MANUSCRIPT

The outward features of O-51 do not suggest a dating more precise than the 18" century. The
means for dating these materials are generally based on the manufacturing date of the paper
and/or the content of the manuscript. The present author’s search for traceable watermarks,
hindered by the circumstances (lack of proper facilities and support) in which the manuscript
was studied, was unsuccessful, and for that reason, the dating is based solely on the content.
There are no explicit dates or years written inside the book, but if there were, these would also
be unreliable, since there is little more one could infer from a date in a document than that said
document may very well have been in existence at that time.

For some Russian chant books, there exist indirect markers that can be used for dating a
manuscript. For Great Feasts, one of those is the eleventh versicle of the ninth ode of the canon
for the Presentation, if present. In O-51, this reads as follows: “O Christ the King of all, give
victories to your pious servant, our Tsar.”*

29 Le., g-a-b—cl-d1-el-fl-gl-al-bb1-c2-d2.

30 There are sharps on leading notes (C sharp and F sharp) in a few hymns in the 1772 edition of the Synodal Obihod,
as first remarked by Ioann Voznesenskij (Bosnecenckiit, Ioanas. O uyepkosriomv niviiu npasocaastoii I pexo-Pocciiickoii uepkeu:
Boavuiott u marvtii 3HamenHoli pocntves. Beimycks nepsoit. Vsa. Bropoe. Pura 1890, 42, footnote 1). In his interpretation, the
reason behind them was polyphonic performance practice. The sign used is of nonstandard shape, not appearing in manuscripts
(see, e.g., Obuxodv 1772, f. 363v-364r). For one reason or another, the sharps do not appear in subsequent editions.

31 Barlines came to be used as phrase separators in the revised Synodal chant books.

32 “& xpiort, sebyz uapn! noskam na spirn skpromd mroem¥ cadark, uapw niwemy, adpd.”
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Example 2. Versicle 11 of the ninth ode of the Presentation, f. 60v.

The key to the dating is the fact that the text of this versicle was modified according to the
monarch who was reigning at the time when the manuscript was copied. The official title of tsar
was introduced in 1547 by Ivan IV (the Terrible), who was previously known as the grand prince
(of Moscow). The title was then in use until 22 October 1721, when Peter I (the Great) declared
Russia an empire, assuming the title of emperor. Since then and until 1917, the monarchs were
either emperors or empresses, and were so referred to in this versicle. Peter I had ascended the
throne of Russia on 27 April 1682, but reigned jointly with Ivan V until the latter’s death on
29 January 1696. The two monarchs would have been reflected by the dual forms* employed
in the versicle. Thus, the date suggested for the manuscript is from 1696 to 1721. A thorough
examination of the paper may be able to refine the terminus post quem for a decade perhaps, but
such an investigation is hardly essential.**

THE CONTENTS

The manuscriptis a slightly enhanced representative of the middle variety of its kind (according
to Zahar’ina’s classification). The scope of stichera included corresponds to the middle variety.
This covers doxastica-kekragaria and doxastica-aposticha of Little Vespers; for Great Vespers
there are stichera kekragaria (depending on the feast, these number from four to nine with
doxastica included), stichera of the Litia (one sticheron and one or two doxastica; the total
number of these hymns appointed varies from four to nine), stichera aposticha (one sticheron
and one or two doxastica; the number appointed is four except for Nativity which has five),
and for Orthros there are the stichera after Psalm 50 (one sticheron of the feast, in some cases
preceded by a special versicle), and doxastica of praise (one or two; the other stichera of praise
that number from three to four are not present). In addition to the typical selection, there are
magnifications, versicles of the canon ninth ode, the ninth heirmoi, and koinonika. No hymns
of these latter groups are omitted.

The detailed hymn content for each feast is presented in the tables below. The column F.S
provides the folio and staff system numbers (1-10) of the beginning of each hymn (and in
some cases, also the end). The column Hymn gives genre and function. When present, the
tag LV refers to Little Vespers. If not otherwise indicated, the hymns belong to Great Vespers

33 “... wkpHHMA TROHMA cAS3eMA, UAPEMA HAWHMA, AApSH.”
34 The dating is the same for the Trinity Lavra S-451, in which, in addition to the versicle of Presentation on f. 58r which
shares its text with that of O-51, there is the troparion of the Exaltation on f. 113r with explicit reference to “our Orthodox Tsar

Peter” (“... noskam gasrordipnomd uapn ndwemd nérp¥ na conporriiknma a4pda ...”). A similar reference is made in the kontakion on
f. 115v.
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(or Compline) and Orthros (the services that are part of the All-Night Vigil) and to the Divine
Liturgy (in which one versicle and the ninth heirmos are sung as the hymn to the Theotokos®
after the Anaphora, and later the koinonikon). When applicable, the tone for each hymn is
generally indicated in the manuscript; the tables cite the correct tones even in the rare cases
when the designations are erroneous. The chants are not named in the manuscript with the
exception of some of the magnifications with the designation “Put”, even though almost all
of them represent this chant variety. In addition, there is one sticheron in Put’ Chant (without
designation). All the other chants belong to the common formulaic Znamenny Chant.

THE NATIVITY OF THE THEOTOKOS

TABLE 1.
E.S Incipit Hymn Tone
Ir.1 [AHech HelLA0AHAA BpaTa] ... eI0Ke 3eMHaA Kekragarion 4 6
1r.4 ZlHeCch BCEeMUPHBLA PaAOCTH Kekragarion 5 6
1v.9 | AHech HemA04HAA aHHA PAKAACTH Kekragarion 6 6
2r.8 | Hauaao Hamero criaceHia ... aBctBeHHO [the rest is | Sticheron of Litia 1 1
missing]

3r.1 [Beanuyaemsb] ... ABBO 1 UTEMD Magnification (Common) —
3r.3 | Beanuaems Ta mipecBaTas ABBO Magnification (Put’) —
3r.8 Beanuain a811e Moa HpecaaBHOe Versicle 1 of 9™ ode —
3r.10 | Beanuai1 a8ie Moa § HEI1040Be Versicle 2 of 9" ode —
3v.2 Yioxae marepeMb ABBCTBO Heirmos 9 (2" canon) 8
3v.6 | Yam8 cnaceHia opinm8 Koinonikon —

The manuscript lacks pages prior to the folio currently numbered as 1, and it is estimated
that two folios are missing. These would have contained the doxasticon-kekragarion and the
doxasticon-apostichon of Little Vespers, as well as three stichera kekragaria and the beginning
of the fourth sticheron of Great Vespers. There is another lacuna after £. 2, probably covering two
folios that would have contained the end of the first sticheron of the Litia, the doxasticon of the
Litia, the first sticheron apostichon and the doxasticon, and the beginning of the magnification
in Common Chant.

