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Uvod // Introduction

Najstarsie zachované byzantské rukopisy s neumovou notaciou pochadzajt z 10. storo¢ia. Pévodne jednoduchsi
systém neumov Sa postupom ¢asu rozvijal a spresnoval, az v polovici 12. storo¢ia dospel do $tadia tzv.
strednobyzantskej notécie, ktord uz je z hl'adiska vySky tonov presne Citatel'na.

V snahe rozlastit' strednobyzantskii notdciu boli vychodiskom na jednej strane vyrazné analdgie
v sticasnej gréckej neumovej notécii, na druhej strane $tadium neskorobyzantskych muzikologickych traktatov.'
Zéakladné principy publikoval H.J.W.Tillyard v roku 1935% ako prva knihu séric Monumenta Musicae
Byzantinae (MMB) a ta sastala normativnou priru¢kou na takmer polstorocie. V otazke vysky tonov
a intervalov bola potvrdena novou sthrnnou $tadiou,’ pric¢om mézeme konstatovat, Ze ide o uzavretd otazku.

Komplikovanejsia situacia vladne v otazke rytmu. Ide v prvom rade o uréenie dizky ténov v prepise
neumovych znakov a nasledne 0 uréenie rytmickej Struktury spevov v SirSom kontexte. Otazka rytmu je nie
menej dolezita ako otazka vysky tonov a bez jej vyrieSenia sa neda hovorit’ o plnom rozlisteni neumov.

Pristup starSej ,.8koly MMB“ Kk otazke dizky not sa s odstupom &asu javi z viacerych dévodov ako
problematicky. ,,St¢asna skola“ preto upustila od povodnych konvencii, avSak neprijala miesto nich iné
rieSenia. Aktualnym trendom je tak ¢iastoéna alebo tplna rezignacia na znaGenie dizky tonov. To viak znamena
de facto rezignaciu na melddiu ako taka. Nejde pritom len o moznost’ spievania starych piesni. Aspon priblizné
poznanie rytmu je jednou z nevyhnutnych podmienok aj pre akukol'vek hlbsiu teoreticku analyzu byzantskej
hudobnej tradicie a pochopenie kompozi¢ného jazyka.

Paradoxnou strankou tejto rezignacie si pritom dve skutoc¢nosti. Prvou je to, ze v hlavnych bodoch je
otazka rytmu uz vyrieSena a potrebuje len spresnit’ niektoré detaily. Druhou je to, Ze o tomto rieSeni zatial
hovoria najmi ,matematici v muzikologii“ a ostdva nezname alebo odmietané v ,strednom prade®
muzikoloégov. Sam ako jeden z matematikov si netrafam preklentt’ druhy z menovanych problémov. Chcel by

Mojim cielom v tomto ¢lanku je preto v prvom rade pripomenat’ a upriamit’ pozornost’ na existujuce
rytmické rieSenia. Tie doplnim o0 svoje dalSie pozorovania a nakoniec uvediem sumarny navrh rozpisu
melodém? pre hlavné neumové znaky strednobyzantskej notacie.

1V kritickom vydani s prekladom: Corpus Scriptorum de Re Musica, Monumenta Musicae Byzantinae (MMB), vol. 1-5.

2 Henry J.W.Tillyard, Handbook of the Middle Byzantine neumes. MMB Subsidia vol. | (Copenhagen: Munksgaard, 1935).
® Christian Troelsgérd, Byzantine neumes. MMB Subsidia vol. IX (Copenhagen: Museum Tusculanum Press, 2011).

* Melodéma = melodicky motiv zodpovedajuci jednej slabike a spravidla vyjadreny jednym (aj zlozenym) neumovym
znakom.



/[The oldest preserved byzantine manuscripts with neumatic notation are from the tenth century. Originally a
simple system of neumes gradually evolved and got more precision. In the twelfth century appeared the so
called middle byzantine notation, which provides us already a full information about pitch and intervals.

The deciphering of the middle byzantine neumes was based mainly on the late byzantine musicological
treatises and on analogies with the contemporary greek neumatic system. The main principles for understanding
and transcribing® the middle byzantine neumes were published by H.J.W. Tillyard® in 1935 as a first volume of
the project Monumenta Musicae Byzantinae (MMB). Concerning the pitch and intervals, Tillyard’s principles
were validated in 2011 by a new handbook’ and nowadays this issue may be considered as definitelly closed.

More complicated seems to be the question of rhythm, i.e. determining the lengths of notes in the
transcription of neumes and finding out the rhythmical structure of the melody.

In hindsight, the understanding of rhythm in the “older MMB school” turned out to be problematic. So the
“new school” abandoned the former conventions, but did not indicate any other solution. Therefore the actual
trend is a partial or full abandonment of rhythm, i.e. the melodies are transcribed as a sequence of pitches
without a determined length. This aproach, however, is a resignation to melody in itself. The result is suitable
neither for singing nor for any deeper study of the melodic language and compositional principles.

The irony of this situation is that the question of rhythm in the byzantine chant is already solved in the
main points and only details remain to be adjusted. However, until now this solution is recognized mostly by
»,mathematicians in musicology* and it seems to be unknown or rejected by the ,,mainstream* of musicologists.

Being one of those mathematicians, | would like to help to bring this item back to consideration and
discussion. Foremost | am going to mention briefly three crucial studies about rhythm in the byzantine chant.? |
will add some further observations and rhythmical rules and in the last chapter | will summarize my proposal
for transcribing the melodems® of the most frequent neumes.

® In this article the term transcribing denotes writing down the melody (originally in neumes) by means of the modern
notation. The term retyping denotes rewriting (from a manuscript into another document) the neumes as they are.

® Henry J.W.Tillyard, Handbook of the Middle Byzantine neumes. MMB Subsidia vol. | (Copenhagen: Munksgaard, 1935).
’ Christian Troelsgérd, Byzantine neumes. MMB Subsidia vol. IX (Copenhagen: Museum Tusculanum Press, 2011).

® The matter of these studies is restricted to the basic (i.e. non calophonic) chants of the Stikherarion and Irmologion. The
same restriction holds for my paper.

% Melodem is a basic melodic motif corresponding to one syllable, usually written down by one neume.



1. Tri rozli¢né cesty k rovhakému rieSeniu
/Il Three different ways to the same solution

Ciel'om prvej kapitoly je kratko pripomenut’ a zhodnotit’ prace troch autorov, ktorych navrhy riesenia otazok
rytmu st pozoruhodne podobné napriek odlisnym vychodiskam, rozdielnej argumentacii i vzajomnej
nezavislosti (pri svojej prvej formulacii rytmickych principov autori navzajom o sebe nevedeli). Hoci kazda
z tychto prac samostatne Celila rozmanitym kritickym namietkam, spolu ako celok predstavuju vyrazna
argumentacénu silu.

Spolo¢nou értou rieseni vietkych troch autorov je (az na malé vynimky) dizka 1 pre vetky kratke znaky®
(=chronos protos, 1 doba) a dizka 2 (2 doby) pre vacsinu dihych znakov,' a to bez ohl'adu na podet tonov,
ktor}?milga znak realizuje. To znamena, Ze pri viactonovych znakoch musi byt sucet dizok tonov v melodéme 1
alebo 2.

/I The aim of this chapter is to present three scholars with their solutions of the rhythmical question, which are
remarkably similar one to another despite the different approaches, different reasoning and mutual
independence of the authors (at the moment of the first formulation of their ideas the authors did not know
about each other’s papers.). Each of these theories faced or may face several critical objections, but together
they represent a substantial strength of argument that may not be ignored.

The common feature of these three solutions is (with minor exceptions) the exact length d=1 (one mora,
khronos protos) for all the short neumes®™ and the exact length d=2 (two morae) for the majority of long
neumes.™* This holds independently of the number of signs added to the basic neume and the number of tones
in the corresponding melodem, i.e. the sum of the lengths of the tones must be always 1 or 2.

1%1son, oligon, apostrofos, oxeia, petaste, bareia, klasma, apoderma, samostatne alebo upresnené d’al§imi znakmi.
X Dyo apostrofoi, diplé, kratéma, dyo, anastama, anatrichisma, apeso exo, xéron klasma, piasma, seisma, atd’.
12 Autori sa nie vzdy zhoduju v otazke rozdelenia celkovej dizky znaku medzi jednotlivé tony motivu.

¥ son, oligon, apostrofos, oxeia, petasté, bareia, klasma, apoderma, etc.
Y Dyo apostrofoi, diplé, kratéma, dyo, anastama, anatrichisma, apeso exo, xéron klasma, piasma, seisma, etc.
1> The authors do not always agree in the way of splitting the total length among the partial tones.



1.1 Jan van Biezen

Muzikolog Jan van Biezen vo svojej dizertacii a niekolkych ¢élankoch ako prvy zapadny vedec vyslovil
hypotézu 0 bindrnom rytme (tj. dvojdobom takte) byzantskych spevov. Neumy rozdelil na kratke, dlhé a iné.
Na vybranej vzorke spevov nasledne ukazal, Ze medzi dvoma dlhymi neumami sa takmer vzdy nachadza parny
pocet kratkych znakov apo poslednom dlhom znaku v piesni nasleduje neparny pocet kratkych znakov.
Zarovei si vS§imol, Ze findlny ton formul sa takmer vzdy nachadza na neparnej pozicii. Pozorovany fenomén sa
7o Statistického hl'adiska neda povazovat’ za nahodu a ako jeho vysvetlenie sformuloval hypotézu o binarnom
rytme (dvojdobom takte), dizke 1 pre kratke slabiky a dizke 2 pre dlhé.

Pohl'ad J. van Biezena v ¢ase vrcholu edi¢nej prace MMB vyznieval odvazne az ikonoborecky.
Jednoduchost’ a ,,nepriestrelnost™ jeho argumenta¢nej schémy nenasla pochopenie vo vedeckych kruhoch
a jeho koncept bol az na niekol’ko vynimiek tvrdo odmietnuty (Velimirovi¢, Williams, Floros), zial' (alebo
nastastie) bez skutoénych protiargumentov smerujucich k jadru veci. Teraz, takmer polstoroéie po vydani jeho
dizertdcie a po upusteni od spornych rytmickych konvencii MMB, uz azda nastal ¢as na opédtovné zvazenie van
Biezenovej hypotézy a na jeho ,;rehabilitaciu®, najmé ak medziCasom prace dalSich autorov priniesli nové
argumenty v jeho prospech.

// The mathematician and musicologist Jan van Biezen®® was one of the first european scholars who pronounced
the idea about binary rhythm (duple meter) of the middle byzantine chant.*” He observed that between two long
neumes there is almost always an even number of short neumes and that the final neume of a formula®® is
almost always on the first position in the foot (on the first mora in the measure). From the statistical point of
view this phenomenon can not be regarded as a coincidence. To explain these observations Jan van Biezen
formulated a hypothesis of the lengths d=1, d=2 for short and long neumes respectively and of the binary
rhythm of the chants.

Shortly after the “golden era” of publishing the Série transcripta of the MMB (1936-60) the ideas of Jan
van Biezen could sound too daring or even “iconoclastic”. They did not found understanding among the
scholars and his concept was mostly rejected. However, despite some shortcomings of van Biezen’s book, the
critical reviews'® contained more prejudices and misunderstanding than real counterarguments towards the
heart of the matter.

10 Jan van Biezen, The Middle Byzantine Kanon-Notation of Manuscript H. A Paleographic Study with a Transcription of
the Melodies of 13 Kanons and a Triodion (Bilthoven: Creyghton, 1968).
Jan van Biezen, ,,Die Hypothese eines Mensuralisten?*, Die Musikforschung 35 (1982), 148-154.
17 ¢f. Ewald Jammers, Musik in Byzanz, im pdpstlichen Rom und im Frankenreich. Der Choral als Musik der
Textaussprache (Heidelberg: Winter, 1962).
'8 Formula is a melodic motif corresponding to one colon (a portion of text intended to be sung in one breath).
9 Milog Velimirovi¢, a review in Music & Letters Vol. 50, No. 4 (Oxford University Press, Oct., 1969), 482-485;
Edward V. Williams, a review in Notes, Second Series, Vol. 27, No. 1 (Music library association, Sep., 1970), 38;
Constantin Floros, ,,Zur Rhythmik der byzantinischen Kirchenmusik*, Die Musikforschung 35 (1982), 155.



