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BYZANTINE CHANT IN POPULAR TRADITION,

By Jergen Raasted, Roskilde.

The present essay is not so much a presentation of facts
and of results as an attempt to ask some questions to a mate-
rial which, for many reasons, has not yet been sufficiently
studied. Most of my questions may seem quite simple, may-be
somewhat naive. But for my actual purpose I have preferred
to avoid subtlety and intricacy.

Basically speaking, we have two kinds of sources to con-
sult if we want to know something about Byzantine Chant. First
we have the musical manuscripts themselves, with their vast
treasures of melodies used by the Byzantine church at her ser-
vices. These manuscripts cover a period of more than 1000
years and enable us to see - at least in outlines - how melo-
dies changed and developed from, say, the early 10th century
to the present day. There are, however, serious limitations
in this material which make it impossible to follow the devel-
opment in detail. One such limitation - and this is highly
characteristic of the field - is that many tunes were so fre-
quently used that nobody ever felt the necessity of writing
them down. And even for the melodies which were transmitted
in musical manuscripts, the musical notation was never intend-
ed to convey all the details of the actual singing. Original-
ly the notation was nothing but a mnemonic device, an aid to
singers who knew the repertory by heart and only needed some
hints to be put on the right track. And although an ever grow-
ing precision had produced readable melodies already at the
end of the 12th century - i.e. lines of music which we can un-
derstand and transcribe - it is still true that the written
tradition of Byzantine Chant always presupposed and demanded

the support of an oral tradition.

1. The essay is a revised version of a paper read at the Tenth Spring
Symposium of Byzantine Studies (Birmingham, March 1976), a symposion
dealing with "The Byzantine Underworld: Heroic Poetry and Popular
Tradition".
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And this leads me to the second kind of sources for our
knowledge of Byzantine Chant - the living tradition of the Or-
thodox Church of our own days. I firmly believe that we can
learn a good deal about the ways and habits of earlier gener-
ations of singers from observing what their successors do now-
adays. But I must confess my scepticism as to how far back
in time we can get by this kind of reasoning; neither can I
make up my mind as to how safe and precise we can expect our
conclusions to be in these matters.

There is no need for me to be more detailed. Suffice it
to say that when we speak of 'Byzantine Chant', this term cov-
ers an enormous and fluctuating corpus of tunes and singing
habits - a stream of musical traditions which has flown with-
out interruption from the early Middle Ages to the present
day. Ranging from the cantillation of Biblical texts and
prayers, through syllabic and quasi-syllabic melodies to high-
ly complicated melismatic settings of, say, the Cheroubika,
Byzantine Chant has only one common feature which makes it
reasonable at all to speak of all this as an entity: the fact
that it was used by the Church for her religious services.

Byzantine Chant is church music.

E

In the context of a symposion on 'the Byzantine Under-
ground', the second key word in the title of this essay should
refer to 'what was going on in the underground, below the sur-
face, among ordinary people who were not professionally en-
gaged in producing and performing Byzantine Chant'. And here
comes my first set of questions: How wide or how narrow shall
we make our definition of a 'popular' tradition? Are we to
think in terms of 'ecclesiastical' versus 'lay' tradition?

Or will it be useful to make some kind of social distinction
as well, reserving the notion of popularity to people below
some level of society - for instance to the common population
of towns, of villages, and of rural districts? 1In a way, of

course, I am in favour of the latter solution, though I fully
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realize that this does not make it easier for us to carry out
an intelligent investigation.

No matter how we define our 'popular tradition', we can-
not avoid another question of definition, the when. What pe-
riod are we talking about? Ideally, of course, we ought to
concentrate on the Byzantine period, limiting our investigation
to phenomena which can be studied in sources from the 15th
century or earlier. But I am afraid that this limitation in
time would put a drastic end to our inquiry! Fortunately,
however, chances are that the fall of Constantinople did not
mean any substantial change in the relationship between church
and population - at least not in the field which we are now

discussing.