The number for unique kekragaria for this feast is six, of which the third and fourth sticheron
are sung twice.* The reason why there is no doxasticon-kekragarion is that it would duplicate
the first sticheron (“Anecs m>xe Ha pa38mubIxD”) that is missing (as is indicated in the rubric on f.
2r). Similarly, there is a rubric (f. 3r), according to which the sticheron after Psalm 50 duplicates
the fourth kekragarion, the beginning of which is not available. However, according to the
Menaion, the correct sticheron would be the second kekragarion (“Ceit aens rocnogens”). The
reason behind this discrepancy may be a local practice or a mistake.

This feast has two versicles of the ninth ode, the first of which is attached to the heirmos of
the second canon for the hymn to the Theotokos in the Liturgy. According to the rubric before
the heirmos (f. 3v), the doxasticon of praise duplicates the second kekragarion (which tallies
with the Menaion). The koinonikon does not incorporate the concluding Alleluia; instead, the
reader is asked to look for it at the end of the Nativity of Christ.

35 On Palm Sunday, there is no versicle for this hymn. The same applies to Pentecost according to the text edition of the
Pentecostarion, but in practice, versicles have been coined.
36 Kekragaria of Vespers (other than Little Vespers) for the twelve great feasts are attached to eight, or more rarely, ten,

psalm verses, depending on the feast. When the number of hymns is smaller, those that are to be repeated are indicated in the
Menaion (or for the mobile feasts, in Triodion/Pentecostarion).

21



JISOCM Vor. 2 (2016), 12-36

THE EXALTATION OF THE HOLY CROSS

TABLE 2.

E.S Incipit Hymn Tone
4r4 AHech caa®b KMBOTHBIN Doxasticon-kekragarion LV 6
5r.1 ZJlHech ApeBO ABMCA Doxasticon-apostichon LV 6
5r.9 Kpects Bo3aBrkae[Mb] Ha HEMB Kekragarion 1 6
6r.2 Moucen rpeao0pa3nu Kekragarion 2 6
6v.6 Kpecre npeuectHbIl Kekragarion 3 6
7r.10 ITpinaure BCy A3BIIILL Doxasticon-kekragarion 2
8v.1 JHech 1aKo BOMCTUHHS Sticheron of Litia 1 1
or.1 YecTHaro Kxpecra xpicre Doxasticon of Litia 4
9v.5 Paa8itca >KMBOHOCHBII KpecTe Apostichon 1 5
10r.9 Eroske agpesae Moucent Doxasticon-apostichon 8
10v.10 | Beangyaemd T4 KMBOAAaBYe XpicTe Magnification (Put’) —
11r.4 Kpecre xpicToBb XpicTians 8nioBaHie Sticheron after Ps. 50 6
11r.10 | Beanuan a811e MOA IIPEYECTHEII Versicle 1 of 9" ode —
11v.1 Beanygait a81mme MOA SKMBOTBOPAIIIAro Versicle 2 of 9" ode —
11v.3 ZHech IPOUCXOAUTD KPeCTh rOCIIOAEHD Doxasticon of praise 6
12r.7 /lHech HeIIPMKOCHOBEHHBIN Doxasticon of the Cross 8
13v.2 Tauus ecu boropoauirs pain Heirmos 9 (No. 1) 8
13v.7 3HaMeHacA Ha HaCh CBBTH Auiia Koinonikon —

The selection for Little and Great Vespers is standard. For Orthros there is the magnification
only in Put’ Chant, which is the case for the subsequent feasts also, the single exception being
Annunciation. The doxasticon of the Cross is sung at the conclusion of the elevation and
veneration of the Cross that takes place after the Great Doxology. The first versicle and the
ninth heirmos 1% are sung for the hymn to the Theotokos in Liturgy.

THE ENTRANCE OF THE THEOTOKOS

TABLE 3.
E.S Incipit Hymn Tone
14r.4 JaBuab IIpoBo3raalianie Doxasticon-kekragarion LV 8
14v.9 | CBBTH TA TPUCIAHHBIN Doxasticon-apostichon LV 2
15r.3 AHech BFPHIU AMKOBCTBSUMD Kekragarion 1 1
15v.1 | Anech xpaM’b 0A8IIEBACHHBIN Kekragarion 2 1
15v.9 TsI IpOPOKOBH ITpoHIOBBAaHIe Kekragarion 3 1
16r.8 BO CBATBIXH CBATaA Kekragarion 4 4
16v.6 OTpPOKOBUIIBI PAASIOIIECA Kekragarion 5 4
17r.4 Beceanca nipinmMu 3axapie Kekragarion 6 4
17v.4 Ilo poxxaecTBb TBOEMD Doxasticon-kekragarion 8
18r.8 Aa paa8erca aHech HeDO CBBIILIE Sticheron of Litia 1 1
19r.3 Bo3scia AeHb pagocTeHb Doxasticon of Litia 5
20r.7 PaaSerca HeOO u 3eMaa HeEGO SMHOe Apostichon 1 5
20v.10 | Auech cobopu BEPHEBIXD Doxasticon-apostichon 6
21v.8 | Beanyaem’b TA IIpeCBATaA ABBO Magnification (Put’) —
22r.2 AHech XpaMb 0ASIIeBAEHHBI Versicle after Ps. 50 2
22r.7 Jxech 60TOBMBCTUMELIL XpaMb Sticheron after Ps. 50 4
22v.6 | AHream BXxoxKAeHie ... Kako AbBa Versicle 1 of 9" ode —
22v.9 | AHream BXOXJeHie ... KaKO CO CAaBOIO Versicle 2 of 9" ode —
23r.2 AHream BXOXKA€eHie ... KaKO IIPecaaBHO Versicle 3 of 9" ode —
23r.5 Anreau 1 4eA0BBLIBI ... AKO CO CAAaBOIO Versicle 4 of 9" ode —
37 While this feast does not have two full canons, the ninth ode has hymns from the second canon.
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E.S Incipit Hymn Tone
23r.7 Anrean BxoxxaeHie ... Kako O0roSroaHo Versicle 5 of 9" ode —
23r.10 | AHreau B3pIrpamTe Versicle 6 of 9" ode —

Versicle 7 of 9" ode —
Versicle 8 of 9t ode —

23v.3 Anreau u 4ea0BBI1IbI ABBS TBCHMU
23v.6 Beanuaii ... npuseaeHHu81o

23v.9 | Beamnuyaii ... TpinmocracHaro Versicle 9 of 9" ode —
24r.1 Beanuaii ... TOpHIUXD BOMHCTBD Versicle 10 of 9" ode —
24r.4 ZlHech BO XpaM'b IIPUBOAUTCA Doxasticon of praise 2
24v.3 | TAkO 0a81meBaeHHOMS OOXKilo Heirmos 9 (1% canon) 4

The selection is standard. This feast has the versicle that is sung twice to the doxology refrains
after the reading of Psalm 50, prior to the sticheron. For the ninth ode of the canon there are
10 versicles, the first of which is used for the hymn to the Theotokos in Liturgy. There is no
koinonikon, since it is the same as on the Nativity of the Theotokos.

