ON COLLECTING 'TESTIMONIA' OF BYZANTINE MUSICAL PRACTICE
Bjarne Schartau

The primary sources for our knowledge of Byzantine music (the
musical MSS proper) have for long been a rather well defined
lot, at least so far as the period down to the end of the Em-
pire is concerned.

A systematic and exhaustive collection of all the 'testimonia'
of the actual use of the music, the liturgical training and
practice in other words, that will be found scattered in all
kinds of more or less literary texts from the entire Byzantine
millenium still remains a demanding and time-consuming deside-

ratum. (1)

The present note offers a few small specimens of the kind of
material that may be expected from a perusal of texts belong-
ing to a literary genre, which would normally not be consid-
ered a storehouse of such information - historiography.(2)

In the 10th century historian John Caminiata, whose lively ac-
count of the Fall of Thessalonica to the Saracens of Crete on
the 31th July 904 can now be found in the CFHB (3), we find
the following passage: (chapt. 10,4 & 6-7; p. 11-12)

4 & 6 nepl Thic dpuoviov wovowufic v doudtwv, A TV
d56vtwv T Yuxoteprd uEAn wol T@v TP 9ed HeuAnpunévwv
onouvsdouoTto g ¢ Advy onpon;

6 td 86" dnd Todtou, wol WIALEY’ &TL Thg edcdduoL TV
doudrwv Euvilodnv fsupwviag, oo olda tic yéwwuor fi mol
1 My xwphow, molov 8t mpaelmw v HSlotwy Exe vy
wal edtdmTov pedpSmudtwy, otg cuvédodrov nal cuvedpta~
Cov &vdpwoL tale obpavialrg Suvdueowv. 7 ef ydp tig TV
uoboav énelvny, THv & mavtde otduarog O’ v 1) Sed
dvanepmopévny Tobe Uuvoue év tate mavSiuolg ouvdEeot,
w0 fixg v Eoptaldvtav dyyéiwy, Evda eXpoalvopdvwy
ndvtwv B watowkla, &Eewnovioal Seafoeiev, obdév Tol
&éovtog dmprriceTat.
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("4. But how should I describe the care for the harmonious mu-
sic of the ecclesiastical chant, or the soul-delighting melo-
dies of the singers and the painstaking efforts of those de-
voted to God?

6. But now, in particular since I have mentioned the beatiful
and harmonious sound of the canticles, I don't know what to do
and how to go on with my description, and which of those very
sweet and well-structured songs I should pass over in silence;
those songs by which men used to sing and celebrate together
with the heavenly hosts. 7. For if anyone should wish to com-
pare that muse, which from every mouth as with one voice is
sending up to God the hymns in the services attended by the
whole congregation, with the singing of the celebrating andéls
in that place, where the abode of all the blessed is to be
found, he would not miss anything essential.")(4)

A little further on (chapt. 11,2) we find a passage containing
more practical information:

2 éueiipwvto Yo év tndoty tobtwv tdywora tepgwv, &L°

v H wootuh teAeltalr datpela, ual &vayvaotiv ouotr~

pata, Su° &v B v doudtwv onousdletar OuvpSla, &duou-

Baddy tobe orlxoug dardloviee, wmal talgc xevpovoulalg

&V peAdv OV eddyyov SiatLdévieg, ual ugydAnv T

wal &ELodatov xopelov ocuvviotdvieg, T te eldel Tiig

dotpantodong oToAfic Tag TV dodvtwy dEryovieg Slerg,

wal T Texvanévn TEv JoAudy Adpq THY SMONV HATOTEPTIOVIEC.
("2. In each of these (i.e. the churches of the Holy Wisdom
and St Demetrius) colleges of priest were assigned, by whom
the holy services are being celebrated, and associations of
'readers', by whom the hymnody of the canticles is being per-
formed. They chant the verses alternately (in antiphons), and
regulate the sound of the melodies by gestures of the hands,
thus forming a large and impressive chorus, and by the display
of their glittering vestments they charm the eyes of the spec-
tators, and by their artful performance of the psalms they

bring pleasure to the ears.")
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This passage reflecting the situation c¢. A.D. 900 - at least
as far as the greater churches of the metropolitan sees are
concerned - 1is interesting, demonstrating as it does, the
highly professional (and sumptuous!) specialisation among the
city clergy. We are informed that the double chorus practice
was an established fact, and we find the important information
on the use of cheironomy (5):; one of the oldest explicit ref-
erences to this conducting technique.