E3

In 1973 I spent a couple of weeks in Brussels, working on
Byzantine musical manuscripts and taking most of my meals in
a small Greek restaurant. The owner of the restaurant had
lived in Belgium for more than 20 years. When he heard that
I worked on ecclesiastical music, he told me that as a boy he
had been a member of the choir of his village church in Greece.
Did he still remember some melodies? Yes, of course! What
about ‘H mop9¢voc ofuepov, the Christmas Kontakion by Romanos?
Well, he was afraid that he did not remember the text any
longer - but he knew the tune, of course. So I had to write
the text for him on a beer mat, and with this in hand he gave
his personal interpretation of the famous Chrismas Kontakion.
I still have a tape with this piece of 'Byzantine Chant in Pop-
ular Tradition' - also a Trishagion which he remembered from
those days.

We have here a good illustration of a phenomenon which

must always have been quite common, also in the Middle Ages:

2. '"Throughout all its vicissitudes the Church was determined to keep
its flock conscious of the Greek heritage.... The Greeks might be
languishing by the waters of Babylon; but they still had their songs
to sing' (Steven Runciman, The Great Church in Captivity, Cambridge
1968, p.u410).
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Ordinary, common people know part of the repertory of church
music, not only because they belong to a congregation and hear
the tunes during services, but also because many of them have

functioned as members of a choir.

KX
w

It is not easy to measure the popularity of church music
in the past. We are often told about the enormous part which
the orthodox church played in the centuries of the Turcocratia,
and I am quite willing to believe that part of this was due to
her music. Nowadays you may find atheist Greeks who nourish
a decidedly nationalistic pride in their church music. They
are, simply and without reservation, proud of this inheritance
from the past. Was this, also, the attitude of former days?
Or was it the other way round? 1Is it only in our days that
the singing of the Church to some people seems so queer and
peculiar - compared to their folk-music - that it is despised
and laughed at, rather than admired? Questions, which I for
one should like to have answered. But what kind of sources
would tell us the answers?.

Until now, my questions on 'Byzantine Chant in Popular
Tradition' have dealt with hypothetical cases in which ordina-
ry, common people - those not professionally engaged in pro-
ducing and performing Byzantine Chant - might be supposed to
sing Byzantine church music; and I have also - however super-
ficially - considered the people's attitude vis-a-vis the sing-
ing of the Church. The chanted pieces which I had in mind
were written and composed for ecclesiastical use, but had been
'taken over' by laymen and were being sung outside church.
Distinct from this situation is another kind of borrowing,
where the music of the church and the texts of church poetry
have inspired people to act and sing in their dayly life,
using the musical and poetical language of the church for non-
liturgical or paraliturgical purposes. Fortunately we do not

have to resort to analogies and hypothetical cases to illus-
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trate this kind of ecclesiastically inspired popular singing.

Our reasoning can here be supported by actual cases, preserved

in oral and/or written tradition.

A suitable example is a song which is found in manuscripts

from the 17th and 18th centuries, ‘0 Yoptdoogc Aadv &v Tfi Epriug.

I shall deal with this case at some length, mainly because the

written sources can here be supplied with the findings of eth-

nomusicology. 1In the oldest copy accessible to me (Copenhagen,
Ny Kgl. Saml. 4466,40, fol. 266v)3 the text runs as follows:

A

16 mopdv wdAietal &ul Tpamélngt fixog 16’

*0 xoptdoag Aadv

&v T €pfiug

ual dupBprioac Bdwp abTolg é&n mEtTpog

wal &v Kavq tfig
td B6wp elg

5 abtdg TOV oluov
abtdec TOV 8pTOoVv
abTde TOV olvov

Taitialog
olvov peETOBAADV
1o0Tov OtEPEWTOV
nAfduvov
edrdynoov

wal Todv VnodeEduevov Hudgc

uLoddv odpdviov Sdpnoatl

10 nal Audc mdvtag

£rénoov

oc &yadde nal oLAdvSpwnog

TEPEPEPEPE .« « »
wal fHudgc ndvtag

(10 lines)
trénoov

b &yadde nal @LAdvdpwmog: -

According to its headline, the piece is to be sung "at table".