THE NATIVITY OF CHRIST

TABLE 4.
E.S Incipit Hymn Tone
25r.3 Cia raaroaeTsp iocnuen Doxasticon of First Hour 8
25v.9 Iecuee pITs Doxasticon of Third Hour | 3
26r.10 ITpinanre xpiCTOHOCHIN AI04ie Doxasticon of Sixth Hour |5
27r.5— JHech paxxgaeTca & ABBBI PSKOIO Doxasticon of Ninth Hour | 6
28r.5
29r4 ITpinanre Bo3paa8eMca rocnoAeBU Kekragarion 1 2
30r.3 T'ocrioa8 ic8c8 posKAIIISCA & CBATBLA ABBbBI Kekragarion 2 2
30r.9 ITapcTBO TBOE XpicTe DOKe Kekragarion 3 2
31r.3 Uto Tebe mpuHeceMb Xpicre Kekragarion 4 2
31v.6 ABI8cT8 eArHOHaYaAbCTBSIOITY Doxasticon-kekragarion 2
32r.9 Hebo u 3eMaa aHech Sticheron of Litia 1 1
33r.2 BoacBu mepcuacrin mapie Doxasticon of Litia 1 5
33v.3 Ank8I0TH aHreAu BCu Doxasticon of Litia 2 6
33v.10 Beaie u mpecaaBHOe 41040 Apostichon 1 2
34r.7 Beceanca iep8caanme Doxasticon-apostichon 1 4
351.7 Bo BepTelrs Bceanaca ecu Doxasticon-apostichon2 | 4
35v.9 Beanuaems ... IAOTIIO POXKAIIIArOCA Magnification (Put’) —
36r.3 Bcaueckas AHECH ... OTH ABBHI Versicle after Ps. 50 —
36r1.6 Czasa BD BLIIIHBIXD 00T Sticheron after Ps. 50 6
36v.3 Beanyaii ... ropHUXD BOMHCTBD Versicle 1 of 9t ode —
36v.6 Beamnuaii ... & a4BBwI Oora Versicle 2 of 9" ode —
36v.8 Beanuaii ... Bb BepTenb Versicle 3 of 9" ode —
36v.9 Beanuaii ... ® BOAXBOBbD Versicle 4 of 9" ode —
37r.1 Beanuaii ... § 385345bI Versicle 5 of 9" ode —
37r.2 Beanyaii ... yncr8io A5B8 Versicle 6 of 9" ode —
37r.5 Boacsu 1 nacteipie Versicle 7 of 9% ode —
37r.8 Anech ABbBa paxk4aeTh Versicle 8 of 9™ ode —
37r.9 ZHech BAaablKa PaXKAaeTCA Versicle 9 of 9" ode —
37v.1 ZlHech HacTeIpie BUAATD cIiaca Versicle 10 of 9t ode —
37v.3 ZHech Baaablka pSOUIIEM D Versicle 11 of 9" ode —
37v.5 ZlHech BcaKa TBaph BECEAUTCA Versicle 12 of 9* ode —
37v.7 HebecHbla cr1ab1 Versicle 13 of 9t ode —
37v.10 Beamnuaii ... TpinmocracHaro Versicle 14 of 9" ode —
38r.2 Beanuaii ... m36aBAbBIISIO Versicle 15 of 9 ode —
38r.4 Eraa Bpema Doxasticon of praise 1 6
39r.4 /lHech XpicTOCh Bb BueaeeMb Doxasticon of praise 2 2
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E.S Incipit Hymn Tone
39v.5 Awobutn 860 HaM'b Heirmos 9 (2™ canon) 1
40r.2 [130aBaenie] Aaana8ia Koinonikon —

Before the main section for the Nativity of Christ there is a smaller section (in the title of
which the vyaz script is not used) that incorporates doxastica for the Royal Hours, officiated
on the eve or on the preceding Friday (in the case that the feast falls on Sunday or Monday).
Of these doxastica, only that of the Ninth Hour is included in the Synodal editions of Prazdniki,
whereas all of them are found in the Trinity Lavra S-451.

A further peculiarity of the Nativity divine services is that there are no Little Vespers, and for
stichera, only kekragaria are sung in Great Vespers. The remaining hymns before the Liturgy,
starting from the sticheron of Litia, belong to the Vigil, which in this case starts with Great
Compline. As usual, this is not indicated in the manuscript.

There are two doxastica for this feast for stichera of Litia, aposticha, and of praise. Whereas
the Synodal Prazdniki of 1772 omits both versicles after Psalm 50, the manuscript lacks the
second of them. In any case, they would be sung to the same music, and there is a difference
only for the last words.*® Repeating the first versicle as it stands may have been an established
custom.

The number of versicles for the ninth ode reaches 15. The first versicle is used for the hymn
to the Theotokos in the Liturgy. The koinonikon accidentally lacks text (rendering it quite

unusable) with the exception of the final Alleluia.

THEOPHANY

TABLE 5.
E.S Incipit Hymn Tone
40v.2 Ko raac8 Bomitomiaro Doxasticon of First Hour 8
41r.5 T'pAABI CBb 1A0TIIO KO i®pAans Doxasticon of Third Hour 5
41v.7 YTo BO3BpaIliaeI TBOA BOAbI Doxasticon of Sixth Hour 5
42v.1-10 | PS8 TBOIO IIPUKOCHEBIISIOCA Doxasticon of Ninth Hour 5
43r.4 [TpocBbTUTEAA HAIIIETO Kekragarion 1 2
43v.3 V36aBuTeAIo HaIeMs Kekragarion 2 2
44r.1 TopaaHckia cTp8n Kekragarion 3 2
44r.10 Cnactu xoTa 3a048KA11aro Kekragarion 4 2
44v.9 [TpukaoHNAS ecy TAaB8 Doxasticon-kekragarion 2
45r.6 T aaco rocriozeds Ha BOAAXDb Troparion 1 of the Blessing of Waters 8
45r.10 ZJHech BOAH OCBAIIIAETCA €CTECTBO Troparion 2 of the Blessing of Waters 8
45v.5 [Axo yea10BEKD Ha PBKS Troparion 3 of the Blessing of Waters 8
45v.10 Bocrmoums BBpHIN Doxasticon after the Blessing of Waters 6
46v.1 OaeBaalica cBBTOMD iaKO PU30I0 Sticheron of Litia 1 4
46v.10 Tocmoam MCITOAHUTH XOTA Doxasticon of Litia 1 8
47r.7 AHech TBaph IIPOCBBIIAeTCA Doxasticon of Litia 2 8
48r.9 Ha i®opaancrbin pbiurb Apostichon 1 2
48v.10 E-xe & ABBBI cOaHIIE Doxasticon-apostichon 6
49r.6 Beanyaems ... KpeCTUBITIarOCcA Magnification (Put’) —
49v.1 Bcaueckaa aHech Versicle after Ps. 50 —
49v.3 Bors ca0B0 1aBUCA Sticheron after Ps. 50 6
50r.5 Beanuaii ... ropHUXD BOUHCTBD Versicle 1 of 9" ode —
50r.7 Beanuaii ... ® npeareunu Versicle 2 of 9" ode —
50r.9 Beanuaii ... Bo iopaanb Versicle 3 of 9" ode —
50r.10 Beauyaii ... § oredeckaro Versicle 4 of 9" ode —

