ITamamu doxkmopa Jlyxaca Puxmepa,
uccaedosamens aHMUYHOU
U 8U3AGHMUICKOUL MY3bLKU

In memoriam of Doctor Lukas Richter,
scholar of antique and Byzantine music

Hacroamasa 6pomropa npexcraBiser coboil HayyHoe cooblueHue,
IpenHasHAYEHHOE ANA YYACTHUKOB KPY2J020 CMoJa Tio npobreMam «I'iMHo-
rpadUYecKHUX XKaHPOB U UX MYy3bIKaJIbHON TPAKTOBKM B BU3AHTUWCKOM IT€B-
YeCcKOM HMCKYCCTBe», BKIOYeHHoro B nporpaMmmy XX Mexayrapoasaoro Koxn-
rpecca BusaHTuHHCTOB (19-25 aBrycra 2001 roaa, Ilapmx). B ocHose
Ny6IMKYyeMOoro COODIEHUA JeXAaT GaKThl NCTOPUN BU3AHTHHCKOR MY3BIKK
IV-IX croneruii, KOTophle He MOARAIOTCA yOeaUTeIbHOMY OOBACHEHMIO C
TOYKU 3PEHUA COBPEMEHHBIX XPOHOJOTMYECKUX NpeAcTaBIE€HUM.

This brochure is intended for the participants in the round table,
«Hymnological genres and their musical treatment in Byzantine chant».
The round table is included in the program of the XXth International
Congress of Byzantine Studies (19-25 August, 2001, Paris). At the basis
of my argument in this brochure lie facts from the history of Byzantine
music of IVth-IXth centuries which do not agree with the currently
dominant notion of the chronology of events.
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§ 1. Tesuc

Yuras B CanxT-TleTep6yprckoii KOHcepBaTOpHHU Kypc
«BH3aHTHHACKOM MY3bIKaJIbHON KYJIBTYPBIY, ysKe Ha OJTHOM U3
[epBHIX JIEKIIMHA A BRIHYXK/AEH KacaThes WCTOPHUUECKOH Mepuo-
AMBaIMH. DTOTO TPeOYIOT He TOJIBKO MeToqMYecKye 3aBeThl «OT-
110B» MeJarornKu, HO M CTPeMJIeHHe H3JIOXKUTH COjJlep)KaHue
Kypca B opme, HanboJiee TIOJHO COOTBETCTBYIONIEH CBIeTeIb-
cTBAM HCTOUHUKOB. Y 3ech cpasy ke BOSHUKAET meJias cepus
npo6yieM, HaNPAMYIO CBABAHHBIX C cOBpeMeHHBIMH HayIHBIMHU
IpeJCTaBJIeHUAMHU 06 MCTOPHH M XPOHOJIOTHH BU3aHTUMCKOM
MY3BIKH.

JleficTBUTEILHO, CaMble PaHHUE U3 UMeoIIuXcsa B pacHo-
pAKeHAH Y4YEeHBIX HMCTOYHHKOB, yu3ydeHHe KOTOPBIX c110co6HO
chopMHUpOBaTh CYXAeHHne 06 0COGEHHOCTAX 3BydYaBIled MY3bI-
KM, JaTUPYIOTCH TOJBKO py6esxom IX-X BB. BT0 NATH IIeBYec-
KNX pyKomuceil, 3aTHCaHHBIX B PasHOBMAHOCTSX NAJeOBU3AH-
ruiickoii Horauuu. Cpeiy HUX NlepBble TPH — B TaK HasbIBaeMOH
wapmpcKoil, a ABe OCTaJIbHbIE — B KOQJEHOBCKOIL:

! Cm.: Thibaut J.-B. Monuments de la notation ekphonétique et
hagiopolite de I’église grecque. St. Petersburg, 1913. Heeg C. The
Hymns of the Hirmologium I: The First Mode. The First Plagal Mode.
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV.
Palikarova Verdeil R. La musique byzantine chez les Bulgares et les
Russes (du IX® au XIV® si¢cle). Kopenhagen 1953 (MMB. Subsidia
III). P. 112. Strunk O. Specimina notationum antiquorum. Kopenhagen
1965 (MMB VIII) 7, 11-15. MparMeHT 3TOM pyKOMHUCH, NpUBe3eHHEI I
B Tlerepbypr B XIX Bexe IlopbupueM YCIEHCKUM, xpanutes B Poc-
cuiicKoi HanuoHANTbHOM Oubiuorexe MOA mudpom I'pevecrkas 361; ero
onucanue cM.: I'epyman E. I'pedeckue My3bIKaNbHBEIE PYKOINCH Ile-
repbypra. T. L. Canuxr-Tletep6ypr, 1996. C. 49-50. Cm. Taxxe: OH
ae. B mouckax TecHOIeHUMN I'peueckoit 1lepKBH. Topdupuit YcueH-
CKUM U ero KoJJeKnus rpedecKmx MY3bIKaIbHBIX pyxonuceit. CaHKT-
Ilerep6ypr, 1996. C. 107, 112, 118, 119, 125-127.

§ 1. Thesis*

When presenting a course on «Byzantine musical cultures»
at the Saint-Petersburg Conservatory, I am forced in one of
my first lectures to deal with the problem of historica
periodization. I must do this not only because it is demandec:
by the methodical precepts of «the fathers» of pedagogy, bu
also due to my aspiration to state the subject of the cour’se ir
a way, that most corresponds to the evidence. A whole set o:
problems arise at this point. These problems are closely relate(.‘
to the modern scientific conception of history and the
chronology of Byzantine music.

The earliest sources that scientists have at their disposal
the study of which becomes a basis for forming an opinioi
about the particularities of sounding music, are attributec
to the late IXth — early Xth centuries. These sources ar
five chant manuscripts, written in varieties of Palae-Byzantin
notation. First three manuscripts are written in a so-calle
Chartres notation, and the last two — in Coislin notation:

* I sincerely thank my friend professor Peter Weisensel (Macaleste
College, St. Paul, Minnesota. USA) for editing the English text.

. 1 Thibaut J.-B. Monuments de la notation ekphonétique et he
giopolite de 1’église grecque. St. Petersburg, 1913. Hoeg C. The Hymn
of the Hirmologium I: The First Mode. The First Plagal Mode
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV
Palikarova Verdeil R. La musique byzantine chez les Bulgares et le
Russes (du IX® au XIV® siécle). Kopenhagen 1953 (MMB. Subsidia III
P. 112. Strunk O. Specimina notationum antiquorum. Kopenhage
1965 (MMB VIII) 7, 11-15. A fragment of this manuscript, broug}t
to Saint-Petersburg in the XIXth century by Porfiry Uspensky, is no
held in the National Russian Library with press-mark I'pevecras 36.
see its description in: I'epyman E. I'peyeckue My3sbIKajbHble PYKOIMC
ne'rep6ypra. T. 1. Cauxr-TleTep6ypr, 1996. C. 49-50. See more abol
it: Idem. B mouckax mecronenmii I'peveckoit 1lepxsu. IMopdupmit ¥
TIeHCKMH U ero KOJUIeKIMA TPeYecKMX My3hIKalbHbIX pyKonucel. CaHk'
TleTepGypr, 1996. C. 107, 112, 118, 119, 125-127.
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Codex Lavrae B. 32 (152) Eipporéov (X B.)';

Codex Lavrae G. 12 (252) "Idi0peda Tpupdiov koi [levinkoo-
taptov (X B.)%; ’

Codex Lavrae G. 67 (307) Zuympd ‘Oxtamxov, 1dwdpedra
Tpuwdiov ko [evinkootopiov (X 8.)%;

Codex Petropolitanus 557. @parmeHT f,ipuo?\,()"(lov (X B.)%

Codex Patmosus 55. Eipporoyov (X B.)°.

Bce fpyrue u3BecTHbIe HbIHE IeBUeCKUE HoTorpaduyecKue
MaMSATHHKY NIPU3HAHBI GoJlee MO3JHMMH U 10 CBOMM I1aJjieorpa-
¢duyecKUM NPU3HAKAM JaTHPYHOTCA X1 u XII cronerusamu. Ta-
KOBa O6IeNIPUHATAaA TOUKa speHus®.

2 Tillyard H. J. W. The Stages of the Early Byzantine Musical
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raas'ted J.
A Primitive Palaeobyzantine Musical Notation / / Classica et Mediaeva-
lia 28, 1962. P. 302 (3gech 3TOT NaMATHUK olIub0OYHO OIlpefiesieH Kak
3ATMCAHHBINA B «HOTAILUM TATHI», T. €. B HOTHOM IIMCbMe, COAepKallleM
3HAK «©», HO BIOCHEJCTBUM TaKas TOUKA 3PeHMA OblIa u3MeHeHa).