Pozndamka. Hypotézu o binarnom rytme som testoval na kompletnej (v medziach SAV) vzorke stichir 2. a 6.
hlasu prepisanej podl'a rukopisu Am (MMB XI.) s doplnenim variantov podl'a starobyzantskych pramenov Vi
(MMB X.) a Va (MMB IX.). Cely korpus obsahuje okolo 4000 melodickych formul v 2. hlase a 4300 formul
v 6. hlase. Kazda z formul je ohrani¢ena koncovym téonom predoslej formuly a vlastnym koncovym tonom.
Formulu nazvem regularnou, ak je mozné jej motiv ulozit do dvojdobych taktov. Formuly, v ktorych je
potrebné pouzit’ aspon jeden trojdoby takt, nazvem (rytmicky) neregularne.

V korpuse 2. hlasu sa nachadza spolu asi 250 neregularnych formul (6.25%). Z toho vsak ide asi v 80
pripadoch o thematismos, ktory je vo svojej podstate zamernym vybocenim zo §tandardného rytmu. V takmer
50 pripadoch je neregularita pritomna iba v rukopise Am a v inych pramefioch je rytmus spravny.”
Jednoznacné neregularity sa teda nachadzaju v asi 3% formul a ¢o je vskutku pozoruhodné, viazu sa prevazne
s niekolko malo typmi motivov. Je to predovietkym akcentovana deklamacia (2/3 pripadov)® a trojdoby motiv
G|Gahla (1/4 pripadov).

V korpuse 6. hlasu, ak nepocitame thematismy a neregularity v.Am nepotvrdené inymi zdrojmi,?
nachadzame necelych 100 neregularnych formul (2.5%), z ¢oho opéat’ takmer vSetko pripada na akcentované
deklamacie (65 pripadov) a na trojdoby motiv G|Gah|a (21).

Remark. | have tested the binary rhythm hypothesis on the full corpus of stikhera (within the limits of the
Standard abridged version) of the second authentic (2.a.) and plagal (2.pl.) modes according to the middle
byzantine manuscript Am? and the old byzantine Stikheraria Vi**, Va®®. The whole corpus contains around
4000 (2.a.) and 4300 (2.pl.) formulae.

A formula will be called rhythmically regular, if it can be apportioned into a series of disemic feet (i.e.
measures with two morae). If at least one trisemic foot (a measure with three morae) has to be used, the formula
is rhythmically irregular. Nevertheless, the melismatic thematismoi, where an intentional rhythmical
irregularity may occur, will not be counted into the number of irregular formulae.

In the 2.a. mode there are around 170 irregular formulae (4.25%). In 50 cases the irregularity is found only
in Am and it is not confirmed by other manuscripts.?® Thus only 3% of formulae are irregular in the strict sense.
Moreover, these irregularities mostly occur only in accented declamations® (2/3 of cases) and in the typical
G|Gabla motif (1/4 of cases). In the 2.pl. mode corpus there are around 100 irregular formulae in the strict
sense?® (2.5%), 65 of them occur in declamations and 21 in the G|Gab|a motif.

20V necelych 20 pripadoch je neregularita pritomna v inych pramefioch a v Am opravena.
2! Spev na jednom tone s akcentaciou slabiky skokom o terciu vyssie.
22 Ide o 53 pripadov. Naopak, 36 pripadov predstavuji neregularity v inych pramefioch opravené v Am.

% Lidia Perria, Jorgen Raasted (eds), Sticherarium Ambrosianum. Codex Bibliothecae Ambrosianae A 139 sup.
phototypice depictus. MMB vol. XI. (Copenhagen: Munksgaard, 1992).

 Gerda Wolfram (ed.), Sticherarium Antiquum Vindobonense. Cod. Theol. gr. 136 Bibliothecae Nationalis Austriae
phototypice depictus. MMB vol. X. (Wien: Verlag der OAW, 1987).

% Enrica Follieri, Oliver Strunk (eds), Triodium Athoum. Codex Monasterii Vatopedii 1488 phototypice depictus. MMB
vol. IX. (Copenhagen: Munksgaard, 1975).

%% |n 20 cases there is an irregularity in other manuscripts and the formula is correct or corrected in Am.

?’ Singing on the same pitch with accents expressed by a jump a third higher.

%8 Not counted to this number, there are 53 irregularities found only in Am and not confirmed in other manuscripts, and 36
irregularities in other sources, but correct or corrected in Am.



Priklad akcentovanej deklamacie nad tonom h s trojdobou stopou
/I Example of an accented declamation over the tone b with a trisemic foot.

= =
1 | 1T 1 1 || | 1
1 1 = II e 1 e 1 1 ]
“r . —_ >
Am « £ 50 e K> N, » > 5

Typicky trojdoby motiv G|Gah|a
/I A typical trissmic motif G|Gabla

v
Am « — > [, » -

Uvedena analyza jednozna¢ne ukazuje, Ze na vzorke 2. a 6. hlasu st binarny rytmus a dvojdoba stopa
Standardom a zakladnym principom. Vynimky z tohto pravidla, pokial’ nejde o chyby pisara, sa va¢sinou
nachadzaju len vo vybranych, presne vymedzenych motivoch a situdciach, a to bud’ v deklamaciach, ktoré
svojim charakterom zrejme umoznovali zvolnenie rytmu, alebo v motive Gah na zaciatku formul, kde ide
nepochybne o zdmerny odklon alebo implicitnu triolu.

I/l The above short analysis clearly demonstrates that the binary rhythm and a disemic foot represent an essential
feature of the byzantine chant. Exceptions to this rule (not mistakes nor license of the scribe) mostly occur in
strictly determined situations — in declamations that perhaps allowed some rhythmical relaxation and in the
motif G|Gab|a, where the trisemic motif seems to be intentional (triola?).



1.2 loannis Arvanitis

Od 90-tych rokov 20. storoCia sa venuje otazkam rytmu strednobyzantskych spevov loannis Arvanitis.
Nezavisle od J. van Biezena aodlisnymi argumentaénymi cestami dospel k vel'mi podobnym zaverom
0 binarnom rytme Spevov. Svoje poznatky formuloval v niekolkych ¢lankoch a podrobnu syntézu svojho
vyskumu zavi$il nedavno obhdjenou dizertatnou pracou.

Dizertacia I. Arvanitisa predstavuje vel'mi podrobny a dokladne zdokumentovany argumentaény systém
postaveny na viacerych pilieroch. S jeho zavermi mozno sice v niektorych detailoch polemizovat’, avsak ako
celok svojou Sirkou zaberu predstavuje jeho praca presne to, ¢o van Biezenovi zrejme chybalo k potencialu
presvedcit’ svojich kolegov.

Hlavny pilier argumentacie autora je zaloZeny na porovnavani samopodobenov s podobnami® v tych
riadkoch, ktoré nemaji rovnaky pocet slabik, aVv mensej miere tiez na porovnavani paralelnych riadkov
s rovnakou melodickou formulou (v starSich pramenoch oznac¢ené navestim omoios). Pre rozlicné dlhé neumy
touto cestou nachadza ich rozklad (diairesis), Cize dvojslabiénu interpretaciu jednoduch$imi neumami
(pozitivne pravidlo rozkladu). Naopak, neexistencia takéhoto rozkladu je indiciou, ze ide o kratky neumovy
znak (negativne pravidlo rozkladu).

Druhy z argumentaénych postupov autora spociva v tom, Ze pri urovani rozpisu melodémy urcitého
neumového znaku hl'add v paralelnych miestach inych rukopisov alternativny zapis melodémy pomocou inych,
lepsie zrozumiteI'nych neumovych znakov (pravidlo isodynamie).

/I Using a different way of reasoning, in his famous article®® the mathematician and musicologist loannis
Arvanitis draw a very similar (to van Biezen) conclusion about the binary rhythm. In a very comprehensive
way he summarized his analysis of the issue in the recently defended dissertation.*

His main research tool is comparing of the prototypal melodies (automeloi, irmoi) with their contrafacta
(omioi, troparia of the canon)® in the cola that do not have an equal number of syllables. The same approach
may be applied to pairs of melodically equivalent parallel lines (in older manuscripts the second line used to be
marked om.=omoios). This way he obtains a decomposition (diairesis) of the long neumes. i.e. their
interpretation by a pair of short neumes (the positive rule of decomposition). On the other hand, if a certain
neumatic sign is used for a decomposition of longer neumes but for itself alone no decomposition is found, we
may assume that it is a short neume with d=1 (the negative rule of decomposition).

Another research tool consists in comparing various sources and searching for alternative and more
intelligible representations of a given neume (the rule of isodynamy). As far as there are many examples of
distinctly different but isodynamic melodems, this tool must be used with special wariness.

% podstatou spevu na podoben je pouZitie vzorovej melodie (vratane rytmu) na ind stichiru alebo tropar. Ak mame
k dispozicii neumy pre vzor aj obraz, mézeme porovnavat dva spravidla nie celkom zhodné zapisy tej istej melddie.
V mnohych pripadoch sa vSak dvojice ,,podobnych* stichir nezhoduju na 100%, preto je nutna opatrnost’.

% Toavwng ApBavitng, ,H pubukh kot petpicy dopfy tov Pulavtvdy eipudv kot otgmpdve in: Or dbo dweic e
EMnvixie Movaixic Kinpovouudg by Evetdfiog I'. Maxprg (ABnva 2000/2003), 151-176.

3 Todvvng ApBavitng, O poBudc twv ekilnolaotikdy ushdv péoa amd ™ Talaioypagikl épsvva Koa TV eCRyRON THG
roioidg onuetoypopiog (dissertation, Iovio [oavemotpio, 2010).

%2 The model melody and the contrafacta shall have the same melody. In case of non equal number of syllables there is a
chance to obtain the same melody written down in two different ways.



1.3 Marina Shkolnik

Muzikologicka Marina Shkolnik vo svojej dizertacii skiimala predovSetkym vzajomny vztah byzantskej
tradicie s ruskym znamennym rospevom a hl'adala moznosti premostenia oboch tradicii ako cesty k Citaniu
ruskych neumov bez diatematického upresnenia (12.-17. storocie). V osobitnom c¢lanku sformulovala hypotézu
0 tom, zZe znamenny rospev si vo vicsine pripadov zachoval pévodni rytmicka hodnotu neumov, a navrhuje
¢itat’ byzantské neumy z rytmického hl'adiska ,,na rusky sposob*.

Tato myslienka nie je tak anachronicka, ako by sa mohlo na prvy pohlad zdat. Kontinuita a
konzervativnost’ ruskej tradicie od pociatku az po 17. storocie, ktora sa vyrazne prejavuje v mnohych spevoch
(najma stichiry Triodia), vedie celkom prirodzene k apriornému predpokladu zhody alebo vyraznej podobnosti
vo vyzname byzantskych a ruskych neumovych znakov. To znamena, Ze pokial’ v pripade konkrétnych znakov
nie je potvrdend inda moznost, je opravnené a logické predpokladat’ vyraznu blizkost' vyznamu ruského znaku
(okrem ruskej tradicie v uzSom zmysle slova treba brat’ do Givahy aj ruténske nuansy) s byzantskym vzorom
(pravidlo ruského citania).

Hypotéza M. Shkolnik vSak ziskava osobitni argumentac¢nu silu tym, ze vedie k podobnym zaverom, aké
nachadzame u predoslych spomenutych autorov. Ak ich rytmické hypotézy nachadzaju konkrétne potvrdenie
V jednej z postbyzantskych tradicii, tak je vylucené, Ze by islo o nahodu.

/I Comparing the byzantine and russian traditions and neumes was the main object of research of the Russian
musicologist Marina Shkolnik.*® In a separate article** she formulated an opinion, that the Russian znamenny
rospev, despite its evolution, largely retained the original melodic and rhythmical values of the old neumes.
Therefore she proposes to read the byzantine neumes “in the Russian way”.*

This idea is not so anachronistic as it may seem at first sight. The continuity and conservativism of the
Russian tradition from the start until the seventeenth century can be clearly seen in numerous irmoi and stikhera
(especially those of Triodion). These observations lead to a natural and logical apriori assumption of a semantic
similarity of the byzantine neumes and their Russian counterparts. For particular neumes, if a semantic
divergence is not clearly confirmed (and in several cases it is), it is justified to use the known Russian or
Ruthenian® reading of the neume as a help for deciphering the obscure rhythm of the byzantine counterpart
(the rule of the Russian reading).

The idea of Marina Shkolnik reveals its full strength in results that are very similar to those of Jan van
Biezen and loannis Arvanitis. If their rhythmical hypotheses are confirmed by one of the postbyzantine
traditions, then a coincidence is out of question.

s Mapuna I'. llIkonbHUK, [Ipobrembl pekoncmpyKkyuu 3namenno2o pocnesa 12.-17. éexos na mamepuane 6u3aHMUILCKO20
u opesnepycckoeo upmonoeus (dissertation, MI'K, Mocksa, 1996).