38 1)”... ® aBBEL.” 2) "Bb BUeaeeMB.”, i.e., “of the Virgin” and “in Bethlehem.”
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E.S Incipit Hymn Tone
50v.2 Beanuaii ... eauzaro @ TpOMITEI Versicle 5 of 9" ode —
50v.4 I[Tpopoue mpinau Versicle 6 of 9" ode —
50v.6 ITpopoue ocrasu Versicle 7 of 9" ode —
50v.8 /lHech BAaAbIKa IPEKAOHAETH Versicle 8 of 9™ ode —
50v.10 AHech i®aHHD Versicle 9 of 9" ode —
51r.1 /lHecs Baaaplka BOgaMm Versicle 10 of 9" ode —
51r.2 /lHech BAaABIKA CBBIIITE Versicle 11 of 9'h ode —
51r.4 /Hech BAaAbIKa Hpinae Versicle 12 of 9% ode —
51r.6 /uech BaaablKa KpeljeHie Versicle 13 of 9" ode —
51r.8 Bosamu impaaHckumn Doxasticon of praise 1 6
51v.4 /lHech XpicTOCh Ha iopAaHb Ipinge Doxasticon of praise 2 2
52r.5 () mave oyma Heirmos 9 (2™ canon) 2
52v.2 IABuCA DAarosaTh OOKiA Koinonikon —

The order for the divine services for Theophany is basically similar to those of Nativity.
Even here, the doxastica for the Royal Hours (being omitted in the Synodal editions with the
exception of that of Ninth Hour but present in S-451) are placed within a separate section. After
the doxasticon-kekragarion (that is the last material for Vespers), there are three troparia for
the great blessing of waters that is officiated on Theophany at that point. Unlike the Synodal
Prazdniki, the manuscript omits the doxasticon of these troparia; the next doxasticon is a separate
hymn that is sung later.

On this feast, there is a single versicle after Psalm 50 which is repeated as such. The number
of ninth ode versicles reaches 13; once again the hymn to the Theotokos is formed of the first
versicle and the heirmos of the second canon.

THE PRESENTATION OF CHRIST

TABLE 6.
E.S Incipit Hymn Tone
53r.4 JHech cBAllleHHaA MaTu Doxasticon-kekragarion LV 4
53v.4 IIpinmMu o cimeone Doxasticon-apostichon LV 2
53v.8 Taaroau cumeoHe Kekragarion 1 1
54r.5 ITpinMu cumeoHe Kekragarion 2 1
54v.3 I IpingeMsd 1 MBI ITBCHMMA Kekragarion 3 1
54v.10 | Jla §sepserca aBephb Doxasticon-kekragarion 6
55v.1 Betxiit aeHMU 1>Ke 3aKOHB Sticheron of Litia 1 1
561.9 Vcuprraire mmcadia Doxasticon of Litia 1 5
57r.2 Berxin aeHMU MAaaAeHCTBOBaBh Doxasticon of Litia 2 5
57v.1 Oykpacu TBOJ Y€PTOTb Apostichon 1 7
58r.2 Ixe Ha XepSBUMBXD Doxasticon-apostichon 1-8
59r.6 Beanyaem® ... M YTeM'b OPEUUCTSIO Magnification (Put’) —
59v.1 Boropoauirs ... oyriosadie Versicle 1 of 9" ode —
59v.4 Boropoauirs ... Mup8 6aaraa Versicle 2 of 9" ode —
59v.7 Ob6beMaeTs p8kaMu Versicle 4 of 9" ode —
59v.9 Boronoce cumMmeone npinan Versicle 3 of 9" ode —
60r.2 He crapeirs MeHe AepKUTH Versicle 5 of 9" ode —
60r.4 Kaelle TaMHCTBeHHaA Versicle 6 of 9" ode —
60r.7 O amu eaH8naesa Versicle 7 of 9t ode —
60r.10 | Anna irbaom8apeHHaa Versicle 8 of 9" ode —
60v.3 HenoctiokmnMo ecrts Versicle 9 of 9 ode —
60v.5 Yucraa roagouiia Versicle 10 of 9™ ode —
60v.8 () xpicre ... 106BABI Ha Bparu Versicle 11 of 9" ode —
60v.10 | () xpicre ... IOAQKAb MU CAE3bI Versicle 12 of 9" ode —
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E.S Incipit Hymn Tone
61r.3 TpuciatesHoe 1 TPIUIIOCTaCTHOE Versicle 13 of 9" ode —
61r.5 () aABBUILLB Mapie Versicle 14 of 9% ode —
61r.9 Ha p8xaxb crapuyeckuxsb Doxasticon of praise 6
61v.5 Bb 3akoHB cBHI Heirmos 9 3

The selection is standard. This feast has two doxastica of the Litia. The sticheron apostichon
belongs to the tone 7 which is a rarity among the festal stichera, whereas the doxasticon is an
osmoglasnik — a hymn whose phrases represent each of the eight tones in a sequential manner:
the two initial phrases belong to tone 1, the next two to tone 2, etc. After a passage of tone 8§,
the hymn concludes with a phrase of tone 1. In the Menaion, however, the hymn is designated
as tone 8. There is no separate sticheron after Psalm 50, since the doxasticon-kekragarion is
recycled in this function (this is not indicated in the manuscript). The versicles 3 and 4 are
written in reverse order which may be a local tradition or a mistake. As mentioned, the dating
of the manuscript to 1696-1721 is based on the wording of versicle 11. The koinonikon is omitted
because it is the same as that for the Nativity of the Theotokos.

ANNUNCIATION

TABLE 7.
E.S Incipit Hymn Tone
62r.4 CoBBTH IIPpeBBYHBIN Kekragarion 1 6
63r.1 TABasemuca MHB 1aKO 4e10BBKD Kekragarion 2 6
63v.9 bors nabkxe xoniers Kekragarion 3 6
64v.5 TTocaans OBICTD Cb HeOece raBpinab Doxasticon-kekragarion 6
661.2 Bb I1eCTBIN MECALIh apXUCTPATUTD Sticheron of Litia 1 1
66r.10 | baaropBbcrB8eTh raBpinab Doxasticon of Litia 2 2
66v.10 | Bb nrectsiit MBCAILD IIOCAAHD OBICTD Apostichon 1 4
671.8 AHech paaocTh 0AaropbIIeHi A Doxasticon-apostichon 4
68v.2 ApXxaHreabckii raach Magnification (Put’) —
68v.5 ApxaHreAbckii raachb Magnification (Stolp) (5)
68v.7 E>xe & BBKa TaMHCTBO Doxasticon of praise 2
69v.5 /la BeceaaTca HeDeca Doxasticon (apostichon) on fast days | 8
70v.8 W [M36pa rocnoapb cioHa] Koinonikon —