3 Gastoué A. Introduction a la paléographie musicale byzantine.
Catalogus des manuscrits de musique byzantine de la Bibliotht::que Na-
tionale de Paris et des diblioth¢ques publiques de France: Paris, 1907.
P. 96-98. Tillyard H.J. W. Fragment of a Byzantine Musma} .Handbuch
in the Monastery of Laura on Mt. Athos // Annual of the British Scht?ol
at Athena, 19, 1912-1913. P. 95-117. Palikarova Verdeil R. Op. cit.
P. 123-125. Strunk O. The Antiphons of the Oktoechos // Journal of
the American Musicological Society, 13, 1960. P. 51-53. Idem. AF.urther
Note on the Proper Hymnus for Easter // Classica et Mediaevalia, 22,
1961. P. 180. Idem. Specimina notationum antiquorum. P. 17-20. Ide{ﬂ.
H. J. W. Tillyard and the Recovery of a Lost Fragment // Studies in
Eastern Chant I, 1966. P. 95-103.

4 Thibaut J.-B. Op.cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112.
Strunk O. The Notation of the Chartres Fragment // Annales Musicok’)-
giques 3, 1955. P. 24. Velimirovic M . Byzantine Elements in Early Slavic
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 u mpyrue. I'epy-
man E. Tpedeckre My3bIKalbHble PYKOIINCH Ilerepoypra. T. I. C. 40-47.

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Id.em.
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16. ' '

6 Cm., manpumep: Marzi G. Musica Bizantina // Dizionario Enci-
clopedico Universale della Musica e dei Musicisti. Vol. I. Roma, 1983.
P. 358. Haas M. Byzantinische und slavische Notationen. Kéln, 1973.
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Codex Lavrae B. 32 (152) Eippordyov (X B.)!;

Codex Lavrae G. 12 (252 ) "Towopero Tpiwdiov xai Ilevinkoo-
tapiov (X B.)?;

Codex Lavrae G. 67 (307) Zuynpd 'Oxtonjyov, 18i6puerol
Tpwwdiov koi IMevinxootopiov (X B.)%;

Codex Petropolitanus 557. ®parmenT Eippordyov (X B.)Y;

 Codex Patmosus 55. Eippordyov (X B.)°.

The rest of the known chant notation monuments are
ascribed to later times, and according to their paleographic
signs they are dated to the XIth and XIIth centuries. So, this
is a generally accepted point of view®.

2 Tillyard H. J. W. The Stages of the Early Byzantine Musical
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raasted J.
A Primitive Palaeobyzantine Musical Notation // Classica et Me-
diaevalia 23, 1962. P. 302 (this manuscript was mistakenly defined as
a codex written in «theta notation» — notation which includes a sign
«O©». But later this opinion was changed).

3 Gastoué A. Introduction a la paléographie musicale byzantine.
Catalogus des manuscrits de musique byzantine de la Bibliothéque
Nationale de Paris et des bibliothéques publiques de France. Paris,
1907. P. 96-98. Tillyard H. J. W. Fragment of a Byzantine Musical
Handbuch in the Monastery of Laura on Mt. Athos // Annual of the Bri-
tish School at Athena, 19, 1912-1913. P. 95-117. Palikarova Verdeil R.
Op. cit. P. 123-125. Strunk O. The Antiphons of the Oktoechos //
Journal of the American Musicological Society, 13, 1960. P. 51-53.
Idem. A Further Note on the Proper Hymnus for Easter // Classica et
Mediaevalia, 22, 1961. P. 180. Idem. Specimina notationum anti-
quorum. P. 17-20. Idem. H. J. W. Tillyard and the Recovery of a Lost
Fragment // Studies in Eastern Chant I, 1966. P. 95-103.

4 Thibaut J.-B. Op. cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112.
Strunk O. The Notation of the Chartres Fragment // Annales Musicolo-
giques 3, 1955. P. 24. Velimirovic M . Byzantine Elements in Early Slavic
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 and others. I'epy-
Man E. Tpeveckre MyasiKanbHble pykonucH Ilerepoypra. T. I. C. 40—47.