3% Marina Shkolnik, ,,Some Principles of Rhythmic Organization in Byzantine Music“, Proceedings of the Cantus Planus
conference in Sopron (1995), 537-553.

% Cf. Vitaly Golovatenko, ,,Zu den Prinzipien der Ubertragung der liturgischen Monodie in das Linien-Notensystem®,
Theorie und Geschichte der Monodie vol. 1 (Wien, 2002), 385-398.

% From the end of the 16™ century one of the branches of the Russian tradition has been fixed in the Ruthenian Irmologia.
In many cases the Ruthenian variants seem to be more conservative than those northern Russian.



Ukazka podobnosti ruskej/ruténskej melodie a byzantskej melodie v binarnorytmickej transkripcii. Zac¢iatok 4. antifony
Strasti (5. hlas).

/I An illustration of similarity of the Byzantine (transcribed according to binary rhythm hypothesis) and Russian/Ruthenian
(transposed and transcribed to modern notation) melodies. First two cola of the 4th Passion antiphon (Matins of the Great
Friday, 5th mode).
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¥ Roman Jacobson (ed.), Fragmenta Chiliandarica Paleoslavica. Sticherarium. Codex Monasterii Chiliandarici 307
phototypice depictus. MMB vol. 5 (Copenhagen: Munksgaard, 1957).

% The Main Library of the Troice-Sergievska Lavra, ms. 410, 16™ century.

%9 Jurij Jasinovs’kyj, Das Lemberger Irmologion (KéIn: Bohlau Verlag, 2008).
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2. Dalsie pozorovania // Further observations

K otazke rieSenia rytmu byzantskych spevov chcem prispiet’ formulovanim d’al$ich pravidiel, vychadzajacich
na jednej strane z myslienok C. Florosa a I. Arvanitisa, na druhej strane aj z mdjho Studia paralelnych prepisov
staro- a strednobyzantskych stichir a irmosov.

/I '1 am going to add some more observations and formulate further rules, based partly on the ideas of
Constantin Floros® and loannis Arvanitis, and partly on my own study of the old and middle byzantine chants.

2.1 Kontinuita tradicie // Continuity of traditon

Starobyzantska notacia je systém, ktory sa pocas 10.-12. storo¢ia dynamicky rozvijal. Nepozorujeme vyvojové
skoky, ale postupnt evoliciu systému a koexistenciu starSich $tadii s novSimi, priCom je najmd v spevoch
stichiraria zretel'na kontinuita v zapise melodii. Je preto zrejmé, Ze zapisana tradicia spevov je konzervativna
a melddia ¢itana zo strednobyzantskych neumov je ,,v zasade ta ista* ako melddia zapisana v starobyzantskych
vrstvach. Tymto kons§tatovanim nevyluéujeme mierny vyvoj melddii, o ktorom este bude re¢ neskor.

Starobyzantska notécia sa vo svojich najstarSich dolozenych podobach (10. storocie) lisi od novsich Stadii
predovsetkym tym, Ze mnohé slabiky nemaji nad sebou ziaden neumovy znak. Neumami sa znacili najméa
kadenéné, akcentacné a zlomové motivy. Prechody medzi tymito motivmi sa spravidla oznacili (bez ohl'adu na
poCet slabik) len jednym alebo dvoma apostrofmi. Absencia neumov predpoklada schopnost kantora
,premostit* znacené motivy jednoduchym melodickym postupom a tazko si predstavit, Ze by takéto
premostenie skryvalo rytmické prekvapenia. Je teda prirodzené predpokladat’, slabiky neoznacené neumami
mali ,§tandardnt diZku* 1. Ak sa neskdr nad tymito slabikami doplnia znaky ako apostrofos, ison, oligon,
oxeia, bareia, klasma, apoderma, je pravdepodobné, Ze z hladiska diiky st vSetky tieto neumy ekvivalentné
(pravidlo ekvivalencie s prdazdnym znakom).

// During the 10th-12th centuries the system of the old byzantine (OB) notation dynamically evolved. There are
no marked saltations, the evolution proceeds in small steps and older notations forms coexist with the newer
ones. Finally the process culminates in the middle byzantine (MB) notational system. The basic neumes mostly
remain the same and represent the same melodic contours. Therefore it is justified to assume that the MB
melodies are basically the same as the melodies written down in the older byzantine sources. This statement
does not exclude the possibility of some minor changes.

The OB notation in its most ancient forms differs from the newer stages mainly by the absence of neumes
above a great part of the syllables. The neumes marked mainly cadences, accentuations and various binding or
transition (leading-on) motives. The rest of the syllables — independently of their number — were labelled by
one or two apostrofoi. The absence of neumes assumes an ability of the chanter to bridge over the gaps by
means of standard melodic movements. It is unlikely that these movements contained rhythmical surprises.
Therefore it is natural to assume that all these unneumed syllables had a standard length d=1. Over time all the
unmarked syllables obtained their neumes — apostrofos, ison, oligon, oxeia, bareia, klasma, apoderma etc. It is
likely that all these newly added neumes have d=1 (the rule of equivalence with an empty sign).

“0 Constantin Floros, Universale Neumenkunde (Kassel: Barenreiter,1970).
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Postupny vyvoj notacie sa prejavuje najma doplnovanim d’alSich znakov k p6vodnym neumom, ¢im sa
spresiiuje informacia o intervaloch a spdsobe realizacie melodém. Vyvoj vrcholi nastupom strednobyzantske;j
notécie, ktora je charakteristickd plnou a presnou fixaciou melddie. Jednoduché intervalové znaky sa podla
novych pravidiel doplnili d’al§$im znakmi tak, aby jednozna¢ne urCovali Zelany interval. Znaky, ktoré sa
interpretovali viacerymi tonmi, boli ,,vysvetlené®, teda analyticky rozpisané intervalovymi znakmi nad alebo aj
pod povodnym znakom.

Po tomto rozpisani niektorych dlhsich neumov intervalovymi znakmi sa de facto pdvodny znak stal
zbyto¢nym. Inymi slovami, analyticky rozpis sa stal primarnym, povodny znak ostal len ako jeho nehlasny
(afonon) nosi¢ (hypostasis) a indikator rytmu melodémy.** To viedlo k neskor§im $pekuldciam o vyzname
nehlasnych znakov ako nositel'och osobitného vyrazu alebo ornamentécie, ako o chironomickom ukazovateli
alebo dokonca ako o stenografickom kode pre SirSiu melodicku exegézu. Avsak opak je pravdou, Ciastocny
stenograficky charakter bol vlastny prave starobyzantskej vrstve, strednobyzantsky analyticky systém tieto
prvky v plnosti odkryva a rozpisuje.

Pri strednobyzantskom neumovom zapise z 12.-14. storoia sa preto drzim xérofonie, tj. za melodiu
povaZzujem to a len to, ¢o je vyslovne napisané. Neodmietam tym mozZnost’ rozmanitej ornamentacie, avsak jej
rozmery povazujem za menSie nez umoznuje zachytit' moderna notacia. Preto, ale tiez v zaujme prehladnosti
zapisu nepovazujem za potrebné ani vhodné pri transkripcii na vedecké ucely vyjadrovat’ ornamentaciu notami.

I/l The gradual development of notation consists mainly in adding further signs to the basic neumes in order to
state more precisely the interval value of the neumes and the shape of their melodems. In the MB notation the
melody was completely fixed in an analytical way. Simple neumes were provided by additional neumes in
order to express exactly the interval shift. The multi-tone neumes were explained (analytically itemized) by
additional interval neumes over the basic sign.

In the latter case the original basic neume lost its original melodic meaning and it started to serve only as a
silent (afonon) support (hypostasis) for the above neumes. In other words, the analytical explanation became
primordial and the afonon basis remained only to recall the older stages and to indicate rhythmical details.*
Later this way of writing led to speculations about afona as indicators of a specific ornamentation, expression,
kheironomy, or even considering them a stenographic code pointing to a wider ornamental exegesis. However,
these attempts are anachronic (under influence of later practices of calophonic exégesis) and they try to ascribe
the afona signs features that were just overcame by the fully analytical essence of the MB system.®

Therefore | prefer transcribing the MB neumes (especially for scientific purposes) in a xerophonic way,
i.e. to read the melody just as it is written (at face value). I don’t reject the possibilty of ornamentation, however
| consider its proportions smaller than the modern notation is able to record. Moreover, the essence of the
ornamentation is still not exactly known, so it is more suitable to keep it only in neumes, which are to be
retyped along with the transcription.

* Z vyvoja notacie je zrejmé, Ze nehlasny znak je pévodnym nosiom celého analytického rozpisu a neviaZe sa len
k prvému intervalovému znaku, ako to chapala star$ia Skola MMB. Rovnako treba dérazne odmietnut’ koncept ,,subsidiary
sign®, ktory stavia povodné neumy do pozicie druhotnych dodatkov.

*2 These facts imply, that the afonon neume is the original ,,stenographic* sign for the whole melodem. It is not bound only
with the first of the added neumes, as it was believed in the older MMB school. In like manner | have to reject the term
Lauxiliary sign® in association with afona, because it raises a false impression that these signs were a secondary addition.

B Cf. Ioavvne Appavitne, O pobudc..., 116-130.
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2.2 Dualita pisanej a spievanej melédie // The duality of the written and sung melodies

Pokial' kantor spieval podl'a neumov, v najjednoduchSom pripade jeho melddia zodpovedala neumovému
zapisu. Avsak pri CastejSom spievani sa prirodzene rodili urcité odklony od zapisanej podoby. Ak nechame
bokom vyslovnu tvorivi invenciu veducu k motivom nezlucitelnym s pdvodnymi neumami, ide spravidla o
nasledujuce prvky:

a) Pridavanie preklenovacich ténov ako vyplnenie alebo zméikcenie intervalu.

b) Rozdrobenie (nahrada dlhsich tonov viacerymi kratkymi) v jedno- az trojslabi¢nych motivoch.

C) Zvyraznenie akcentu pridanim vyostrovacieho toénu, nahradou poévodného tonu vyssim tonom alebo
motivom, a pod.

d) Ciastoéné zvysenie vybraného motivu.

/I When the chanter was singing from neumes, ideally his melody corresponded exactly to the written
information. However, by a more frequent singing some declinations from the written form could occur.
Leaving aside cases of an explicit chanter’s license, following modifications are most frequent and typical:

a) Adding transition tones to fill in or soften larger intervals (thirds and more).

b) Comminuting* (substituting a longer tone by two or more shorter tones) of motives with one, two or
three syllables.

c¢) Highlighting accents by adding a sharpening tone or replacing a tone with a higher tone or motif etc.

d) Partial rising up of a given motif.

Priklady /I Examples

a)I ll | |é b)@ C)I' l | ==

. I : @ |Pi|iui

d)

* From the russian term pasopo6enue.
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Spolo¢nou vlastnostou vsetkych tychto zmien je to, Ze v zdsade nemenia povodni melodiu, ¢o znamena
predovSetkym udrzanie rytmického ramca a v zna¢nej miere aj homofonicky stlad s poévodnym tvarom.
Zaroveit mézeme konstatovat, Ze prevazna vacSina zmien je typu a) a je charakteristickd tym, Ze sa zachovava
prvy ton doby (pravidlo prvého tonu doby).

Mnohé z tychto zmien sa ¢asom stabilizovali a dostali sa do neumového zapisu. Napr. zmeny typu a, C
zrejme suvisia so zavedenim znaku dyo kentimata a pridavanim malého apostrofu k bareii, klasme apod.

Postupny vyvoj neumovej notacie je teda spdsobeny nielen spresiovanim neumov ako takych, ale gj
reflexiou vyvoja melodii. Pri porovnavani starej a strednobyzantskej notacie preto nie je vhodné unahlene
stotozniovat’ strednobyzantski melodiu s vyznamom starobyzantskych neumov. Rovnako treba mat’ na pamiti,
najmé pri aplikacii principu isodynamie, ze vyvoj sa mohol uberat viacerymi smermi a preto aj melodie
v rozlicnych strednobyzantskych pramenoch sa moézu lisit. Ako vidno v priklade z 5. hlasu, jedina
starobyzantska kadencia s findlou D sa do strednobyzantskych pramenov dostala v Styroch rozli¢nych formach.

/I The common feature of all these modifications is that they do not essentially change the original melody, i.e.
they remain within or not far away from the limits of homophony. This implies that the rhythmical framework
remains unchanged. Moreover, in the majority of cases of type a) the first tone is preserved and a transition
tone is added after it (the rule of the first tone in the mora). Exceptions to this rule are of strictly defined types.