There is major variation in the way in which the divine services of the Annunciation are
celebrated. On the Julian Calendar, Annunciation falls in the interval from Thursday of the
third week of the Great Lent to Bright Wednesday. When Annunciation occurs on a Lenten
Sunday (or on the Bright Week), the order is similar to the majority of the other twelve great
feasts, that is, there is Little Vespers, the Vigil starts with Great Vespers, and the Liturgy is
celebrated as usual. When the feast is on a Lenten Tuesday-Friday (including the Tuesday,
Wednesday, and Thursday of Holy Week), there is no Little Vespers, the Vigil starts with Great
Compline (as is the case for Nativity and Theophany), and the Liturgy is preceded by (ferial)
Vespers. On Lenten Saturdays the Vigil takes the latter shape, and the Liturgy the former. On
Lenten Mondays, the opposite is the case. On Holy Friday, Holy Saturday, and Paschal Sunday,
the commemorations are combined in a special way.

Perhaps because of the fact that the services of Annunciation are always combined with those
of the mobile cycle, the hymn content is relatively concise. When Little Vespers is celebrated,
the single sets of stichera kekragaria and aposticha are used, in some cases together with those
of the Triodion. On Sundays, the resurrectional hymns and those of the Triodion are combined
with the hymns of the feast in Great Vespers and Orthros, on other days, kekragaria of the

Triodion are combined with those of the feast. The kekragaria of the feast (preceded by those of
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the Triodion) of the ferial Vespers that is celebrated in connection with the Liturgy are unique
and not found in the Helsinki manuscript or the Synodal Prazdniki, with the exception of the
first kekragarion that duplicates the first sticheron apostichon «B® miectsiit MbcAITh TOCAAHD
ob1cTB», and the doxasticon-kekragarion.

When the Vigil starts with Great Compline, it incorporates the festal stichera of Litia and
aposticha. The first doxasticon of the Litia, sung when the feast falls on Saturday or Sunday,
which is apparently missing is actually the doxasticon-apostichon of Orthros (on f. 69v). The
second doxasticon of the Litia is sung during the procession when the feast falls on a fast day.

Irrespective of the incidence, there is always a Polyeleos in Orthros, and the magnification
is sung. It is provided in two versions: Put’ and Stolp, the latter making use of formulas of tone
5. The manuscript lacks the single versicle of the ninth ode. The ninth heirmos is also missing;
the rubric on f. 70v suggests that it “is” the same as that of Entrance, but this is not precisely the
case, since the concluding words should be different. Apparently the writer of the manuscript
was not entirely scrupulous in this detail. The same applies to the koinonikon, in which the text
after the initial remains unwritten.

PALM SUNDAY

TABLE 8.

E.S Incipit Hymn Tone
71r.4 Ha naemmaxs xep8BUMCKIXD Doxasticon-kekragarion LV 6
71r.9 Tloro TBOe cTpalllHOoe CMOTpPEHie Doxasticon-apostichon LV 2
71v.3 AHech 6aarogarp CBATAro A8xa Kekragarion 1 = Doxasticon-kekragarion | 6
71v.8 VImBati ipecToas HeOO Kekragarion 2 6
72r.7 IIpinanre 1 MBI AHECH Kekragarion 3 6
72v.10 | YecTHOE BOCKpeceHie TBoe Kekragarion 4 6
73v.8 Ipesxae mecTy AHEN Imacxm Kekragarion 5 = Doxasticon of praise 6
74v.3 BcecBATHIN A8XD alIOCTOABI Sticheron of Litia 1 1
74v.9 ITpexxae mrectu Axert OBITiA ITACXU Doxasticon of Litia 1 3
75v.3 PaaSiica u Beceanca rpage Cione Apostichon 1 8
76r.1 AHech 64aroaatb CBATAro ASxa Doxasticon-apostichon (Put’) 6
76r.7 Beanyaem®s ... ocaHHA Bb BBIIIHUXD Magnification (Put’) —
76v.1 AHech XpicTOCh BXOAUTH Versicle after Ps. 50 2
76v.4 Borsb rocrioasp i ABMcA HaM'b Heirmos 9 4
76v.8 baarocaoBeHb rpAAbIi Koinonikon —

The selection of hymns for this feast is standard. The first sticheron kekragarion is reused
as the doxasticon-kekragarion, and also as the doxasticon-apostichon and the sticheron after
Psalm 50. Probably in order to avoid monotony, in addition to the usual Stolp version, the
hymn is also given in Put’ Chant, which is uncommon. There are no versicles of the ninth ode,
and the doxasticon of praise duplicates the fifth kekragarion.

THE ASCENSION OF CHRIST

TABLE 9.
E.S Incipit Hymn Tone
77r4 l'ocnoap Bo3HECeCA Kekragarion 1 6
77v.4 l'ocrioam TBOEeMS BO3HECEHi 10 Kekragarion 2 6
78r.1 Ha ropaxs CBATBIXD 3pAlIle Kekragarion 3 6
78r.7 T'ocrioay anocroan Kekragarion 4 6
78v.10 | Tocmoau cMOTpeHia Kekragarion 5 6
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E.S Incipit Hymn Tone
79r.9 HBapb oTeyecknxs Doxasticon-kekragarion 6
80v.1 Bosmeas Ha HeOeca BoHSASKe Sticheron of Litia 1 1
80v.7 T'ocrioay TaHCTBO eKe BEKOBD Doxasticon of Litia 4
81r.10 Poamnaca ecu 1ako camb Apostichon 1 2
81v.8 B3blae OOrs ... e5ke BO3HeCT! Doxasticon-apostichon 6
82r.6 Beauuyaems ... BO3HeceHie Magnification (Put’) —
82r.10 AHech Ha HeDeca TOPHiA CUADI Sticheron after Ps. 50 6
83r.3 Beanuaii ... Bo3HecIHIaroca Versicle 1 of 9" ode —
83r.5 AHrean BOCXOXKA€EHie ... & 3eMAn Versicle 2 of 9" ode —
83r.8 Ta 11aue oyma Heirmos 9 5
83v.3 B3blae 60rs Bb BOCKAMKHOBEHIN Koinonikon —

The repertoire starts with the kekragaria of Great Vespers, obviously for the reason that this
feast does not have distinct hymns for Little Vespers: the doxasticon-kekragarion is the fourth
kekragarion of Great Vespers, and the doxasticon-apostichon the first sticheron apostichon,
which is also used for the doxasticon of praise in Orthros, as noted on £. 83r. There are only two
versicles of the 9" ode, the first being part of the hymn to the Theotokos in Liturgy.