It is a prayer, in which Christ is addressed as the one who in

the desert provided the Jews with manna and water, and who at

3. J. Raasted, A 17th Century Manuscript of Byzantine Music, Recently
Acquired by the Royal Library in Copenhagen (Ny Kgl. Saml. 4466 ,4°)
(Actes du XIVe congrds international des études byzantines, Bucarest,
6-12 septembre, 1971, publiés par les soins de M. Berza et E. Stane-
scli. III, 1976, pp.565-73. This musical anthology was written be-
tween the years 1678 and 1687 and was evidently intended for use in
the Principalities, the Ungrowalachia.
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the wedding in Cana changed water into wine. In this chanted

prayer Christ is asked to treat "this house" in a similar way,

amply providing it with bread and wine - and to give heavenly

remuneration to the host (tdv VnodSeEduevov fudc, "the one who

has received us"). At the end, the tune includes a fairly

long 'Teretism' (a singing on meaningless syllables), where-

upon the refrain is repeated.

We do not know when and where the text was originally

written.

Its inspiration is evidently to be sought in prayers

for special occasions, of the following type:

EYXH EIIT TPYI'HX AMIEAOY.

"0 @edg, o Iwthp Mudv, & ebdourfoag “Aumeiov uindfivalr
oV povoyevfi couv Yidv, TdV KOpLov f{udv ‘Incodv XpLotdv,

wal ToOV napndv adific &Savaoclag mpdEevov dvadeiEac,

6Ld thg Tol Mveduatdc couv ydprtogc: adbidc ual viv,

Aéonota, nal tobtov tfig "Aunéiouv tdOV uopndv edAdyn-

gov* ual 8b¢ ndoL tolg uetaiauBdvouvoilv &E adtod

Tov &yLaoudv, uwal THV THC YPuxfic mpouomnv: TdV 6&

cuyraAigéoavto AUdg, THAC dAnduviic cou &unéiov pétoyxov

molnoov, ual &vemnpgoaotov ThHv Conv adtod SrapdiaEov,

Ttale alwviolg couv nal &vapaiLpétoLc Swpealg UaATC-
HOOUDV .

XdoiLtL ual @Liavdpwniq Tod povoyevobc couv Yiol,

ued” od ebroyntdg el, obv T mavayle, ual &yoady,

wal CTwomoid ocouv MveduatL KTA.

EYXH EIII EYAOU'HZEI OINOY.

KopLe O @edbg Nudv, &yadt ual oLArdvipwrne, E&mide é&nl

tov Oflvov tobtov, nal &nt todc uetorauBdvovrtoc EE

abTol, nal edrdynoov adtdv dg ndAdynoag o @péap TOD

‘IanwB, ual THAV noALuBNOpov ToD Ziiwdu, mal TO

noThpLov TV dylwv cov ‘Anocortdiwv. ‘0O TopayEVOUEVOC

in In these prayers from the Euchologion Mega I have underlined the
most striking parallels.
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&v Kovd thc Taiildalag, ual edioyficac tdc EE bWSplag,

wal 1d B6wp elg olvov petaBardv, mal THv 88Eav cov

pavepdoac tolg &yloitg oouv Madntalg mal ‘AncotdroLg:
abtdc ual vov &Eandoteiriov, Kopre, td &yLdv cou
Mvebua ént tév Ofvov tobtov, nal edAdynocov adtdv

é¢nl @ SdHvduatl ocov TP ayle.

“otiL ob el & ebroydv, mal &yiLdlwv td odunavra,
XpLotd & @edc fudv, ual col THV 5SEav &vomeunouev,
obv TH &vdoxe oov Hatpl nal 1§ mavayle, nal &yadd,

wol CwomoLdh ocov Mvelduati, viv. uTA.

Our chanted prayer seems to have been widely spread.5

The oldest copy which I have come across is in the MS Lesbos,

Mon.

Hyps. 48, palaeographically dated to the second half of

the 16th century.6

main

A:

In Example 1 (see below p.78ff.) I have put together the
variants of three versions of the melody:

Brussels, Inv.IV,515,f0l.425r (18th cent.), where the
headline runs as follows: elg¢ eb%uulav &plotov, doxatov.

Copenhagen, Ny Kgl. Saml. 2747,20, fol.1l1l5r (late 18th
cent.); headline: tod adtol (i.e. Mnaiaciouv ‘Iepéwg) €ilg
ofunv dpﬂorou.7

Copenhagen, Ny Kgl. Saml. 4466,40, fol.266v (late 17th

cent.); headline: 1o mapdv Ydrretar énl tpamélng.