A lot of these small modifications were petrified and subsequently written down in neumes. E.g. the
changes of types a), c) are seemingly related to the appearance of dyo kentimata and adding an apostrofos
under or behind the signs bareia, klasma, oxeia etc.

Thus the gradual evolution of neumes was caused not only by the effort of precising and analysing the
written information, but also by reflecting the melodic changes. Therefore a special caution is needed when
comparing the old and MB neumes. They do not necessarily represent the same melodems in all details.
Similarly when applying the rule of isodynamy one must take into account that the evolution could go various
ways and thus the corresponding melodems in various manuscripts may slightly differ. An example®™ from the
plagal first mode demonstrates how a single OB cadence evolved into four different MB variants.

* Aglaia Ayoutanti, Maria Stohr (eds.), The hymns of the Hirmologium part I. MMB Transcripta vol. VI., (Copenhague:
Munksgaard, 1952), 131-158.
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Nedelny kanon 5. hlasu, 7. irmos

/I Resurrectional canon, plagal 5th mode, 7th irmos.

Y
S1,2

Trinity College, Cambridge, nr. 1165, 14. stor. //14™ century
Jerusalem, Saba, nr. 83, 11. stor. (1) s dodatkami zo 14. stor. (2)
Ilearly 11" century (1), with 14™ century additions (2)
Grottaferrata, E.y.I1, za&. 14. stor. // early 14" century
Athos, Iviron, nr. 470, za¢. 12. stor. // early 12" century
Paris, Coislin 220, zag. 12. stor. // early 12" century
Athos, Lavra B32, zag. 10. stor. // early 10" century
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2.3 Etymologicky pristup // Etymological approach

Pri skiimani analytickych rozpisov jednotlivych ,,nehlasnych® a ,,rytmickych* neumov v rozli¢énych kontextoch
si moZeme v§imnut, Ze vacSina znakov sa da analyticky rozpisat’ viacerymi spdsobmi. Predpokladame vsak, Ze
povodny vyznam neumovych znakov bol iba jeden. NeskorSia rozmanitost’ analytickych rozpisov je dana az
rozmanitostou neskorsej exegézy danych znakov v rozli¢nych kontextoch. Malo by preto byt mozné pomocou
spatnej redukcie vsetkych moznych analytickych melodémov identifikovat’ spolo¢ny vychodiskovy pramotiv
(pravidlo spolocného menovatela). Z druhej strany, rovnaky pévod rozliénych vykladov neumového znaku by
mal implikovat’ ich rovnaku celkovt diZku a ich vzdjomny homofonicky stlad.

/I Most of the neumes can be analysed in several ways and generate different melodems, depending on the
musical context and the pecularities of a given manuscript. But it is likely that the original melodem of each
neume was only one and the later diversity comes from the divergent semantic evolution of the neume in
various contexts. Therefore it should be possible, by means of a reverse reduction of all existing melodems
analysing a given neume, to identify the common starting primitive motif (the rule of a common denominator).
On the other hand, the common origin of various analyzes of a given neume should imply their equal total
length and ideally even their homophonic accord.

2.4 Formulovy systém // Formulaic system

NajstarSia vrstva byzantskej notacie v porovnani s mlad$imi Stadiami disponovala mens$im poctom znakov,
ktoré stali vacSinou samostatne bez upresnenia ¢i kombinovania s inymi znakmi. Jej vyjadrovacie moznosti boli
teda ovela uzsie. Je preto stale otvorenou otazkou, ako bolo mozné tymto systémom spolahlivo zapisat’
melddie tak, aby ich kantor vedel precitat’ a spravne zaspievat'.

Predovsetkym musime odmietnut’ tedriu, Ze notacia bola iba pomodckou na pripomenutie melodie, ktora
kantor udajne ovladal naspamét. Pri repertoari, ktory pozostaval z niekolkych tisicok piesni, je takmer
vyludené, aby si niekto dokazal zapamiitat’ hoci len desatinu z toho mnozstva. Ciastoénou odpoved’ou na otazku
je formulovy systém spevov, ktory radovo znizuje poziadavky na kantorovu pamait’. Stacilo ovladat’ naspamat’
kompozi¢né principy a typické melodické formuly jednotlivych hlasov. Neumovy zapis bol napriek svojej
jednoduchosti a neurcitosti dostato¢ny na to, aby nim bolo mozné zakodovat’ jednotlivé formuly.

/I The most ancient layer of the byzantine chant used a smaller number of neumes compared to the younger
stages. Moreover, these neumes were standing predominantly alone without any additonal sign. The
possibilities of the original system were thus more limited. It is still an open question, how was it possible to
write down reliably the melodies and subsequently to read or sing them properly.

First of all | have to reject the opinion, that the neumatic notation was only a hint to remind the melody,
which the chanter knew by heart. Considering the fact, that the repertory consisted of several thousands of
stikhera and irmoi, it is almost inconcievable that one could remember even a tenth of that amount.

A partial solution of the question is the formulaic system of the chant. Having in mind, that the chant was
built of standard melodic formulae, it was sufficient that the chanter knew the typical melodic formulae for
each mode and the ways how the formulae were combined. Thus the chanter needed to know by heart a
significantly lower amount of information.
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Pochopenie formulového principu a principov radenia formuil predstavuje vyrazny pokrok v moznostiach
Citania starej notacie. Napriek tomu dnes$né praktické pokusy Citat’ starobylé neumové zapisy (aj s vyuzitim
vypoctovej techniky) nardzaji na mnoho nejednoznaénych miest a stile ide o neuveritelne velky objem
informacii, ktoré by si kantor musel pamétat. To nas vedie k presved¢eniu, ze povodny systém formil musel
byt jednoduchsi nez je ten, ktory vieme ziskat’ skimanim strednobyzantskych prameiiov. Predpokladame, Ze
formul bolo menej a ich stavba i vzajomné vztahy boli zrozumitel'nejSie.

Porovnavanie konkrétnych formul v rozlicnych rukopisoch ukazuje pripady ciastocnych terciovych
posunov nahor v niektorych motivoch, ale tiez pripady, v ktorych sa zvyraznenim akcentacie alebo po miernej
ornamentacii stal novy vyrazny motiv a formula sa prestala (aspoi na prvy pohl'ad) podobat’ na svoje zakladné
znenie. Ak dokdzeme rozpoznat' takéto prvky, je mozné objavit’ dvojice alebo aj pocetnejsie skupiny sice
rozli¢ne znejucich, ale svojim pévodom ekvivalentnych formul, a tak zredukovat pévodnu sadu formil pre
kazdy z hlasov.*

Druha skutocnost’, ktord dokaze prekvapivym spdsobom zredukovat’ pocet formul, je spravne urceny
rytmus. Mnoh¢é zdanlivo odli§né formuly pri spravnych dizkach neumov veda k porovnatelnej melédii, akurat
aplikovanej na odlisny pocet slabik. Prave tu sa ukazuje jedno z dolezitych kritérii pre overovanie rozli¢nych
rytmickych hypotéz — spravny rytmus by mal viest’ k redukcii poé¢tu melodickych formul, alebo inymi slovami,
ku flexibilnym formulam, ktoré sa bez podstatnej zmeny rytmu a melddie dokazu viazat' na rozli¢né pocty
slabik a distribucie prizvukov (pravidlo minimalizacie poctu formaul).

Ziskany formulovy systém mozeme pri analyze neumoV vyuzit' tak, ze rozsirime aplikovanie pravidiel
dekompozicie a isodynamie aj na rozli¢né rytmické realizacie jedného typu formuly.

I/l Nevertheless, my detailed research of the formulae in the 2.a and 2.pl. modes did not lead to a definite
algorithm of transcribing the old neumes. There are still many ambiguous portions and the total number of
formulae and their variants is still too large to be remembered. These facts lead me to believe that the original
set of formulae must have been smaller than that extracted from the MB sources and that the compositional
principles were more comprehensible.

As | have already mentioned before, comparing different variants of formulae in various manuscripts
reveals cases of partial shifts of the pitch higher or applying marked accenting and ornamentation motives. If it
were possible to detect all such changes, by methods of reverse reduction classes of equivalent formulae could
be determined. Thus the total amount of formulae in each mode can be reduced.”’

Another means leading to a reduction of our notion about the amount of formulae is the correctly set
rhythm. Many seemingly different formulae represent actually the same motif (with only minor shiftings)
applied to different numbers of syllables (cf. example below). Hence we get an important criterion for
verifying particular rhythmical hypotheses — the correct rhythm has to minimize the number of melodic
formulae, or in other words, with the correct rhythm a formula applied to different numbers of syllables and
distributions of accents has to be still identifiable as one formula (the rule of minimization of the number of
formulae).

Once we identify the system of formulae, it is possible to extend the rules of decomposition and isodynamy
also to pairs of equivalent formulae.

* |de o pravidlo spolocného menovatela aplikovany na dlhsi motiv.

*" The rules of isodynamy and of the common denominator applied on a sequence of neumes.
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Priklad Styroch rytmickych realizacii rovnakého kaden¢ného motivu v 2. a 6. hlase.
/I Four rhythmical realizations of one cadential motif in the 2.a. and 2.pl. modes.

HI 1 1
— >
\, ~ > bl
1 1 1
6= = —
HI 1 1
N, ~ > > v
1| 1 |
6= == e
ol II ] 1
N, 7> » v
1
6= ==
==

18



2.5 Zdvojovanie // Doubling (diplasiasmos)

Zaujimavym javom je ornamentacia melodém alebo dlhsich motivov cez tzv. zdvojovanie (diplasiasmos), teda
prediZenie not na dvojnasobok (alebo aj 4-, 8-, 16-nasobok) a ich naslednt ornamentaciu. Toto predlZovanie sa
uskutoéiiuje prekvapivo désledne v rozmedzi mocnin dvojky® a je tazké ho vysvetlit' inak neZ prirodzenym
vyrastanim z binarneho rytmu.

V strednobyzantskych pramenioch nachadzame tento jav najma pri niektorych dlhych neumovych znakoch
(predizenie z dizky 2 na 4), pri niektorych thematismoch alebo vynimoéne na prvych slabikich niektorych
slavnostnych stichir. Pre napevy typu argon v stcasnej gréckej tradicii je zdvojenie zakladnou cestou exegézy
star§ich ,,predreformnych* napevov.

/I An interesting phenomenon is the ornamentation of melodems or longer motives by means of doubling
(duthaclaopdc), i.e. “duplicating, quadrupling etc. the time values of the short melodic movements and,
eventually, by elaborating and enriching the parts of the composition.“*® This way of prolonging is difficult to
be explained otherwise than by growing naturally from binary rhythm. In the OB and MB manuscripts this
phenomenon appears at various longer neumes (doubling the d=2 to d=4) or at the begining of festal stikhera.
Doubling is also the basis of some (or all?) thematismoi. In the post byzantine era the doubling became a
standard way of exégési550 and several ,,doubled” melodies can be found even in the old Ruthenian eight mode.

Priklady I/l Examples

Zdvojenie (na predposlednej slabike niekol’kondsobné) na zaciatku stichiry Ote to Ztavpd (2. hlas, Hodinky na Velky
piatok) porovnané s beznym zaciatkom (podoben Ote Ioonp, Hodinky pred Narodenim Pana).

/I The doubling (multiple at the last syllable) at the begining of the stikheron Ote T Ztovpd (second mode, Hours of the
Great Friday), compared to the short beginning (prosomoion Ote Ioone, Hours before Christmas).

O- Te (0] 2T~ poO
Am 5K, Y » Z =, 7 >
e Y
|' —~ ) 7 — 1 }
1 .__‘_G—Q_#? - I’
1 ol 1 1 1 II bl |I ' II
: ] =
I 1 ‘ 1 ‘
6 =——— =
1 1
Am = > > = A
O- TE I- - one

*8 Tak je to dolozené v noviej byzantskej tradicii, ale okrajovo aj v ruténskej tradicii 17. storo¢ia.

* Joannis Arvanitis, “A way to the transcription of old byzantine chant by means of written and oral tradition”, in
Byzantine chant. Tradition and reform by Christian Troelsgérd (Monographs of the Danish Institute at Athens, Vol. 2,
1993), 137.

%0 Toannis Arvanitis, “The Heirmologion by Balasios the Priest”, The Traditions of Orthodox Music. Proceedings of the
first international conference on Orthodox church music (University of Joensuu & ISOCM, 2007), 235-264.
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Thematismos eso ako zdvojenie jednej z beznych formul 2. a 6. hlasu. Rezim zdvojenia nastupuje na parnej dobe a tym
vznika zamerna rytmicka neregularita.