Another good example is the information on the musical inte-
rests of the iconoclast emperor Theophilus (829-42) first
found in the 'Theophanes Continuatus' (ed. Bekker, CB, 106,17-
107,5 or PG 109, coll. 120-21) (6):

Le’. “Yuvoug & TLvag mouiv wal otuynpd peilluwv

GSeocta mpoeTpéneto: wed” v ual T 1ol TEWETOUL

fixou, EdAoyelte, én 1ol natd Thv 6y&Snv, "Axoue,

wdon, ¢5hv uedopuooduevog wal Hududy TEooXv, €V

T to0 8eol émninolq elg vy Emiuocov Goecdal

Suwploato. dépetar &4 ual Adyog Tig dg adtdg

obtog & 8edpLiog Epwtt ol uédoug BadAduevog,

woddmep natépeg meplt T Exyowa, watd Thv Meydany

‘Boonolav év gaudpd mvnydper ob mapntioato o

XeLpovoLelv, Sobe T Mifioy abtfic Alteag trtp

toltou ¥puoiov &uwardv. Kal T otuxnpdv & o

wotd THv Ralopdoov, “EEéAdete, &5vn, &EéASete

ual Aoof, Thc éuelvou (v.1. éuelvng) waotv elvau

Téuov Yuxfic.
("He made some hymns and composed settings of stichera, and
ordered that they should be chanted. Among those he also a-
dapted the 'eulogeite' of the Fourth Mode from the 'akoue, ko-
re' according to the eighth ode and gave it a (new) rhythmical
structure (or melody), whereupon he ordained it to be chanted
to the congregation in God's church. And the story goes that
this very Theophilus, affected by his love for the music, like
a father for his offspring, at a solemn festival in the Great
Church did not refrain from conducting the choir, offering the
clergy of the church 100 gold pounds for this. Also the stich-
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eron for Palm Sunday 'Exelthete ethne, exelthete kai laoi' is
said to be a child of his inspiration.")

With a different opening:

‘Epuiotipeito 8 ual nerpdde elval. &ud ual

Uvoug ToLdv TLVOg ... HTA.
"His ambition was also to be a composer of ecclesiastical mu-
sic. Therefore he made some hymns ..." etc.

and a few other minor variations, this chapter is found in the
Synopsis historiarum of John Skylitzes (rec. I. Thurn. CFHB V,
63 (chapt. 11)), and consequently also in the Chronicle of
George Cedrenus (PG 121, col. 1000 CD - the CB edition has
been inaccesible to me) (7).

John Zonaras (8) reduced this description to the following (CB
ed. vol. III, 366,16-367,2; PG 134, col. 1404 B, or ed. L.

Dindorf, Vol. III,b409):
gpurotiuelto 6¢ ual ueAgdelve Adyoviar udv odv

wal Etepa éuelvou nouduata, mede Tole dolg &t

wol o wotd  Batopdpov Eopthv dSSUEVOV CTLXEPOV

6 "&EéNdete, £9vn, &EéASete wal Acol."
"His ambition was also to be a composer of hymns; and as a
matter of fact a number of compositions are said to be by him,
among which is the sticheron 'Exelthete ethne, exelthete kai
laoi', chanted at the feast of Palm Sunday."

The information on the first composition (setting) by Theophi-
lus is not altogether clear. It appears that what the emperor
actually did was to adapt and arrange the closing words (or
refrain) 'EdAovelte, mndvia td €pya Kuplou, tdv KiépLov ' of the
heirmos of the eight ode of John the Monk's Canon for the Holy
Martyrs (9) - the '"Awouve, udbdpn, nupdéve &yv)' (10); a setting
in the Fourth Mode, as tradition calls for.

The other composition mentioned; the sticheron for Palm Sunday
'Exelthete ethne' in the Fourth Mode (11) belongs to the stan-
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dard repertoire of the Triodium-section of the Byzantine Stic-
herarium (12). The text is a sticheron idiomelon, which ought
to imply that both the words and the music (in the original
version, anyway) are the work of Theophilus. The information
on Theophilus' authorship is a useful correction of the highly
contradictory ascriptions for this text found in certain stic-
heraria considerably younger than the Theophanes Continuatus
and the subsequent histdrians.(13)

The anecdote (omitted by Zonaras) about the last iconoclast
emperor paying the clergy in cash for their permission to con-
duct the choir has - at least to the modern reader - an iron-
ical touch.

Finally I shall quote a small example of a more subtle nature,
illustrating how Byzantine man was imbued with ecclesiastical
music and hymnology. Even when jesting and mocking, he would
quite naturally have recourse to liturgical material.