PENTECOST
TABLE 10.
E.S Incipit Hymn Tone
84r.4 IMTaTaecaTHnns HpasHSUMb Kekragarion 1 1
84r.10 A\3BIKAMI THOPOAHBIXH OOHOBUA'D €CH Kekragarion 2 1
84v.5 Bca nmosaers A8XD CBATHIN Kekragarion 3 1
85r.2 BuabxoMb cBBTH MCTUMHHBI Kekragarion 4 2
85r.6 Bo npopoubxb BO3BBCTUAD €CU Kekragarion 5 = Sticheron of Litia 1 2
85v.2 Bo 4BOpBXH TBOUXDH BOCHOIO TA Kekragarion 6 = Sticheron of Litia2 |2
85v.7 Bo ABOpPBXD TBOMXD IOCIIOAN Kekragarion 7 = Sticheron of Litia 3 2
86r.4 Tponn eanHoc8IIHSI0 Kekragarion 8 2
86r.8 [Npinaure A10aie TPiUIIOCTaCTHOMS Doxasticon-kekragarion 8
87r.7 Eraa a8xa TBOErO mocaaasn ecu Doxasticon of Litia 8
87v.10 He pa3SMBio1iie A3BIIIbI Apostichon 1 6
881.9 TA3pIKM HOTA2 pa3MmbcuIaca Doxasticon-apostichon 8
88v.9 Beauyaems ... BCECBATArO A8Xxa Magnification (Put’) —
89r.4 ITapro HebGecHbIin Sticheron after Ps. 50 = Apostichon3 | 6
89v.3 IIpecaaBnaa AHeCh BUAeIIa BCU A3BILIbI Kekragarion 1 on Sunday evening 4
= Sticheron of praise 1
90r.5 AB8XDB cBATHIN OB 800 IIPUCHO Kekragarion 2 on Sunday evening 4
= Sticheron of praise 2
90v.6 AB8XD CBATBIN CBBTH U KUBOTH Kekragarion 3 on Sunday evening 4
= Sticheron of praise 3
91r.9 Hpins Bo 3HaMeHie BCEMbD Apostichon 1 on Sunday evening 3
92r.3 Paa8itca mapuirk Heirmos 9 (2" canon) 4
92v.1 A8xDb TBOII DAari Koinonikon —
92v.5 Beanyaii a81me moa ®11a 1 chblHa U Versicle 1 of 9™ ode —
ASXa IIpeCcBATaro Bb Tpiexb AUITBXD €41HO
0O>KecTBO.
92v.8 AriocTOAM CcolIecTBie Oy THIINTEAA Versicle 2 of 9" ode —
3pAllle oy>Kacax8ca Kako [Bb] BuAB
OTHEHHBIXD A3BIKD 1aBUCA A8XD
CBATBIIL.
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Also here the content starts with Great Vespers, as the hymns of Little Vespers are the
same: the doxasticon-kekragarion is the doxasticon of Litia, and the doxasticon-apostichon the
eighth kekragarion. There are eight kekragaria, numbers 5-7 used also as stichera of Litia. The
sticheron after Ps. 50 actually duplicates the third sticheron apostichon (the Synodal sources
also follow this order); this hymn is used for the doxasticon of praise as well. The following
stichera are designated in the manuscript as being part of the Vespers of “the same Sunday
evening,” customarily celebrated immediately after the Liturgy (and liturgically belonging to
Monday of the Holy Spirit), but the first three of them also constitute the stichera of praise (as
these hymns have been designated in Synodal chant books). The following apostichon is not
part of the Vigil (it is missing in the Synodal Prazdniki of 1772 but exists in the Triod" of 1899).

This solution may be seen to suggest that at least in the local tradition that produced the
manuscript, these stichera were not sung to formulaic Stolp chants in the Vigil, but only
in the Vespers of the Monday, the service of which is considered important because of the
reintroduction of prostrations after the Paschal season in the form of kneeling prayers. Because
of this, the order of hymns in the manuscript becomes somewhat peculiar, and the effect is
reinforced by the placement of two versicles for the ninth ode after the koinonikon. Neither of
these versicles are found in the Menaion, but the second versicle is present in the Synodal Triod’
of 1899, where it is appointed for the hymn to the Theotokos.”

THE TRANSFIGURATION OF CHRIST

TABLE 11.

E.S Incipit Hymn Tone
93r.4 Mpakb 3aKOHHBIN Doxasticon-kekragarion LV 8
93v.1 Buabina Ha dasopb Doxasticon-apostichon LV 2
93v.5 [Tpe>xae KpecTa TBOEIro TOCIIOAM ropa Hebecu Kekragarion 1 4
94r.6 ITpeskae KpecTa TBOEro rocoAy IIOMMb Kekragarion 2 4
94v .4 I'opa 1a:xe nHOTAQ MpadyHa Kekragarion 3 4
95v.4 Ha rops BpIcOITB ITpeobpaskca Kekragarion 4 4
96v.2 IMpowbpas8a BOCKpeceHie TBoe Doxasticon-kekragarion 6
97r.8 >xe cBBTOMD TBOUMD Sticheron of Litia 1 2
97v.4 Ipinaure B3b14€MD Ha TOPS TOCHOAHIO Doxasticon of Litia 1 5
98r.5 3akoHa I TPOPOKOBD TA Doxasticon of Litia 2 5
98v.5 Ixe apeBae ¢ MovceoMb Apostichon 1 1
99r.8 ITetp8 i makoBs i nemaHHy Doxasticon-apostichon 6
100r.3 Beanuyaemns ... mpeobpaskeHie Magnification (Put’) —
100r.7 Bcaueckaa AHECh pajoCTu Versicle after Ps. 50 2
100r.10 | boskecTBa TBOEIO criace Sticheron after Ps. 50 5
100v.10 | Beanyaii ... Ha ®eaBopb Versicle of 9" ode —
101r.1 Bleanyari] —
101r.4 ITolaTh XpicTOCh ImeTpa Doxasticon of praise 8
101v.4 POXXA€CTBO TBOE HeTABHHO ABUCA Heirmos 9 (1° canon) 7
101v.7 T'ocrioayt Bo cBBTH AMIla TBOETO Koinonikon —

The selection of hymns is standard. There are two doxastica of Litia, and the sticheron after
Psalm 50 is preceded by a versicle. This feast has a single versicle of the ninth ode, but the
copyist has mistakenly started to write a second versicle, possibly for the reason that the feast
has two canons; however, the single versicle is appointed for both of them in the Menaion. The
music replicates the melody of the first versicle, but ends at the beginning of the last phrase. No
text has been written past the initial.