/I Thematismos eso as a doubling of a standard opening formula in the second mode. The doubling begins at the even mora
and thus causes an intentional rhythmical irregularity.

I 1 ] 1 1
| I .| | ‘ d d
I 1 b 1 1
> > > X% > .
3 | 3 3
| 1 I 1 ] 1 1
\
| I .| |
I 1 b 1 ol 1
> s > 2 % >

Zdvojenie ako Standard pre napevy chrysanthovskej tradicie, 3. irmos kanona Velkej soboty, 6. hlas.
/I Doubling as a basis of the chrysanthine melody (3rd irmos of the Great Saturday canon, plagal second mode).

EKPP® p. 188, Sn*f. 99.

A
I3
I | | | | . | 1 | 1 1] =
T 11 !
EKPP 1 1 1 e 1 1 1 1 1 1 1
ev 1w Kpo-vi- ®  Kpe- ué- pe- vov .
— F — —
I | 1 | | I |
I 1 1 1 1 —
Sn 1 1 1 1 1 1

> Epuoloyiov twv korafasiwv Hetpov tov Melomovwnoiov (Kevotavivovmohs, 1825). My xérophonic transcription.
%2 Ms. Sinai 1477, 17th/18th century. Transposed and transcribed from the kievan notation.
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Zdvojenie v ruténskej tradicii (Irmos 9b, Povysenie sv. Kriza, 14.9.), porovnané s ruskym znenim.

/I Doubling in the Ruthenian tradition (Irmos 9b, Exaltation of the Holy Cross, 14.9.) in comparison with the
Russian setting.

IP% f. 182v, J029° f. 177

IP < A (8 = < U \ v
Co. wk. Q. a M. BE HA A

’—dﬁtp* : ﬁu i”:i_F '
20 T .

Culk a Q. a A% BHA, A

Dvojice kratkych a zdvojenych motivov mozno povazovat’ tiez za isodynamické s koeficientom 2. Touto cestou
sa da melodicky nejasna melodéma vysvetlit' pomocou jej povodnej kratSej alebo naopak novsej predlzenej
verzie (pravidlo zdvojenia)

/ Pairs of short and doubled motives may be considered isodynamic with a coefficient 2. Thus a rhythmically
obscure melodem can be explained by means of its original shorter or doubled longer clearer counterpart (the
rule of diplasiasmos).

2.6 Nova metéda // The new method

Neumovy systém sucasnej gréckej ,,poreformnej* tradicie je potomkom strednobyzantskej notacie a napriek
viacerym zmenam si zachoval mnohé z pdvodnych charakteristik, a to predovSetkym systém znalenia
jednotlivych intervalov, ale do urcitej miery aj rytmickych hodnét pre noty v rozpise melodém. Preto v pripade
mnohych otazok o rytme moze byt uZitoéné porovnanie s novogréckym tvarom (princip novogréckeho
Citania).

I/l The system of neumes in the contemporary Greek tradition (reformed in 1814 by the Three teachers) is a
descendendant of the MB notation. Despite many changes the neumes (especially the simple interval signs)
retained many of their original features and the chrysantine reading may be helpful at explaining some MB
phenomena (the rule of new greek reading).

>3 Hpmocwr nomopckozo nucoma (Mocksa: ITpeoGpaskeHckuii GoraneneHnsrii gom, 1912)
> 3akapraTchKuil Kpae3HaBumii My3eii, YVakropox, Apx. 8465. An Irmologion from the 17th century.
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2.7 Sinajské paralely // The Sinaitic parallels

TaZkosti s uréenim rytmickych charakteristik neumov spoéivaju najmid v tom, e mame k dispozicii iba
samotny neumovy zapis. Vel'ké mnozstvo otazok by bolo mozné vyriesit, ak by sa nasli aspoii k niektorym
piesfiam v neumoch aj zapisy v inom nota¢nom systéme.

Zatial’ je znama iba jedna takato paralela — rukopis Sinai 1477 (ozn. Sn1477 alebo len kratko Sn), ktory je
zapisany kyjevskou notaciou. Z hladiska rytmu je teda presny a jednoznacny (z hl'adiska presnosti zachytenia
stupnic je naopak dost’ nedbaly), takze predstavuje vel'ki nadej na rieSenie viacerych spornych otazok. Je tu
vsak niekol'ko tazkosti, pre ktoré je prinos rukopisu k rieSeniu rytmickych problémov mensi nez povodné
ocakavania.

Predovsetkym je potrebné vo vhodnych neumovych rukopisoch identifikovat' paralely ku konkrétnym
piesiam v Sn1477, o sa zatial’ dari iba vo velmi obmedzenej miere. Dalej, rukopis pochadza z prelomu 17.-18.
storoCia, jeho obsah je neobyzantsky (novsi material) a teda neposlizi na porovnania s piestiami zo
strednobyzantskych prameniov. Napokon, ¢o je azda najvacsi problém, vacsinu obsahu Sn1477 tvoria spevy
Vv papadickom Style (bohato melizmatické), kde je vztah neumov a ich melodickej interpretacie zlozitejsi.

Z hladiska naSej témy st najzaujimavejSou Cast'ou rukopisu Sn1477 kanony Kvetnej nedele (4. hlas) a
Velkej soboty (6. hlas). Napevy su Standardné irmologické a z melodického hladiska neobyzantské (tj. odlisné
od strednobyzantskych a skor podobné tym stcasnym). Pomerne blizke neumové paralely k irmosom sa
nachadzaju v rukopisoch Sn1259 a Snl1260 z priblizne rovnakého obdobia, takZze vzajomné porovnanie je
mozné a vyzera presvedcivo. Akurat vzhl'adom na jednoduchost’ a prevazujicu sylabickost napevu oboch
kanonov z porovnania ziskavame ,vysvetlenie“ iba pre dost maly pocet neumovych znakov (pravidlo
sinajskych paralel).

Il The difficulties with determining the rhythmical features of the neumes are given by the fact, that we have at
disposal only the neume scores alone. Many questions could have been solved, if there existed parallels to at
least some chants written down in other notational systems.

For the moment only one such parallel is known — the manuscript Sinai 1477 (Sn1477 or shortly Sn)
written with Kievan notation. It is rhythmically precise (but less precise at determining the scales) and therefore
it holds up hopes for solving several open questions. Nevertheless, there are several difficulties that restrict the
profits of the manuscript under initial expectations.

First of all, it is necessary to identify parallels to the chants of Sn1477 in any convenable neumatic
manuscripts. By now this task is solved only in a very limited way. Moreover, the manuscript comes from the
17.-18. century, its content is neobyzantine (newer melodies) and it is not comparable with the chants from
mediobyzantine sources. And at last the biggest problem — the majority of the content are chants in papadic
style (melismatic), where the relation between neumes and their melodic interpretation may be more complex.”

From the rhythmical point of view, the most interesting part of the manuscript are the canons for Palm
Sunday (4th mode) and Great Saturday (plag. 2nd mode). The melodies are in standard irmologic style,
neobyzantine (different from the older ones and similar to the modern ones). Relatively close neumatic parallels
can be found in manuscripts Sn1259 and Sn1260 from the same period. A mutual comparation is possible and
convincing enough. However, a simple and prevalently syllabic melody gives us explanation only to a
restricted set of neumes (the rule of Sinaitic parallels).

> Gregorios Stathis, The abridgements of byzantine and postbyzantine compositions, Cahiers de I'Institut du Moyen-Age
Grec Et Latin 44:16-38, 1983 (cimagl.saxo.ku.dk/download/44/44Stathis16-38.pdf)
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2.8 Suhrn pravidiel // The list of the rules

VysSie spomenuté pravidld pouzijem v nasledujucej kapitole na vysvetlenie navrhov rytmickej realizicie
rozli¢nych neumovych znakov. Nasleduje zoznam pravidiel a skratiek, ktorymi sa na ne budem odvolavat’.

/I The above mentioned rules shall be used in the next chapter to explain my proposals of rhythm for various
neumes. They will be referred to with following abbreviations (in alphabetical order):

RO — Pravidlo ekvivalencie s prazdnym znakom //The rule of equivalence with an empty sign
R1 — Pravidlo prvého ténu doby //The rule of the first note in the beat

R2 - Pravidlo zdvojenia //The rule of diplasiasmos

RC — Pravidlo spolo¢ného menovatel'a //The common denominator rule

RD — Pozitivne pravidlo rozkladu // The positive rule of decomposition®

RD™ — Negativne pravidlo rozkladu //The negative rule of decomposition

RG — Pravidlo novogréckeho ¢itania //The rule of new Greek reading

RI-Pravidlo isodynamie //The rule of isodynamy

RM - Pravidlo minimalizacie po¢tu formal //The rule of minimization of the number of formulae
RR — Pravidlo ruského ¢itania //The rule of Russian reading

RS — Pravidlo sinajskych paralel //The rule of Sinaitic parallels

% Using of this rule is based on a large sample of examples, that can be found in the dissertation of I. Arvanitis. It is
beyond the objectives of this article to reproduce them.
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3. Rytmicka hodnota vybranych neumov
/l The rhythmical parameters for selected neumes

S vyuzitim formulovanych pravidiel budeme pre zakladné strednobyzantské neumy hladat’ ich rytmicky
charakter, teda celkovil dizku (d) a distribticiu parcialnych dizok (PLD) ich ténov. V zaujme struénosti budem
podrobnejsie vysvetlenia uvadzat’ iba v pripadoch, ked’ sa mdj nazor lisi od navrhov 1. Arvanitisa. Rovnako
necham bokom zalezitosti ornamentacie.

/I On basis of aforementioned rules and further observations | am going to investigate the rhythmical
parameters of all basic MB neumes, i.e. their total length (d) and how this length is portioned among the notes
of the melodem — the partial lengths distribution (PLD). In order to avoid lengthniness of the article, my
explanations are very short in cases where there is a broad consensus or in cases that were well explained by
loannis Arvanitis. | will also deal only with the matter of rhythm, leaving aside the pecularities of
ornamentation.

Jednoténové znaky // Single tone neumes

V pripade dizky znakov, ktoré vyjadruju jediny ton, vi¢inou niet Ziadnych sporov. Mézeme sa teda obmedzit’
na konstatovanie, ze kratke jednotonové neumy (s Fubovolnym intervalovym upresnenim) apostrofos, ison,
oligon, oxeia, petaste, elafron, jednotonova bareia majt dizku 1 (RO, RD), kym jednotonové dlhé neumy diple,
(dyo) apostrofoi, kratema, jednotonova piasma maja dizku 2. Toto pozorovanie je v sulade s RR a byzantskymi
traktatmi.

Potvrdenim dizky 2 pri dlhych jednotéonovych neumoch, ale aj odkrytim ich charakteru st doloZené
dvojslabi¢né rozklady (RD) na dva kratke neutralne znaky (napr. ison,oligon, apostrofos + ison) pri neumoch
diple a dyo kentimata, alebo na neutralny znak a petaste pri znaku kratéma mega (priklady v odseku
Anastama).

/I Generally, there are no doubts about simple neumes denoting a single tone melodem. The short neumes
(apostrofos, ison, oligon, oxeia, petaste, elafron, single tone bareia) independently of additional signs precising
the interval leap have a length d=1 (RO, RD").

The long neumes (diple, dyo apostrofoi, kratema, single tone piasma) have d=2 in agreement with the
byzantine treatises and RR. This length is proved by a plenty of disyllabic decompositions (RD) revealing
these signs equal always to two short neutral signs (e.g. ison,oligon, apostrofos + ison) at dip/é and dyo
kentimata, or to a neutral sign and petaste at kratéma (cf. examples in the section Anastama).
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Apoderma

Znak apoderma je ukonc¢enim niektorych formul alebo sa nachadza na konci polokaden¢ného prerusenia dlhsej
formuly (vtedy moze stat’ aj na parnej dobe). V starobyzantskom kontexte vac¢sinou apoderma stoji samostatne
a je isodynamickd s kratkymi znakmi alebo s prazdnym znakom (RI, RD), ma teda dizku 1.

V strednobyzantskom kontexte apoderma nema rytmicki hodnotu, totiz variantom apodermy
s intervalovym znakom je vel'mi ¢asto samotny intervalovy znak bez apodermy a zaroven apoderma moze stat’
aj nad diple.

V 17.-18. storoc¢i a neskor, aspon podl'a interpretacie Sn1477, st koncové tony formul dlhé (d=2) a to bez
ohl'adu na pritomnost’ apodermy (RS).