O utv olv &Seipdg abtob Movouhd & “Ayyedog, 8¢

SeonoTuud AELdpoTL Toed tol dSeipol Tetiunto, @uyH

xenodpevog, Hviuo o “Puuoindv Etpéneto otpdteuua,

nepl v 8scoorovinnv dmjer wal Seondme dvoudleto,

Tade TE HupLetwy ual Tev mepl adtiv, épudpolc &&

yodupooLr tdg adtol ypapde énendpov. mpdc &v ual

drdowd TLg v neéoBewy Tpd Tod PooLAdug * Tewdv-

vou driootorelg, ¢ elg ot nal P ov épudoer T

elgc XpLotdv  YotgSoluevov, ot tdv Paoiiéa uatl

Seondtnv.
(Georgius Acropolita. ed. Heisenberg, chapt.26; 43,19-44,1)
(14)

("But his (i.e. Theodore Angelus') brother Manuel Angelus, who
had been raised to the dignity of despotes by his brother,
took to flight, when the Greek army was being routed. He went
away to Thessalonica and was called despotes (lord), being
master of the city and its surrounding area; and he would sign
his letters in red characters. So he was jeered at by one of
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the emissaries sent by the emperor John (Dukas Vatatzeé):
"Those words that are being chanted of Christ 'you, the king
and lord' will fit you perfectly well (or: even better?)."")

It should be noted that Heisenberg in his edition did not care
to put the liturgical quotation in inverted commas.

This text "You, the king and lord,/ angels celebrate in hymns
incessantly./ But I prostrate myself before you/, crying like
the Publican:/ God, have mercy upon me,/ and save me."/ is one
of the so-called stichera katanyktika in the fourth plagal
mode, for Sunday evening (inh the period of Lent).(15)

*k*k

Notes:

(1) From a yet unpublished Birmingham (Manchester) Symposium
paper by J¢rgen Raasted on Byzantine liturgical music and its
meaning for the Byzantine worshipper, I quote the following
statement: "What we have to do in order to draw a picture of
the effect of Byzantine religious music on the mind of the
worshippers would then, simply, be to read Byzantine litera-
ture from one end to the other and to make the neccessary ex-
cerpts. It is quite simple, but it is going to take some time!
In between we might with profit consider the question from a
different angle: Instead of asking the Byzantine WORSHIPPERS
about their attitude towards the singing of their church, we
might ask the Byzantine COMPOSERS about their intentions."
(The examples quoted in the present article may not be as
'speculative’ as those called for by Raasted - they are not so
much concerned with the mind of the worshipper as with prac-
tical information. For all that, they are interesting enough
in their own right. The passages from Caminiata and the Theo-
phanes Continuatus (via George Cedrenus) have already been
quoted and commented upon by George I. Papadopoulos in his old
and nowadays almost unobtainable zupporal elg¢ thv lotoplav tfig
nap’ Aulv éuxinoiaotufic wovoiufic, Athens 1890, 225; cf. 241).
My reevalutations of the passages owe nothing to my Greek pre-
decessor. The Theophanes-passage 1is also referred to by
Schlotterer (see below)).

It is indisputably true that the systematic collection of 'te-
stimonia' is going to take quite a bit of time, but it might
prove worthwhile.

As far as the older sources are concerned, this systematic
collection and evaluation of the evidence of music and musical
practice has already been carried very far by Reinhold Schlot-
terer in his Inaugural-Dissertation: Die kirchenmusikalische
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Terminologie der griechischen Kirchenviter, Munich 1953. In-
deed, the author offers much more than the title of his study
implies, with numerous references to later authors (right down
to the Fall of Constantinople).

(2) By contrast to e.g. theological literature in the broadest
sense of the term.

(3)' Icannis Caminiatae De expugnatione Thessalonicae. recensu-
it Gertrudis Bohlig. CFHB Vol. IV (Series Berolinensis), Ber-
lin & New York 1973.

On Caminiata (with literature), see H. Hunger, Die hochsprach-
liche profane Literatur der Byzantiner. Erster Band.(Handbuch
der Altertumswissenschaft XIX.5.1.), Munich 1978, 357-359.

(4) Cf. the German translation: Die Einnahme Thessalonikes
durch die Araber im Jahre 904. Ubersetzt, eingeleitet und er-
kldrt von Gertrud B&hlig. (Byzantinische Geschichtsschreiber
12). 1. Auflage 1975, Graz Wien Koln, 26-27.

(5) The original meaning of the verb XeiLpovouelv is of course
'gesticulate' and the like (LSJ 1985); this word does not oc-
cur in G.W.H. Lampe, A Patristic Greek Lexicon, Oxford 196l1.
Du Cange, Glossarium, 1746 for the meaning 'conduct' (a church
choir) refers to Cedrenus, the Continuator Theophanis and the
Prodromic poem "In hegumenum" (= Hesseling-Pernot, III), where
the substantive xeipovduog (v.1l. xepovduog) can be found
(v.60). Cf. also E.A. Sophocles, A Greek Lexicon of the Roman
and Byzantine Periods, New York 1900, 1163.