39 The versicles take the following shape in English: 1. “Magnify, o my soul, the Father, and the Son, and the Most Holy
Spirit, the single Godhead in three persons.” 2. “The apostles, having seen the descent of the Comforter, stood in fear, as the
Holy Spirit became manifest in the form of fiery tongues.”
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THE DORMITION OF THE THEOTOKOS

TABLE 12.
E.S Incipit Hymn Tone
102r.4 | Ipingure BceMmpHOE Oy CIIeHie Doxasticon-kekragarion LV 6
103r.2 | ABepu HeGeCHbIA Doxasticon-apostichon LV 2
103r.5 () AMBHOE U840 MCTOYHMKD KU3HI Kekragarion 1 1
103v.4 | AuBHBI TBOA TaVHEL OOTOPOAMIIE Kekragarion 2 1
104r.4 | TBoe caaBATBH OycCIIeHie Kekragarion 3 1
104v.3 | boroHayaAsHBIMb MaHOBEHIEMD Doxasticon-kekragarion 1-8
106r.2 IToao0alre caMoOBUALIEMD CA0Ba Sticheron of Litia 1 1
106v.6 | Ilpinaure npa3aHOAIOOHBIXE COOOPM Doxasticon of Litia 1 5
107v.3 | Bocnoiite aoaie matepu Oora Doxasticon of Litia 2 5
108r.1 ITpinauTe BOCHOUMD AI0Aie IPecBATSIO ABBY Apostichon 1 4
108r.9 Eraa n3erae 6oropoauiie A5B0 Doxasticon-apostichon 4
109v.5 | Beanyaems ... oyclieHie TBOe Magnification (Put’) —
109v.9 | Eraa nipecrasaenie nmpeyucraro Sticheron after Ps. 50 6
110v.9 | AHreau oycrenie Versicle 1 of 9" ode —
111r.2 | Beanyaii ... © 3eMan Ha HeOO Versicle 2 of 9" ode —
111r.5 Ha GescmepTHOE TBOE Oy ClieHie Doxasticon of praise 6
111v.10 | TToOBXAa10TCA €CTeCTBa 0y CTaBbI Heirmos 9 (1% canon) 1

The repertoire for the Dormition is similar to the majority of the other feasts. Whereas the
Synodal sources contain three stichera kekragaria and aposticha for Little Vespers, this is not
the case for the manuscript that only has the doxastica. The doxasticon-kekragarion of Great
Vespers is an osmoglasnik (as is the doxasticon-apostichon of Presentation; see the discussion
above). Here also the hymn starts with and ends on tone 1, but in the middle, the tones do
not progress sequentially. Instead, the order is tone 1-5-2-6-3-7—-4-8-1, echoing the pairing of
authentic and plagal tones. In the Menaion, the hymn is assigned to tone 1. The feast has two
doxastica of the Litia (in the Prazdniki of 1900, the first of these is in two versions, one being
close to that of the manuscript, and the other being a cetveroglasnik involving four different
tones, wandering from tone 5 to tone 8).

As for the versicles of the ninth ode, the Menaion provides three of them. The first two are
alternatives for the first canon (and for the hymn to the Theotokos in the Liturgy), while the
third is appointed for the second canon. The first alternative “Poau Bcu 61akuMb TA eANHS
6oropoauiis” is not found in the manuscript, and in the Prazdniki of 1900, it is not provided
in Common Znamenny Chant but only in Greek Chant, suggesting an origin in the mid-17*-
century reforms.* The koinonikon is the same as that for the Nativity of the Theotokos and
other Marian feasts, as is noted in the manuscript.

THE MUSIC

The total number of chants (extant) in O-51is 263. The chant versions were qualitatively compared
against those of the Synodal chant books. The principal comparative source was the Prazdniki of
1772. In cases when there were chants in the manuscript that were not found therein, Prazdniki
of 1900 and Triod” of 1899 were consulted, for magnifications and koinonika, the Obihod of 1772.
In the inspection, the chants were divided into classes according to their relative closeness to
the Synodal versions (based on the personal judgment of the present author).

40 The first alternative reads: “All generations call you blessed, the only Theotokos.” The second alternative (versicle 1 of
the manuscript): “Angels, when they saw the falling asleep of the Virgin, were amazed at how the Virgin went up from earth
to the things on high.” Versicle 2 (of the manuscript): “Magnify o my soul, the honourable Translation of the Mother of God
from earth to heaven.”

30



JISOCM Vor. 2 (2016), 12-36

The classes are described below, and their incidence noted:

TABLE 13.
Class | Description N | % X%
0 The music is the same. 4 1.52
1 The differences are minor, and mostly pertain to durations. 49 18.63
; ; . 61.59
2 There are more differences than in class 1, pertaining also to the 109 41 44
melodic contour, but they are not substantial. )
3 The chant versions are mostly similar, but there are passages of
. ) ) 81 30.80
substantially different melodic contour. 3490
4 The chant versions are mostly different. 7 2.66 ’
5 The chant versions are altogether different. 2 0.76
— The chant was not compared because of incompleteness in the
. . . 11 4.18 4.18
manuscript, absence in Synodal sources, or irrelevance.
X 263 | 100.0 100.0

Even though in only four cases is the music exactly the same as in a Synodal source, it can
be seen that for the majority of the chants, 61.59 %, the differences are of less than substantial
nature. When classified according to genre, the results take the following shape:

TABLE 14.
Stichera, Versicles of Magnifications | Heirmoi of Koinonika Other hymns
troparia, Ninth Ode (5.32 %) Ninth Ode (3.42 %) (0.38 %)
versicles after | (23.95 %) (3.80 %)
Ps. 50 (63.11
%)
C |N % N % N % N % N % N %
0 3 1.81 1 1.59 0 0.00 0 0.00 0 0.00 0 0.00
1 30 18.07 | 17 26.98 0 0.00 2 20.00 0 0.00 0 0.00
2 64 3855 31 49.21 8 57.14 5 50.00 1 11.11 0 0.00
3 57 3434 10 15.87 6 42.86 3 30.00 5 55.56 0 0.00
4 3 1.81 1 1.59 0 0.00 0 0.00 3 33.33 0 0.00
5 1 0.60 1 1.59 0 0.00 0 0.00 0 0.00 0 0.00
— 4.82 2 3.17 0 0.00 0 0.00 0 0.00 1| 100.00
Y | 166 100.0 63 100.0 14 100.0 10 | 100.0 9| 100.0 1| 100.0

The largest group incorporates stichera and similar hymns in Stolp Chant that belong to
the “standard” composition of this chant book type, and covers 63.11 % of the hymns in the
book. When compared to the whole, the share of chants that are most similar to those of the
Synodal version (classes 0-2) is about the same, 57.93 %. The second-largest group consists of
the (short) versicles of the ninth ode that represent Common Chant, covering almost a fourth
of the hymns. There, the share of chants close to Synodal versions is 77.78 %. Of the remaining
hymns, the magnifications (most of which represent Put’ Chant*) appear more remote from
their Synodal counterparts on average (57.14 % being close), whereas for the ninth heirmoi the
share of close variants is again higher, 70.00 %.

The koinonika, melodies of which are variants of a Common chant,*> are more remote from
the Synodal versions, only 11.11 % being the share of close counterparts. This is to be expected,
because variation from manuscript to manuscript is usual in these relatively short but rather

41 The magnifications in Put’ Chant did not enter the revised Synodal chant books, probably having gone out of use by
that time. The reasons for this are unknown to the present author.
42 In the opinion of Nikita Simmons (communication to the author on 9 December 2015), based on his as yet unpublished

research, the common Znamenny melody for koinonika would actually represent Put’ Chant.
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melismatic hymns, which were probably not sung from music but transmitted orally.