/I The sign apoderma denotes an end of a formula or a half-cadential break. In the older layers of the OB
system it stands alone and it has a length d=1 and it is isodynamic with short signs or an empty sign (RI, RD).
In the MB system apoderma has no rhythmical value, an isodynamic variant of apoderma with an interval
sign is often the interval sign alone (without apoderma). In some motives (especially thematismoi) apoderma
may be combined with diplé.®
In the 17.-18. centuries and later, according to Sn1477, the final tones of formulae are generally long
(d=2), independently of the presence or absence of apoderma (RS).

Koufisma

Znak koufisma je analogiou apodermy (tieto dva znaky nikdy nemoézu stat’ za sebou) v pripadoch, ked’ je
prizvuk na predposlednej alebo vynimocne aj na tretej slabike od konca kola.

/I The sign koufisma is an optional analogy to apoderma (those two signs can never follow each other) in cases
when the accent stands on the paenultima or (rarely) antepaenultima.

Trojpiesiiovy kanon na Velky piatok, 6. hlas, 9. piesent — irmos a prvy tropar
Canon for the Great Friday, 9th ode, a) irmos + b) the first troparion. 2.pl. mode.

Sn1214, 12. stor. /12" century, f. 185%°

s1214a €7 g4 > o> A

TV Ov- T0¢ Og- 0-  10- KOV,
S1214b = 9 > A > = A
tov Krti- otV TV 0-  TAV- TOV,

" I. Arvanitis (str. 215-219) sa pohrava aj s myslienkou d=3 pre apodermu, aviak v strednobyzantskom kontexte
povazujem jeho zdovodnenie za malo presved¢ivé. Je vSak mozné, ze pri formalnej dlzke 1 spdsobovala apoderma ako
priestor na nadych isté zdrzanie (kratSie nez chronos protos).

%8 Toavvng ApBavitng, O pofudc..., 215-219. Arvanitis admits the possibility of d=3 too, but | consider his explanation not
enough convincing (at least for sources until the 14th century). Nevertheless, in practice apoderma could have indicated a
place for a breath and thus holding its formal length d=1 it could have caused a small delay.

% Oliver Strunk, H.J.W. Tillyard, Egon Wellesz, Specimina notationum antiquorum. MMB vol. 7 (Copenhagen:
Munksgaard, 1966), 1/125.

25



V najstarSich rukopisoch, kde je dolozena koufisma, stoji nad prizvucnou slabikou petaste a na
nasledujucej slabike kappa (samostatny znak, méze sa nachadzat’ v nasledujicom riadku) ako signal na
stiSenie, preruSenie (nddych). Kappa sa pisala bezprostredne za petasté, z coho sa nakoniec vyvinula ligatira
(znak koufisma). Poprizvucna slabika potom dostala najskor bodovy ison a neskor vlastny intervalovy znak.
Z uvedeného vyvoja je zrejmé, Ze strednobyzantska koufisma je porovnatelna s petaste® a ma dizku 1.

/I In the most ancient manuscripts there is no koufisma at all or there are two separate signs — the petaste and
the small kappa above the ultima as an indication for a break. Later the two signs evolved to a ligature and thus
the last syllable in the colon obtained a dot-ison and later a standard interval sign. Hence it follows that the MB
koufisma is equivalent to petaste®™ with d=1.

ZAuepov n adpartog edoig (26.12.), 6. hlas // plag. 2nd echos,

$1217.%% Vi f. 85v, Am f. 84v.

S1217 — « <X, = J X
Vi -~ © J, LS
Am - - \_:,, = &5

o' a- oté- pog Md-youg

% Rozdiel medzi koufismou a petasté sa prejavuje az na nasledujiicej slabike.
®! The difference between them is in the impact on the following syllable.
%2 Sinai, St. Catherine 1217, 12th century, f. 77. From: Strunk, Tillyard, Wellesz, Specimina ... 1/139.
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Dyo, apeso exo

V pripade oboch znakov sa melodéma da rozlozit (RD) na dva kratke znaky (s pripadnym intervalovym
upresnenim), najéastejsie ide o kombinaciu apostrofos/ison/oligon + oxeia/oligon. Plati tedad = 2 a PLD =
1+1. Toto konstatovanie je v plnom sulade s RR. (cf. odsek Anastama)

/I Both neumes can be decomposed (RD) into two short signs (with appropriate intervalic precision), generally
apostrofos/ison/oligon + oxeia/oligon. Hence it holds d = 2 and PLD = 1+1. This statement is in full agreement
with the russian reading (RR). (cf. also the section Anastama)

Nixnv éyav Xpioté Il Zquepov o Xprotog (automelon + prosomoion, Oktoich), 6. hlas // plag. 2 echos

1 1 | 1
AmG X on = © 7«
0 1{- votobg ev oko-  TEl
[ - | 1 |
| | | | 1
1 1 I II
Am Uosn — o — e

1 «oi ™v a- yoA-AM- a- ow

Ynuepov gv ovpavoig (Voznesenie // Ascension), 6. hlas // plag. 2 echos

Alternativny zapis (Trin) dlhého znaku dvojicou kratkych
/I An alternate orthography (Trin) of a long sign by means of two short ones

[1 | | | |

1 | | |

IEE || 1 ‘

1 I“ 1

Am SR > =

Trin nT e

Vi,Va S » «
0 TO-pO-YE-VO- LLE- VOC; BAé-mov-cor o€
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Parakletike

Byzantské melodické formuly pozostavaji spravidla z kadencie a z privodu, teda motivu, ktory kadencii
predchadza. Ten byva dvoch typov, zvlneny (stupanie a klesanie po toénoch) a deklamacény (terciové skoky
nahor, klesanie po jednom alebo dvoch toénoch). V starobyzantskych rukopisoch sa zaciatok deklamacnych
usekov (najmd na vyS8ich téonoch) oznacuje neumom paraklitiki. V' strednobyzantskom systéme sa pozicia
paraklitiki zmenila, nestoji na zaciatku deklamacii, ale o Cosi d’alej nad motivom jednoduchého prizvuku
(vystup na terciu s preklenutim a navrat o terciu spét’). Predpokladam, ze v ranych Stadiach strednobyzantske;j
notacie pritomnost” paraklitiki neovplyviluje rytmus, kedze v mnohych pripadoch sa paraklitiki vynechava
RD).

/I The old and MB melodic formulae are mostly built up of a cadence and an approach (a motif before the
cadence), bound by a specific linking motif. The approach is generally of two types — a declamation (with basis
on one pitch and accenting by means of third leaps) or a wave progression (ascending and descending avoiding
thirds and larger leaps). According to my observations, in the OB system the sign parakiétiké was used to mark
the beginning of a declamation (especially on higher pitch). In the MB system the position of parakletikeé was
shifted and it started to be placed over a simple accenting motif. As far as the sign is often omitted (RI), I
consider that it has only a grammatical value and it does not affect the rhythm, at least in the early stages of the
MB notation.

H névoentoc tov Amootormv (29.6.), 6. hlas // plag. 2nd echos

| :
| 1
1 1 1 11 |
I L - -, I 1
‘s w7
Am — >0 =7 > XS
. - o .
Vi (N N >0 (X
QPOG-TN-PEG TAOV gV OKO-TEL,
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Anastama, Kratéma

V najstarsich pramenioch nie je rozdiel medzi neumovymi znakmi anastama a kratéma. Neskor sa odlisili
pridanim apostrofu (anastama) alebo ligatirnym pisanim (kratéma). Podobne ako kratéma, aj anastama sa da
rozlozit' na neutralny krdtky znak + petasté. 1de teda (RC) o jeden neumovy znak, ktory ma dve pomenovania
v zavislosti od intervalovej hodnoty petaste.

/I In the most ancient OB manuscript there is no difference between anastama and kratéma. Later they were
distinguished by adding and apostrofos to anastama or by a ligature writing of kratéma. Like kratéma, the
anastama also can be decomposed into a pair short sign + petaste (RD). Hence I assume that it is originally the
same neume (RC) with two different names in dependence of the interval value of the petasté (Fig. 13).

Diple Kratema Anastama Dyo Apeso exo
starobyz. // OB ~ P ) -~ 2 pd »
strednobyz. //MB * Z 5 ad s~ »
rozklad //decomposition &« < . . - - > -

V ruskom neumovom systéme samostatnii oxeiu nahradila petasté. Naopak, v kombinacii diplé+petasté sa
postupne (od konca 15. storoCia celoplos$ne) znak petaste nahradza oxeiou. Vysledkom je strela, ktora sa
podoba na dyo, ale je dedicom znakov dyo, anastama, kratéma. Na odliSenie dvojtonového variantu (PLD =
1+1) od jednoténového (d=2) sa zacala v 16. storo¢i dodavat’ pod alebo nad oxeiu bodka. Z uvedenych
skuto¢nosti (RD, RR), ale tiez z isodynamie (RI) anastamy a dyo plynie PLD = 1+1.

/I In the Russian system of neumes the single oxeia was already in the beginning replaced with petasté (kproxw).
By contrast, the petasté in the conjecture diplé+petasté was gradually (in the sixteenth century completely)
replaced with oxeia. The result is a sign strela — written the same way as dyo, but being a descendant of dyo,
anastama, kratéma. In order to distinguish the two-tone variant from the single-tone strela recieves the former
in the 16th century a dot above (rarely) or under the oxeia.

From the mentioned facts (RD, RR) and the isodynamy of anastama with dyo (RI) it follows PLD = 1+1
for anastama.

%3 Uvadzame vybrany priklad z viacerych moznych intervalovych upresnent.
/I The interval precision is an example — one of more possibilities.
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(Dyo) kentemata

(Dyo) kentémata — dve bodky, st nov§im prvkom notacie. Predpoklada sa, Ze v prvotnej sade neumov neboli
pritomné, neskor ich frekvencia vyskytu narastd. KedZe jednoduchy neumovy znak s dvojbodkou je
isodynamicky (R1) s rovnakym znakom bez dvojbodky a nie je doloZeny pripad, Ze by sa delil do dvoch slabik
(RD), jeho celkova dizka je 1. Dvojbodka si teda ,,pozic¢iava“ dizku od hlavného znaku a na zaklade RG, RR a

RS predpokladame PLD =¥ + Y.

Il (Dyo) kentemata (two dots) were probably not present in the most ancient stages of the OB notation. Over
time their number is growing.** As far as the sign with kentémata is isodynamic (RI) with the same sign
without them and there is no evidence of decomposition of short signs with kentémata (RD’), their length must
be d=1 and the kentémata borrow their length from the main sign with an assumed PLD = !5 + % (based on RG,

RR, RS).

Irmosy 8., 9. Velkej soboty, 6. hlas. Interpretidcia Sn1477 potvrdzuje rytmické delenie 1/2 + 1/2.
/l'Irmoi 8., 9. of the Great Saturday, plag. 2nd echos. The interpretation of Sn1477 approves the division 1/2 + 1/2.

(la- = Irmologion Argon)
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V pripade kratkych neumov je vysledny zvuk pravdepodobne rovnaky bez ohl'adu na to, ¢i st bodky pod
alebo nad nosnym znakom (RR). Rozdiel medzi umiestnenim dvojbodky pod alebo nad nosny znak je
etymologicky.® Dvojbodka totiz predstavuje preklenovaci ton, kym nosny znak vyjadruje povodny ton. Ak sa
dvojbodka nachadza nad znakom, ide o nasmerovanie znaku nahor k nasledujiicemu tonu (v sulade s R1). Ak
sa nachadza pod znakom, ide o preklenutie vo vztahu k predchadzajicemu niziemu tonu (v rozpore s R1).%

Il For short neumes the way of signing was probably the same for both kentemata above and below the base
sign, the difference being only etymological.®’” The base neume corresponds to the original tone, while
kentémata represent the later added transition. If kentemata stand above the base, it is an extrapolation of the
melodem towards the next syllable (in accordance with R1). If kentemata stand below the base, they represent
an interpolation on the way from the previous syllable (one of the typical cases that are contrary to R1).%

| l i I :> | l |

. — - . 2 o
I 1 1 I | | | |
e = e tre—
I 1=
© < 5N £ 5N

Anatrichisma (d’alej) sa niekedy zapisuje ako kombinacia dvoch neumovych znakov. Interpretacia Sn1477
alebo la sa tu zda byt v rozpore s vysSie uvedenym pozorovanim, ked’Ze tu si pravdepodobne kentimata pod
samostatnou oxeiou beru svoj ¢as od predoslého tonu.

/I Anatrichisma (cf. below) may be ocassionally written down as a combination of two short signs. The
interpretation of Sn1477 and la seems to contradict the upper observations. Probably the kentémata borrow
their time from the tone before.