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Idem.
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16.

6 See for example: Marzi G. Musica Bizantina // Dizionario Enci-
clopedico Universale della Musica e dei Musicisti. Vol. I. Roma 1983.
P. 358. Haas M. Byzantinische und slavische Notationen. Koéln, 1973.
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B pesynabTare, nojydaercsi, 4To Hall¥ 3HAHUSA O BU3AHTUH-
CKOM KyJBbType JHIleHbl MCTOUHUKOB, COJAEPIKAI[MX MY3bIK aJlb-
HBIA MaTepHaJs, 3By4YaBUIMH B IlepBble IIATH CTOJIETUH YKHUIHU
BM3aHTHICKOro ob1ecTBa, To ecTh ¢ IV mo IX BeK BKJIIOUHUTEJIb-
Ho. IIpaBna, He HCKJIIOUEHO, uTO B pykonucax X—XII1 BB. npu-
CYTCTBYIOT NeCHONIEHUsI, HAXONUBIIINECS B IIePKOBHOM obuxone
ellle paHee, U JJa’Xe BIIOJIHE BO3MOXKHO, YTO IIOJTBEPXKJEeHHUe 3TO-
MY MOYXHO HaliTM B CBUJIeT€JILCTBaX COBPeMEeHHUKOB. OJHAKO B
TaKOro pojia ICTOUHUKAaX, COOTHOCUMBIX HbIHe ¢ IV-IX cronerus-
MH, PErucTpUpPYIOTCA TOJIBKO HA3BaHUS IeCHONeHMH HJIM HUX
initium. ITosTomMy OHM He B COCTOAHHM JaTh CBEAEHMSA O 3BYUYaB-
IIMX MeJIOAUSAX, IIOCKOJILKY XOPOILIO M3BECTHO, YTO OJHU H Te
JKe TEeKCThI HepeJIKO paclieBajiuch Ha pa3Hble Mejockl. IToaTomy,
“Mesl B CBOEM paclOpsi’KeHUH OOUIMPHBINA CBOJ IeCHONIEHHUH, Co-
Jepxamuxca B pykonuesax IX—X u nociegyouiux CToJeTHH,
MBI JIMIIEHBI BOSMOJKHOCTU YCTAHOBHUTL, 3BYYAJM JIX MMEHHO
9TU MeJIochl B IIpeJIlIecTBYIOIMe BpeMeHa. M, KOHeYHO, Ipu
OTCYTCTBHH HOTOrpaduueckux ucTouHUKoB IV-IX BB. HeT HUKa-
KUX OCHOBaHMH BOOOILle JeslaTh KaKue-HUOYAb 3aKJIIOUeHUsA O My-
3BIKAJIHOM MBIIIJIEHMU 3TOIO 3Tala Pa3BUTUS U O KOHKPETHBIX
0CO0EHHOCTAX HMCIIOJIL30BABIIIETOCS MY3LIKAJIbHOIO MaTepuaJia.

9T0 06CTOATENLCTBO BEIHYXK fae T JuddepeHIIMPOBaTE BCIO
HCTOPHI0 BU3AHTHUHUCKON MY3BLIKHM HA [Ba IIOYTHU PaBHBIX IO IIPO-
JOJKUTEJILHOCTH Ilepuofia: IepBbli, «6e33ByUHbIi» — ¢ IV j0 py-
6erxa IX—X BB., M BTOPOH, «3Bydamuii» — ot rpauuisl IX—X BB.
BILTIOTH 0 rubenu BusaHTHiicKoi UMIepun B cepeguHe XV cro-
Jerusd. JIobas npyras repuoAuUsals HaTaJKHBAeTCs Ha I[eJIbIH
psAL HepaspemimMmbix npobsem’. IIpu 9TOM ciefyeT MOCTOAHHO

S. 71-79. Zrdbng I Ta Xewpdypaga Bulaviiviic Movoikfiy, — “Ayiov “Opog.
T. A”. "A6fjvou, 1975. Z. 8 —pe’. Idem. Ot Gvaypoplloeicpol Kol To poldnjporta
g Bulavuivilg Melonotiag. ABfiva, 1975. S. 48. Levy K. Byzantine rite,
music of the // The New Grove Dictionary of Music and Musicians.
Vol. III. 1980. P. 554. Stohr M. Byzantinische Musik // Die Musik in
Geschichte und Gegenwart. Bd. II. Kassel und Basel, 1989. Col. 589.