The single representative of “Other hymns” is the 19"-century addition on f. 115v: the verse
2 of Psalm 140 that is sung as the choral refrain in the Liturgy of the Presanctified Gifts (“Ja
ucrpasurcsa MoanTsa Most”), in a version of Greek Chant, which remains unconsidered since it
is not within the scope of the main part of the manuscript.

The issue of extensive melismatic embellishments, known as fita passages, involves the main
group of hymns, that is, stichera. Fity are present in 85 (51.20 %) of the 166 hymns of this
group.” The main tendency is for the chant versions of the manuscript to have more of these
passages than their Synodal counterparts, or to be more extensive. In 50 (30.12 %) of the 166
hymns, there are one or more fita passages in the manuscript that do not exist in the Synodal
sources, while in only one case does the manuscript version* lack fita passages found in the
Synodal version.
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Example 3. Second troparion of the Great Blessing of the Waters on Theophany, tone 8. O-51, {. 45r-v;
Ipasonuxu 1772, f. 61r—v.

43 Hymn versions with differences in the presence of fity were considered to belong to class 3 (or higher, when there
were further dissimilarities).
44 The hymn is the doxasticon of Ninth Hour of Theophany, f. 42v, as mentioned previously.
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When these 50 hymns were checked against the contemporary Trinity Lavra S-451, it
transpired that the placement of fity in these two manuscripts is identical, even if there are
minor differences in the melodies. The reason why the fita content of the Synodal Prazdniki is
more limited than in these two manuscripts of the early 18" century remains unclear for now:
it may indicate a general tendency towards abbreviation in the course of the mid-18" century,
or the situation may have arisen by chance, as is not beyond possibility in the light of the
somewhat haphazard genesis of the Synodal editions.

As discussed, the musical differences between the manuscript and the Synodal versions are
in the majority of the chants quite small. This means that the melodic phrases are mostly similar,
and only diverge in certain details. These subtle differences may involve some variation in the
linkage of text to music, in which case the melody has been slightly adjusted. There may also
be leaps of third in one version (usually in the Synodal) and stepwise movement in the other
(usually in the manuscript) in certain common formulas. In some hymns there are instances of
passages that have been transposed by a second.

A hymn with more variety, placed in class 3, is the second troparion of the Great Blessing
of the Waters of Theophany, illustrated in Ex. 3. The upper stave reproduces the version from
the manuscript, and the lower the version from Prazdniki 1772. In phrase 1, the division of the
text is different, while the music diverges only for two notes. In phrase 2, the Synodal version
initially contains music that does not exist in the manuscript, but then the ends converge. The
differences in phrase 3 mostly pertain to the division of the text, and to note values. The first
part of phrase 4 is almost identical in the two sources, save the omission of the leap G-E in the
manuscript. The end of the phrase contains a fita that is truncated in the Synodal source. The
remaining two phrases are musically identical, but the division of text is different in phrase 6.
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Example 4. Versicle after Psalm 51 on the Transfiguration, first half. O-51, f. 100r; IIpasdnuku 1900, f. 108r.

A further illustration of difference in the textual division between sources of Znamenny Chant
is provided in Ex. 4. It contains the first half of the versicle after Psalm 50 for the Transfiguration.
The versicle is not present in the 1772 edition of Prazdniki but available in the 1900 edition. The
music of the first half is identical with that of the manuscript and for that reason, written only
once. Contrary to that, the text is divided altogether differently. This and similar cases suggest
that even if it is possible that the metrics of the text did have a determining relation to the
melodic creation when the Znamenny chant melodies were originally composed or born (as
is the case with Byzantine chant to this day), such a connection had been lost even by the time
when the chant tradition was still vital, and it was observed no more when the chants were
adapted to revised texts in the second half of the 17 century, or recomposed to fit them. In
other words, there was a true multiplicity of valid alternatives in attaching an established chant
melody to a new text, rather than a single correct one, and in particular, the stress patterns and
syllable counts did not have much of a normative effect in this.

Some hymns were not compared to Synodal versions (class —) for the reason that there was
no counterpart. These, together with those of class 4, include nine hymns for which there were
close counterparts in the Trinity Lavra S-451. The hymns in question are the six doxastica of
the Royal Hours on Nativity and Theophany (missing in Synodal sources), and the doxasticon-
kekragarion of Theophany Great Vespers (provided as an alternative version with the title
“nepeBognt” in S-451, f. 46v—471), the fourth kekragarion of Palm Sunday, and the sticheron
after Psalm 50 of Dormition.
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S-451 does not provide a counterpart for the Put’ Chant version of the first kekragarion (and
doxasticon-apostichon) of Palm Sunday, an edited reproduction of which is given in Ex. 5.5

There are two hymns in class 5. One of these is the second versicle of the ninth ode on
Pentecost, the Synodal counterpart of which makes use a different melody. In the manuscript,
the melody close to that of the Pentecost versicle appears in the versicles of the Entrance of the
Theotokos, a variant of which can be encountered in the Synodal Prazdniki of 1900. The other
representative of class 5 is the doxasticon-kekragarion of Little Vespers on the Presentation,

an edition of which is provided in Ex. 6. The version is distinct from that of S-451 with the
exception of the beginning.
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Example 5. First kekragarion / doxasticon-kekragarion/apostichon of Palm Sunday, tone 6, Put’ Chant, f. 76r.
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45 The author would like to thank Mr Nikita Simmons for assistance in recognizing this chant.
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Example 6. Doxasticon-kekragarion of Little Vespers for the Presentation, tone 4, f. 53r-v.

CONCLUSION

Even if the Great Feasts manuscript of the National Library of Finland may not be unique or an
excellent representative of its kind, it is, nevertheless, a valuable document of the tradition of
Znamenny Chant at the time when the transition to staff notation had only relatively recently
taken place. While the majority of the chants are relatively similar to the versions that were
eventually published and kept in print by the Synod, the differences suggest that there was
also some level of regional variation and temporal evolution in the chant melodies during
the era of staff notation, as there had been during the centuries when they were written with
neumatic notations. In other words, the chants were not absolutely standardized when the
texts were reformed, nor were they absolutely standardized when the neumatic notations were
— supposedly — transcribed into staff notation. Rather, the revision of chants and the change
of notation may not have taken place only once but many times, in different localities, and it
may even be that the versions in staff notation did not materialize via transcription of neumatic
sources but via rewriting the music asithad been customarily sung. Making credible conclusions
on these mechanisms, however, would require a study involving a considerably greater number
of sources than consulted for this paper. In any case, the chant repertoire appears to have been
remarkably stable, which strongly presumes the primacy of written music over orality in the
transmission of the tradition.
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