Movding K. XatZnyuoxouufis, Mououud xeupdypago Touprorpatlag (1453
-1832), I, Athens 1975, p.u456 lists eleven occurrences. Until the
index volume to the Athos catalogues of Gr. Stathis has been pub-
lished (Ta xeupdypoga BuZavtiviis Movouxfis, Athens 1975 ff.), we
have to rely on a general impression, that the song is frequently
found in manuscripts from the Holy Mountain.

Hatziakoumes, op. c¢Zt., pp. 40-42.

This is an embellished version of the tune, a Kallopismés. It is
found in many manuscripts, including the Brussels anthology from
which my Version A has been taken. In the Brussels copy its head-
line says: égepov, Enodwnlod9n Ond Tol uUp umalaclou. For Ny Kgl.
Saml. 2747,2  , see my forthcoming article in Fund og Forskning.
For the date of Ny Kgl.Saml. 4466,40, see above, note 3.



46

Now, as the two copies of Version B are virtually identical,
chances are that further copies of Mpalasios's Kallopismos
would come equally close to the melody which is contained in
Ex.l; for there is no reason to assume any special connection
between the two manuscripts which I have inspected. Evidently,
in this case we have to do with a typical example of a written
tradition. If, however, Mpalasios's melody is considered not
in its actual shape, but as a witness to its unembellished
Vorlage (B*), the differences between A, B*, and C just as
evidently reflect the instability of an oral tradition. Not-
withstanding this instability, the musical style remains the
same in all three versions, and at times they agree in their
choice of musical formulas (e.g. in lines 1 and 5). Many of
the formulas are well known from the medieval Sticherarion;
the very beginning is thus one of the typical opening formulas
of the Fourth Plagal Mode.9

*

In the manuscript transmission of the melody to ‘O xop-
Tdoag we have met an instability which ought to reflect some
kind of oral tradition, side by side with an entirely written
tradition. This in itself makes ‘0O yoptdoag an interesting
case. Even more interesting is it to see that the oral tra-
dition has continued up to the present century, though the
text is no longer sung to a tune related to the Fourth Plagal
melody of my manuscripts. The Greek Folklore Research Center
in Athens has a recording from the island of Samos. Mr. George
Amargianakis, who drew my attention to this and other record-
ings, informs me that the Samos version is in the Deuteros
Mode and is related to the Proshomoion Noloig ebpnuidv oTéu-
uwacLv. Mr. Amargianakis furthermore sent me two recordings
from Crete, both of them performed by the same singer, but not
identical in details. The Cretan recordings are in the chro-

matic mode of the Second Plagal; I have transcribed one of

9. See, e.g., The Hymns of the Pentecostarium, transcribed by H.J.W.
Tillyard (MMB Transcripta VII, Copenhagen 1960), Nos. 100 and 118.
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them in Example 2. Of course, this melody has nothing at all
to do with the Fourth Plagal melody of Ex.l; but Amargianakis
is no doubt right in his characterizing this tune as being in-
spired by contemporary church music. At numerous places the
text from Crete differs from that of my older sources, espec-
ially in the second half of the prayer. This instability of

text is another effect of an oral tradition.

The Cretan version:

XpLott & 9edg Mudv
& xoptdoog Aadv &v TH épfue
wal éuPpricac adtdv B6wp &€x mEtTpag
nal &v Kavd tfig FaAilialag
td H6wp elg olvov uetéBareg
5 ob udpiLe tdv oluov tolrtov orepéwoov
Tdv oltov mAnRduvov
dv olvov edAdynoov
nal tolg éymaAéoavrtag Hudg
100 oluov TobTOUL
10 &Eflwoov ndpre

nAoboLa Tt& €Aén cou:-

According to Mr. Amargianakis, who is a Cretan by birth,
‘0 yoptdoag is hardly sung any more on Crete. But when his
father was a young man, it was still used at one specific oc-
casion, namely at wedding dinners - when the married couple

had returned from church, before the dinner started.