The loci celebrati for the use of the term Xeipovoula in older
Byzantine literature are found in Constantine Porphyrogenetus,
De Cerimoniis, II,52 (ed. Reiske), 748,13&16, and 757,7.

In later literature, in particular of course the treatises on
musical questions, references to cheironomy are numerous. See
e.g. THE HAGIOPOLITES, A Byzantine Treatise on Musical Theory
Preliminary Edition by J¢rgen Raasted. Cahiers de l'institut
du moyen-dge grec et latin (University of Copenhagen) 45, Cop-
enhagen 1983, 32, and GABRIEL HIEROMONACHOS Abhandlung iiber
den Kirchengesang Herausgegeben von Christian Hannick und Ger-
da Wolfram. MMB Corpus Scriptorum De Re Musica Vol. I., Vienna
1985, passim (index s.v. X€Lpovoudw, XELpovoula, XELPOVOUBV).
On the use of cheironomy and the so-called 'cheironomic signs'
of the musical notation, see Egon Wellesz, A History of Byzan-
tine Music and Hymnography. 2. Edition, Oxford 1961, 287-288
(with references). In a much older publication of Wellesz,
Byzantinische Musik (Jedermanns Biicherei - BAbteilung: Musik
Herausgegeben von Johannes Wolf), Breslau 1927, 43 we find the
following succinct and clear description: "Der Vorsénger
selbst teilte mit der Hand und durch bestimmte Zeichen, die
seine Hand formte, dem Chor die Entwicklung der melodischen
Linie mit; naturgemdss konnte dies nur eine Unterstiitzung des
Gedachtnisses sein und den Zweck haben, der Erinnerung nachzu-
helfen. Diese Art der Zeichengebung wird Cheironomie genannt".
Cf. also p. 58 of the same book.

According to Byzantine tradition this way of conducting goes
back to Cosmas and John Damascene, the latter also being cred-
ited with the invention of the neumatic system of notation.
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Cf. further Schlbtterer, op.cit.(note 1),11-12, and The Treat-
ise of Manuel Chrysaphes, the Lampadarios edited by Dimitri E.
Conomos. MMB Corpus Scriptorum De Re Musica Vol. II, Vienna
1985, especially 81-82 (on Western evidence for cheironomic
practice!).

(6) Hunger, op. cit.,339-343 (with literature).

(7) On Skylitzes and Cedrenus and the 1latter's dependence on
the former, see Hunger, op. cit., 389-394 (with literature).

(8) Hunger, op. cit., 416-18 (with literature).
(9) With the incipit 'Ae0te miotol &naviec '.

(10) See e.g. the Menologium Romanum II, Rome 1889, 70. Cf. H.
Follieri, Initia Hymnorum Ecclesiae Graecae, Vol. I, Vatican
City 1960, 73.

(11) See e.g. the Triodium Romanum, Rome 1879, 611. Cf. Folli-
eri, op. cit, 486. :

(12) Cf. STICHERARIUM edendum curaverunt C. Hog - H.J.W. Til-
lyard - E. Wellesz Codex vindobonensis theol. gr. 181 phototy-
pice depictus. MMB 1. Sticherarium, Copenhagen 1935, 225r/v,
and now also STICHERARIUM ANTIQUUM VINDOBONENSE edendum cura-
vit Gerda Wolfram. Pars principalis. MMB X, Vienna
1987,201r/v.

(13) The vast majority of the sticheraria do not exhibit a-
scriptions for the individual settings. But certain 14th cen-
tury MSS, somehow connected with the Koukouzeleian tradition,
are an exception from this rule. Thus the Athens MS EBE (gr.)
883, 253r in marg. off the 'é&EéASetTe £9vn ' has Seogllov
Sdeondtouv ual - HOOud <pucv>axol, while another sticherarium the
Sinait. gr. 1230 (A.D. 1365), 212r in marg. has Aédovtog
Seondtouv. In the Milan, Ambros. gr. 44, 222v there i1s no
separate ascription for +this text, but on £.222r off the
sticheron ‘0O mnielorog 8xAot uVpLe.. we find the ascription
&dvbpéov lepocorduwv Tt § . ("This plus the two following
stichera, by Andrew of Jerusalem").Furthermore, the text
immediately following the &E&éAdete €9vn' is 1labelled 'tod
adtoG' (by the same (composer)).

14) Georgii Acropolitae opera recensuit Augustus Heisenberg.
Volumen prius, Leipzig 1903.

15) Printed e.g. in the Triodium Romanum, 818.