MS6 29?7? KVv4 227?
| [1 1 = 1 1
| |l ‘ 1| || ! F ’P P
IG ‘ 1 1 1T 1 | 1 1 1
- . T T = | T (== | I|
Sn1260 > - © < SN1259 € € X, — T > v > w
o¢ ek Oa- Ad- pov, Ko- png tik- t00-ong a-  TEP-Gvo- pov,
———F——F '
‘ T || |
la 1 1 1 Sn1477 ‘

% Pri stapajiicom motive sa neumy &itaji zdola nahor (LA., str. 180). Vidno to pri znakoch ison, apostrofos, oligon, kde je
umiestnenie dvojbodky nad nosny znak rovnocenné s umiestnenim za znak. Poradie zdola nahor plati tiez v RG.

% preto dvojbodka nikdy nestoji pod znakmi ison, apostrofos, ale ani pod znakom oligon, ktory sam osebe predstavuje
preklenutie. Dvojbodka az na ojedinelé pripady nestoji ani pod znakom petaste, azda kvoli typu ornamentacie. ktory sa
k petaste viaze.

®7 At the ascending motif the neumes are read from the bottom upwards (Iodvvng ApBavitng, O pvfudc..., 180). It is
clearly seen at the signs ison, apostrofos, oligon, where the position of kentémata above the base is equal to the position
behind it. The rule “bottom-up” holds in the Greek New method too (RG).

% Therefore kentemata are usually not found under the signs ison, apostrofos and oligon, which itself was originally a
transitive sign.
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Umiestnenie dvojbodky hra vyraznejsiu rolu pri zloZzenych neumoch dyo, apeso exo, ¢im vznika znak
anatrichisma, a pri neume anastama. Okrem etymologickej informacie sa to uz pretavuje aj do PLD. Na
zaklade mnohych pripadov rozkladu (RD), ale tiez v sulade s &itanim ,,zdola nahor a v sulade s RR* mézeme
konstatovat’, Ze dvojbodka zdola vi¢sinou™ predstavuje preklenovaci ton pridany k prvej dobe, kym dvojbodka
nad znakom je pomocny ton pridany k druhej dobe.

Il The position of kentemata makes a difference at complex neumes dyo, apeso exo (with kentémata it is called
anatrichisma) and anastama. In addition to the etymological information it affects the PLD too. The majority
of decompositions (RD), the rule of bottom-up reading and the older Russian tradition (RR)"* allow to state,
that “above kentemata represent a helping tone added to the oxeia/petasté in the second mora, while the
position “under* is a transition tone added to the first mora.”
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Tato konvencia naplno prejavi svoju opravnenost’ vo svetle RM a na zaklade méjho $tidia moézem potvrdit’ jej
spravnost’ v kontexte 2. a 6. hlasu.

Il This convention can be also justified by reducing or non-increasing the number of formulae (RM) in the 2.a.
and 2.pl. echoes.
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%9V stardej tradicii ma strela s dvojbodkou pod ramenom PLD = Y4+4+1 a s dvojbodkou nad ramenom 1+V+%. V 17.
storo¢i sa toto pravidlo prestava dodrzovat’ a typ distribucie sa zac¢ina ur¢ovat’ dodatocnymi pometami.

"0 priklady &astej zameny oboch tvarov mdzu sved¢it’ o nie tiplne jasnom odligeni ich vyznamu. Rovnako viak je mozné,
ze obe mozné distribucie boli zameniteI'né a vol'ba medzi nimi sa podriad'ovala miestnym estetickym preferenciam.

! In the older tradition usually strela with a double dot under the oxeia indicates PLD = Y4+-+1. The double dot above the
oxeia makes PLD = 1+%+%. In the seventeenth century this rule starts to be more and more confused and the rhythm had
to be defined by additional signs.

"2 There are examples of exchanging or confusing both positions of the double dot. That signals a not clear distinction of
their meaning, or their practical interchangeability if aesthetical goals outweighed the etymology.
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V pripade typickej uvodnej antikadencie Ga.h (2. a 6. hlas) vedie navrhovana konvencia k odlisnému
melodickému zneniu v rozpore s RM. Avsak podrobnejsi pohl'ad do star§ich prameniov ukazuje, Ze povodne tu
ziaden rozpor nebol a znak dyo sa pisal s dvojbodkou nad oxeiou. Obrat nastdva aZ v nov§ich pramefioch.

/l'In a typical introductory anticadence Ga.h this convention seems to be incorrect. However, in older stages of
the neumatic system it holds, the turnover occurs only in newer manuscipts.
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Osobitnym pripadom je anatrichisma s dodatoénym apostrofom. V pripade A (priklad nizsie) by PLD
mohla byt Ya+Ya+Ys+)s. V pripade B mozno len Spekulativne uvazovat o distribucii 1+Y2+Va+Y, pripadne
1++Y5+%. Priklanam sa vSak skor k moZnosti, Ze ide o neustidlenost alebo nepresnost’ konvencii a
v skutocnosti o zapis ekvivalentny s prvou moznost'ou.

Il A special case is anatrichisma with an additional apostrofos. In the variant A the PLD may be Yat+VatVa+Ys.
In the variant B we may speculate about PLD = 1+%+%+Y, or 1+Y%+Y+%. However, 1 consider as more
probable that the variant B is only a not very accurate convention and in effect both possibilities A and B are
equivalent to each other.

A 27 B 2>
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Thes kai apothes

Koncovy ton E (h) sa v 2. a 6. hlase kvdli prechodovym motivom viacerymi spdsobmi modifikuje. Jedna
Z moznosti, ktora je dolozena v starobyzantskych a najstarSich strednobyzantskych pramenoch, je obrat k tonu
G (d), od ktorého melddia pokracuje normativnym zostupom k typickému skoku DG (ad).

I/l The closing note E (or b) in the 2.a, 2.pl. modes is often replaced with various leading-on motives. One of
them is a turn to the note G (or d) and descending back to a typical DG (or ad) leap.

» N osh =

Anatrichisma na finalnej slabike sa pravdepodobne interpretovala aj s PLD = Y%+%+1 a v tejto podobe
podstupila zdvojenie (R2), ktoré je dolozené v novsich starobyzantskych a v strednobyzantskych pramenoch
ako thes kai apothes. Distribiicia parcialnych dizok je v tomto pripade zrozumitelne dand neumovym zapisom
aj ruskymi/ruténskymi paralelami.

/I Anatrichisma on the final syllable was probably interpreted also with PLD = "2+'4+1 (attested through RI,
RR) and in this form it underwent doubling (R2), creating thus the motif thes kai apothes, which can be found
in later OB and in most of the MB sources.
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Samopodoben, 6. hlas // Automelon, 2.a. mode Hoioig evpnuudv otéuuacty.

Am f. 139, Vi f. 141v, S439 f. 108v,” S416 f. 160,”* J002 f. 92v.
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™ The Main Library of the Troice-Sergievska Lavra, ms. 439, 14/15™ century.
" The Main Library of the Troice-Sergievska Lavra, ms. 416, 16" century.
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Anatrichisma s dvoma oxeiami // Anatrichisma with two oxeiai

Pomerne zriedkavy variant anatrichismy ma dve oxeie. PLD tu pravdepodobne nebola ustalend, ked’ze sa
vyskytuju dva druhy isodynamickych neumov a dva spdsoby (nepovinného) umiestnenia gorgonu. Do tvahy
teda prichddzaji PLD = 2+)4+1, ale aj 144+, pricom vyber medzi nimi zavisi od kontextu.

/I A rare variant of anatrichisma uses an additional oxeia except of kentémata. The PLD was probably not
fixed, as far as there exist two isodynamic variants and in the later manuscripts two types of placing the gorgon.
Therefore one has to choose between PLD = /5+'%+1 and 1+%+"2 in dependence on the given context.
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Rovnako nejasna je situacia, ak sa k niektorej z oxeii pridava dvojbodka. Jedine v prvom pripade sa da podl'a
R1 a RS obhdjit’ PLD = Y+Ya+YatVa.

/I Similarly unclear is the situation when kentémata are added to the oxeia. Only in case 1 seems to be correct
(according to R1, RS) the PLD = Yo+Yatlatls,

7~

1. pad )
2. 277 27
Irmosy 5, 9 z Velkej soboty, 6. hlas // Irmoi 5, 9 of the Great Saturday, plag. 2nd mode
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Kylisma

Pokial’ sa formula zacina o stupen nizsie od bezné¢ho dlhé¢ho koncového tonu predoslej formuly, spomenuty ton
sa modifikoval znakom dyo alebo apeso exo, ku ktorému sa neskor pridaval apostrofos. Cela kombinacia sa
dodato¢ne oznacovala znakom kylisma. Kombinacia s kylismou sa niekedy moze vyskytnat aj na vrchole (prvej
slabike) tazkych kadencii.

/I Another leading-on motif is intended to avoid a one pitch descent. Therefore the standard long closing note of
the first formula is replaced with dyo or apeso exo with an optional apostrofos. Later the sign kylisma was
added. Occasionaly the same combination of neumes with kylisma may occur on the first syllable of a cadence.
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Otazkou je, ¢o presne oznacuje znak kylismy.

1. Usmernenie mdzeme najst’ v starej ruskej tradicii, kde sa kylisma (pauk) piSe spravidla v spojeni s diple
(statija). To znamena, Ze kylisma zrejme oznacuje samotny modifikujici motiv na druhej dobe melodémy.

2. V strednobyzantskej tradicii nachadzame kylismu tiez pri kombinacii bareia+petasté. Pritomnost’ alebo
nepritomnost’ kylismy st isodynamické, teda kylisma oznacuje uvedeny motiv ako celok (A).

3. Nad finalnou alebo prvou kaden¢nou slabikou s kylismou je niekedy uvedeny dlhs$i analyticky rozpis, ktory je
isodynamicky s povodnym. Uz na prvy pohlad vidno, Ze jeho druhu c¢ast' tvori spominany motiv
z bareia+petaste, ktory je esenciou kylismy. Cela kombinacia teda pozostava z dvoch Casti, anatrichismy
s dvoma oxeiami (s ob&asnym usmernenim cez gorgon), a motivu kylismy (B).

/I What exactly does kylisma denote?

1. In the old Russian tradition it is combined only with diple (without oxeia). It may indicate that kylisma
represents the modificating motif (on the second mora in the foot) itself.

2. In the MB tradition kylisma can be found also in combination with bareia+petasté, probably denoting this
melodem as a whole (fig. A).

3. The combination with kylisma can be found with a longer analysis which is, however, isodynamic with the
short one. Its second part is identical with the above mentioned motif of bareia+petaste. Therefore the whole
combination may be considered as built up of anatrichisma+dyo oxeiai and the motif of kylisma (fig. B).
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., Velka* kylisma ma dvojnasobnu diZku oproti kratkemu motivu a ako ukazuje porovnanie, ide o typické
zdvojenie v stlade s R1 a RR.

I/l The large motif of kylisma is an exact doubling of the short one in accordance with R1, RG and RR.

Kylisma v strednobyz. tradicii — 1. kratka a 2. velka; 3. v Novej metdde (1. irmos Kvetnej nedele),
4. v ruskych a ruténskych prameiioch (2. hlas)

/I Kylisma in the MB tradition — 1. short and 2. large; 3. in the New method (1. irmos of the Palm sunday),
4. in the Russian/Ruthenian mss. (2nd mode)
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Interpretacia vel'kej kylismy s PLD = Y2+%4+1 +Y4+Y4+1 (proti moznosti 1+}2+% +Y4+%+1) ma oporu v zapise
bez diplé dolozenom niekol’kokrat v rukopise G265.

Il The interpretation of the large kylisma with PLD = Y+Y+1 +Va+Va+1 (vs. 1+%4+Y5 +V4+Y4+1) may be
approved by the way of writing without diple found in G265.
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Dvojténové diplée, apostrofoi dialoxoi

Dva apostrofy nad sebou (bez klasmy) s pripadnou antikenomou sa rozkladaju (RD) na dva samostatné
apostrofy. Podobne diplé s dvojicou upresnujacich neumov (reutrdlny znak+apostrofos) sa na dvoch
slabikach rozklada na dva samostatné kratke znaky. V oboch pripadoch teda ide 0 d =2 a PLD = 1+1.

Diplée s bareiou
Diplé s bareiou ma svoju distribuciu parcialnych diZzok jednoznaéne dana dolozenymi rozkladmi:
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Druhym argumentom je kontext pevnych melodickych formal (RM), v ramci ktorého prave takéto
¢itanie negeneruje nové melodické motivy.