*

Popular tradition has thus preserved a paraliturgical
piece of Byzantine Chant, for a more restricted use than for-
merly, but still sung to an ecclesiastical tune. And this is
by no means an isolated case. Thus, among the 38 'quasi-
liturgical hymns' which Costas A. Ioannides edited in vol.33
of the Kumpranral Imoudal (1969), there are several ones which
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must have a similar story. Incidentally, one of them (No.33,
an éyuduLov 10D ydpou in political verses) has a structure
which reminds us of ‘'O yoptdoagc. Also here we find an initial
invocation, a reference to the wedding in Kavd tfig FaAiilAalag
where Christ uetéBaie 1o U8wp elg olvov, and a series of im-
perative prayers. According to Ioannides, this encomium was
written in 1859; it is not clear to me whether this date con-

cerns the text or the music, or both.

*

I have postponed until now an old question which from time
to time is put by scholars who are interested in possible re-
lations between Byzantine Chant and Greek folk-song. Let us
phrase this question as follows: To what extent have melodic
elements of Byzantine Chant been taken over by the people, to
be used as elements of non-religious folk music? If I am not
mistaken, the harvest of such elements has until now been ex-
tremely meagre. 1In an article on 'The Survival of Byzantine
Chant in the Monophonic Music of the Modern Greek Church'lo,
Markos Dragoumis has a paragraph on elements of Byzantine Chant
in folk music. His results are certainly not very impressive:
'Byzantine melodic formulae', he says, 'are also encountered
in some modern Greek folk-songs. Two such examples have al-
ready been cited by Tillyard. To these two more may now be
added: The initial formula of a love song from the island of
Casosll... and the closing formula of the lament IAuepa ndotpo
xdiaoce which is one well-known cadential formula of medieval

Stichera in the Protos mode.'12 -

I must confess that such
comparisons do not impress me any more than the demonstration
that the ancient tune which Seikilos copied on his marble col-

umn in the second century A.D. has survived in the Gregorian

10. Studies in Eastern Chant I, 1966, pp. 9-36.

1l. According to Dragoumis, this formula is 'a slightly expanded version
of a formula which occurs in the Byzantine setting of the Sticheron
“Ote TP otavpyd - and also elsewhere in Byzantine hymnody'.

12. Tillyard's two examples are also cadential formulas, FE ED D and
GFE FED D.
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Antiphon Hosanna fil<o David.l3 It may be, of course, that
these stray cadential formulas were really taken over from

the music of the church - but it strikes me as something of

a mystery that such simple melodic lines were considered worth
imitating. Can it not be a mere coincidence? I should be
much more impressed, if someone could produce from folk-songs
clear instances of punctuating melismata (such as the Thema-
tismoi or the Kylisma) or other melodic elements which have

a specific and characteristic function in Byzantine Chant.

*

The field of research which I have now approached from
various points of view, is ill defined and difficult to handle.
In a way, the real difficulty may be due to the fact that
scholars are specialists. Obviously, the investigation ought
to be carried out by ethnomusicologists who are thoroughly
familiar with the popular tradition and who - immediately and
by instinct - can sort out tunes and traditions which stand
apart from non-religious folk-song. If such melodies are
inspired by contemporary church music - as for instance the
Cretan version of ‘0 yxoptdoag - our Greek colleagues are better
equipped to do this scholarly research than we are in the non-
orthodox West. But as soon as we leave the last two centuries,
odds are that most Greek ethnomusicologists will have to rely
on the findings of Western scholars. And here the o0ld disa-
greement between Greek and Western scholars as to the proper
understanding of the medieval tradition is still a serious prob-
lem. This disagreement must be solved, before a final word can
be said about Byzantine Chant in popular tradition - in Byzan-

tine and Metabyzantine and Neobyzantine contexts.

13. The two melodies are compared in Gustave Reese, Music in the Middle
Ages, New York 1940, p.115. About Seikilos and the Antiphon, Willi
Apel has the following to say (Gregorian Chant, Bloomington 1958,
pp.36-37): 'However, in spite of a few striking details, the proof
of identity is, on the whole, hardly more convincing than the at-
tempt to derive the melody of God save the King from the Antiphon
Unxerunt Salomomem. At any rate, it goes without saying that such
an isolated case proves nothing.' The Seikilos stone is now kept
in the National Museum in Copenhagen, cf. Egert PShlmann, Denkmdler
altgriechischer Musik. Nirnberg 1970, pp.54-57. (= Erlanger Beitrdge
zur Sprach- und Kunstwissenschaft, Band 31).
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Example 1: 'O yxopTtdoag Aodv év TH E&phuy
A: dpxalov (Brussels IV,515, 425r)
o]
B: Mpalasios (Copenhagen, Ny Kgl. Saml. 2747,2 ,115r)
C: Copenhagen, Ny Kgl. Saml. 4464,4°, 266v.
NB. Main variants, only
> o2 fland -1 > ”"'\'-\ R T ol
2 - v S, 2, ”
A: 178 o XOoPp TO oog Ao ov " EV Tn € oN Hw &5
G a F G G da 4 bc a ba G G
B and C = A, with trivial variants
-~ - - BN
P a? ~ - 7 - ?l P 7""\\ Y)Y \':-’ >> ‘-‘”—- IS
2 wuaL ou Bpn oac 5 U Swp /o.aU'TOLg en  me tpagc &3
G a F G G d [} bc a ba G G
B = A
-
._)L’Ss "'f > >> - \:;_‘Q'\ \—:a >
C: v ULV U Swp av TR EU TE TPOC
d cba bcba G a cbc a ba G
-~ M 255
- —_— = > =2 s S » 2
3 uaL €V o va TNg YA AL AdL agc 48
c c d e d d cba cba G
4.r - o J— ~ -
;" ——;’s s = >N -2 =N < i »> .
B: MaL QL € € EV MO va TNE YA AAL L AaL ag 9
dcba bcba G bc a a b dc¢cb a
e e Mgl B
C: yaiA An Aot aL ag
d c¢b c de £ 4
s ——
-— Auw 3> - N
4 T0o WL Swp €Lg oL vov 1
aba G db c
L
— s >
B: Tw UL UL Swp
a bcba G
L ~
-
ox 2 A, - 5 5 =5 5
C: Tw 1N Swp ELC OL OL ol VoV
G bc a G G d cba bcba G
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Ex.1/2

. ~vad
- = A :,'_¢ Shoy T e s
] N — N\
B: we T Ba a Awv o © € wv ﬂ
c e cd b ¢ db cba c¢cba G
= $
>
> ‘_/":-r;;‘:-)\\s PO N
C: UE Ta Ba Aw o = he wv &Y
G G cb c¢c db cba cba G
- - -E- .)_Sus _ P z,:-\ > —/" > >3
5 au Tog TOV OL MOV TOU OU TOV ote pe~w ocov &5
G G bc d c b c ef 4 a b a G
2, — = N3 > < — =23

- ~ [ S
B: o TOV TOV oL HOV TOU OU OUL TOoV
G bc d d ¢ b c de £ [}

>
- a S i ‘-&ﬁ‘ — L -g\‘,’.:‘_
C: QU TO OC TOV Ol KOV~ TOU 0OU TwvV
G G ab c d ¢cb <c de £ da
~J
1 o ) Y LQ_\.\>> T )-}
r —_
6 au Tog TOV ap TOV TAN 9Ju vov 5%
d d e [} a ba G G
— ™
— ' 0\0’ 4' s — - e g >3

— P icdal = e ~s 2

L S k]

B: au TOC TOV OO TOV TAN YU U VLV UV UL U vov g
G bc a bec 4d e cb cd cbc de edcb a

b > o :‘a:_ 2 7 > >
—— —
C: QU TOC TOV QP TOV TWAN YU VoV
e da 4a d a b a G
L2 A 2 o D 2 TN = W
\\ - ra - ]
7 au TOog TOV OL OL VoV €U A0 Yn cov
ab G bc d £ d a ba G G
\, —J" e1aY -'T_'- -
B: auv Tov (!) TOV OL VoV
G Dbc a bec d
N, = - 5. T os T I A
— > = ~ s_a LA ’\'\ —~ \'» 1 > \\S «? 5 .
EVU A0 YN OO O OO © ©OOO O o WE 0 o oo Ue ov g
d e dc decde £ e cdcdb ¢ ed e b chacba
wf = P N TP D R sS
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Gab ¢ 4 ¢ b cde £ a d e c¢cb cdcbcde e dcb a
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After line 11 follow several lines of Teretismata (6 in A, 13 in B, 10 in
C), ending in B with the standard Plagios Tetartos intonation; A and C at
the end repeat the melodies of their lines 10-11 - in A with a slight var-
iation at the beginning, due to the omission of the first two words of 10.
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