Priklad — formuly 2. hlasu:

Klasma

Neumovy znak klasma bol povodne samostatnym znakom, ku ktorému sa az neskor pripisovali
spresiiujice neumy. Vzhl'adom na RO a isodynamiu (RI) so znakmi dizky 1 aj pri klasme treba poéitat’
sd=1.

V strednobyzantskom systéme kratke znaky s klasmou oznacuju slabiky so sekundarnym
prizvukom (slabsia petasté). Po znaku s klasmou casto nasleduje pokles o terciu, ktory sa moéze
miernit’ preklenovacim ténom.”” V ruskych analdgiach (RR) je PLD = Y%+, &oho sa, ako
najjednoduch$ej z moznosti, drzim v mojich prepisoch. AvSak prizvukovy charakter klasmy
pravdepodobne generoval aj distribucie s vy$§im podielom prvého ténu, ¢o mohlo casom viest k
pojmu polovicnej (konvencia MMB) alebo plnej argie (nova metoda) v stvislosti s klasmou. Som
vSak presvedceny, Ze charakter argeie je v ranych stadiach strednobyzantskej notacie anachronizmom.
Naopak, pritomnost klasmy medzi dvoma znakmi je predovietkym znamenim celkovej dizky
kombinacie d = 1, na rozdiel od dvojice znakov bez klasmy, kde je spravidlad = 2.

" Pri sprestiujucich neumoch aj v zlozitejich pripadoch plati, Ze klasma sa viaze vzdy k prvému znaku a stoji vzdy na
zaciatku doby.
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Xéron klasma
Xéron klasma (XK) je dlhy znak, ktorého zakladnym rozkladom je dvojica intervalovy znak + znak s
klasmou (povodne oxeia + klasma). Pri dvojtonovom variante teda plati PLD = 1+1.

Prvy aj druhy z prvkov sa moze d’alej drobit’ bez vplyvu na celkovu dizku 2. Vysledkom st troj-
az pattonové varianty XK, ktorych presné protipoly nachadzame aj v ruskom a ruténskom
znamennom rospeve. Vychodiskom pre ur¢enie konkrétnych PLD je RC, podla ktorého sa znak s
klasmou v analytickom rozpise XK viaze k zaciatku druhej doby (R1).

Priklady
> > A = — — > >7>
750 ~ 7as 7, 7, -
r r
o -~
> >u > > ¥ = =~ =~ %4 > >,
= —

V starobyzantskej notacii nachadzame zdanlivl niz$iu analogiu xéron klasmy, kde je miesto diplé
znak dyo apostrofoi. Ide vsak o neddslednost’ konvencii, ked’Ze tento znak sa rozklada (RD) odliSnym
sposobom. Na druhom znaku nestoji a zrejme ani nemdze stat’ klasma.

Starobyz. >>U
Strednobyz. N
Rozklad XU osn

IE_—.—_lﬂi

Bareia

Bareia je povodne samostatny znak dizky 1 (RO, RI, RD), ktory vyjadruje klesajiici prizvuk
bezprostredne pred kadenciou, finalou, alebo na prechode medzi formulami. Predpokladam, ze v
pociatkoch bol znak bareie jednotonovy. V strednobyzantskom systéme uz (ako vysledok rozdrobeni
a preklenuti) bareia moze byt jedno- az trojtonova, mnohé priklady vsak ukazuju ich isodynamiu. Je
zamenitel'na napr. oxeiou, petaste alebo klasmou, s pripadnymi spresniujucimi znakmi. (RI)

Melodéma bareie je najcastejSie klesajuca dvojica tonov, na zaklade isodynamie s klasmou a v
stilade s ruskymi paralelami moZeme stanovit’ PLD = 52+, Intervalové znaky v analytickom rozpise
bareie teda maju poloviéna dizku v porovnani s tym, keby stali samostatne.

Inym pripadom je ,vzprieCena“ melodéma, zapisana povodne bareiou s dvojbodkou. V
strednobyzantskom systéme je analyzovana intervalovym znakom s dvojbodkou. Je isodynamicka s
rovnakou kombinaciou bez bareie, ale tiez s bareiou s klesajicou melodémou.

Priklady
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Piasma

Piasma je dvojita bareia, ide o znak s rovnakou funkciou a podobnymi melodémami ako bareia,
avsak s dvojnasobnou dlzkou. Pri dvojtonovej realizacii ma PLD = 1+1 (RD). Intervalové znaky teda
¢itame tak, ako keby stdli samostatne, o plati aj v pripade dvojbodky nad niektorym z nich.

Priklady
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Zvlastnym pripadom je piasma s pridanou oxeiou a dvojbodkou, ktora vyjadruje Stvortonovu
melodému GEFG. Podl'a RD, Rl a R1 vychadza PLD = 1+V5+VatVi :

znak W\,

isodynam. variant 1 =~ \\,

isodynam. variant 2 W+

rozklad QU >A

Uvedeny neumovy znak sa v niektorych pripadoch méze zdvojit’ (R2). Zdvojenie v tomto pripade
nepomoze pri potvrdeni ur¢eného rytmu, ide totiZ o pridanie rovného dlhého tonu G. Z tohto tvaru
mozno azda dedukovat’ len to, ze cely motiv piasmy s oxeiou a dvojbodkou je exegézou tonu G.
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Yporroi

Yporroi sa v starobyzantskych ani najstarSich strednobyzantskych pramenoch ako osobitny znak
nenachadza. Je jednym z viacerych potomkov starobyzantskej katavasmy a profiluje sa najskor v
thematismoch a v znakoch kratemoyporroon (pdv. kratéma + katavasma) s pripadnou dodanou
oxeiou. Nasledne sa objavuje v analytickom rozpise niektorych viactonovych melodém.

Ide o motiv dvoch klesajacich tonov, priCom vSak yporroi nikdy nestoji samostatne nad slabikou,
a takisto nie je dolozena isodynamia s klasmou medzi dvoma apostrofmi ani s bareiou s dvoma
apostrofmi. To naznacuje, Ze yporroi sa od uvedenych kombinacii 1isi.

Presné vysvetlenie ponuka rozklad (RD) na dva apostrofy (I.A., II/str. 140ff, priklad 25), kde je
vSak prvy apostrof preklenovacim ténom viazanym k predoS§lému znaku (pre tato vézbu yporroi
nemodze stat’ samostatne). PLD mézeme preto zrozumitelne ur€it’ len pre kombinéciu krdtky znak +
yporroi, a to '4+%+1, pripadne poloviéné hodnoty, ak ide o analyticky rozpis motivu napr. nad
bareiou. V prospech uvedeného rieSenia hovori stcasna grécka prax (RG), v ktorej sa kombinacia
znak + (gorgon) + yporroi realizuje presne s tymto rytmom. Za povSimnutie stoji aj fakt, ze yporroi
je, v sulade s R1, isodynamicka so znakom elafron.
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Analyticky vyklad znakov bareia, piasma s vyuzitim yporroi vedie potom k rovnakym melodémam,
aké sa spajaju s piasmou (slozitija) v ruskej a ruténskej tradicii, a s bareiou (palka) v najstarSich
ruténskych notovych fixaciach (RR).
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Uréenie distribticie parcialnych dizok pre xéron klasma a anatrichismu s yporroi sa opiera o RC, Rl a
pri anatrichisme aj o R1.
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Seisma

Seisma (rus. triaska) predstavuje niektort z kombinacii bareia/piasma + oxeia/petaste, s d’alsimi
upresiiujucimi neumami. Z hladiska rytmu je prekvapivé a doélezité to, Ze pouzitic piasmy alebo
bareie st isodynamické moznosti. Rozdiel je najmé ¢asovy, s postupom od staro- k strednobyzantskej
notacii sa postupne piasma nahradza bareiou. Cely motiv je v stlade s ruskym ¢itanim (RR).
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Kratémoyporoon
Pomerne zriedkavy strednobyzantsky znak kratémoyporron je ligatarou kratémy a znaku yporoon.
Starobyzantskymi predchodcami su v oobmedzenej miere kratémokatavasma, a o nieCo CastejSie
kombinacia neumov ako piasma, diple, xeron klasma s katavasmou.

Rozklad tohto znaku zial’ nie je doloZeny. Pri hl'adani isodynamickych paralel narazame vac§inou
na thematismy, ktorych $truktira je neprehladnd, alebo na maly pocet navzajom nie celkom zhodnych
vysledkov (cf. ILA., vol. 11/224, 325-328) :

v

XN /7“/”5 (diplasiasmos?)

O
= =

Na zaklade uvedenych paralel a len hypoteticke¢ho rozkladu sa daji navrhnat’ nasledujuce mozne
distribtcie parcidlnych dlzok:
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Kratemokatavazoanavasma

Kratémokatavazoanavasma (KKA) je hlavnym naslednikom  starobyzantského  znaku
kratémokatavasma, ale obcas stoji tiez na mieste starobyzantskych znakov xéron klasma, seisma,
diple+apostrofos, pripadne samostatnej kratemy.

Pri hl'adani isodynamickych paralel (RI) ziskame (ak neberieme do ivahy thematismy) niekol’ko
odlisnych vysledkov. NajcastejSou paralelou je Stvortonova xéron klasma, pripadne rovnako
analyzovany znak omalon alebo tromikon. Medzi d’al$imi paralelami st dvojtonové xéron klasma a
diple, alebo niektory z variantov seismy.

— _ =, > — —
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Isodynamia so seismou je v byzantskom kontexte doloZena len slabo. AvSak v ruskej tradicii
(RR), zvlast v 1. a 5. hlase, je protipélom KKA (so zaciatkom na téne d) takmer vzdy znak seisma
(triaska):

1 ~ (rus.)
= T

Dalou indiciou je niekolkokrat dolozené zdvojenie KKA, ktoré v pripade ¢&itania A znaku
kratemoyporoon vedie (po navrate k povodnym dlzkam) k vysSie spomenutej ,,ruskej* melodéme.
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Rozklad KKA v pravom zmysle sa mi nepodarilo zatial’ najst, avSak ponuka sa moznost’ rozkladu
v $irSom kontexte formul (RM) 2. a 6. hlasu. Tu sa KKA vyskytuje v charakteristickom vinovitom
pohybe od tonu a k tonu d a nadol, ktory ma svoj ekvivalent bez dlhych neumov:
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Zo vsetkych uvedenych pozorovani mézeme usudzovat’, ze prvotnou melodickou kostrou KKA je
klesajtica dvojica tonov, napr. dc (pld = 1+1), ako sa ukazuje z rozkladu alebo z isodynamie s xéron
klasma. Znak KKA potom navySe vyjadruje uréité rozdrobenie tejto kostry (pri kostre dc do tonov
dcbe).”® Na zaklade RM, RR, Rl (seisma), ale tiez v stilade s R1 (prvé tony dob ostavaji zachované) je
najpravdepodobnejsie Citanie s PLD = Va+Vat+la+1.

Priklad — Alfabetika, 6. hlas
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"® Ide o0 iné rozdrobenie nez ma $tvorténové xéron klasma. Isodynamia naznacuje spoloéné etymologické vychodisko, ale
neimplikuje nutne melodicka zhodu.
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Osobitnym pripadom je KKA s pridanym apostrofom
Podla isodynamickych variantov a s vedomim, ze klasma

nasledujlce rieSenie rytmu:
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a pripadnou d’alSou oxeiou s klasmou.
musi stat’ na zaciatku doby, vychadza
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Zaver

Otazka rytmu a osobitne parcialnych diZok ténov v rozpise melodém jednotlivych neumov je zasadna
pre d’alsi vyskum staro- a strednobyzantskej tradicie. Otazka nie je jednoducha a asi nie je mozné, aby
ju dokonale vyriesil jeden ¢lovek. Vyzaduje si SirSiu diskusiu a konfrontaciu viacerych pristupov, ako
aj presnejsie a podrobnejsie rozpracovanie jednotlivych neumov.

V ¢lanku som sa pokusil o velmi struén syntézu vlastnych pozorovani a vysledkov troch
autorov. Vysledkom je niekolko pravidiel, ktoré by mohli byt nastrojom na analyzu aj d’alSich
neumovych kombinacii. Uviedol som rytmicky rozpis najcastejSich neumov, pricom som sa zvIast’ a
podrobnejsie zameral na tie, pri ktorych sa moj pohl'ad lisi od ostatnych.

Nepochybne viaceré z mojich vysledkov budi potrebovat’ opravu alebo spresnenie. Budem rad,
ak moj ¢lanok podnieti diskusiu a pritiahne usilie aj d’alSich vedcov.
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