" Xoporo moMHIIO Kak B KoHle 70-X TOZOB BMecTe ¢ IIpUIJIalleHueM
Yy4YacTBOBATh B CO3JaHUM TpeXxToMHuKa «KyabTypa BusantTums», g moxy-
yua paGounit NIPOCIIEKT 3TOro M3faHUsA. B HeM Bechb KYJABTYPHBIM YHU-
BepcyM OhIJI moZpasfesleH Ha TPU IIepHoja, BBICTPOEHHBIE B COIVIACHM C

§ 1. Thesis 9

As aresult we can see, that our knowledge of Byzantine
culture sufferies from a lack of sources, which contain
musical materials from the first five centuries of Byzantine
society’s life. This period extends from the IVth to the end
of the IXth centuries. It is possible that there are some chants
in the manuscripts of the Xth—XIIth centuries, used in the
church service even earlier. Arguments in favor of this
statement gould be found in the evidence of contemporaries.
But in these of sources, which pertain to the IVth—-IXth
centuries, only the titles and initium of the chants are
indicated. Due to this fact these sources are unable to give
any information about sounding melodies. We can make this
statement based on the well-known fact, that same texts
could easily be sung on different melos. That is why, even
having a broad set of chants from the manuscripts of the
IXth—Xth and latter centuries, we are unable to determine
whether these particular melos were used in the previous
centuries. And of course with this lack of notation sources
of IVth-IXth centuries, there is no basis for making any
conclusions regarding musical thought or particular features
of musical material which was being used at that that time.

This circumstance forces me to divide all history of By-
zantine music into two almost equal periods: first period —
«soundless» — from IVth until the late IXth — early Xth
centuries; second period — «sounding» — from the late
IXth — early Xth century until the fall of the Byzantine
Empire in the middle of the XVth century. Any different
way of periodizing will face a whole set of unsolved problems’.

S. T1-79. Zzdéng I'. Ta Xewpbdypago BoGavivfig Movowkfis — “Ayiov “Opoc.
T. A" "Aéfivon, 1975. 2. pu&'-pe’. Idem. Of dvarypopipartiopol kol T po®poctar
¢ Bufavnivilg Melomotiog. 'ABfivon, 1975. S. 48. Levy K. Byzantine rite,
music of the // The New Grove Dictionary of Music and Musicians.
Vol. III. 1980. P. 554. Stshr M. Byzantinische Musik // Die Musik in
Geschichte und Gegenwart. Bd. II. Kassel und Basel, 1989. Col. 589.

"1 remember well how at the end of 1970s I was invited to partici-
Pate in writting a three-volume work called «The Culture of Byzan-
tium». I also received an outline of this project. In that outline Byzan-
tium’s cultural world was divided into three periods, a division which
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IIOMHHUTb, UYTO TaKoe Hojpa3slieJieHWe OTPa)KaeT He COOCTBEHHO
pa3sBUTHE BH3aHTUUCKON MY3BIKY, & JIMIIL Cepbe3HBIN AeUILIUT
HMeIoIerocs cefyac B HallleM paclops>KeHUN MaTepuasa, KOTo-
PHI MOXXHO HCIIOJIb30BATh AJISA €6 PeKOHCTPYKIUKS.

O0LIEeNCTOPUYECKMH NPEJCTABIEHUAMU 06 3BOJIOIMU BU3AHTHUHCKOrO
obnjecTBa, BO3MOXKHO, BIOJNHe o0ocHOBaHEEIMU. Ho MHe, KOTOpoMy
TPefCTOANO CAeNaTh 0630p BUSAHTHICKOM MY3BbIKAIBHOM KYJIBTYPH, OBIIO
COBEPIIIEHHO ACHO, UTO IIpe/JIo’KeHHAaA NepUOAM3ald HUKaK He COOTBeT-
CTBYeET, IIpeJe Bcero, KOpPIycy MCTOUHMKOB. KpoMe Toro, y MeHs GBLIN
cepbe3Hble OCHOBAHMUA CYUTATH, YTO ITANKl BHU3AHTHUHMCKOH HCTOPUH MY-
3BIKM (KaK M JI000H MCTOpPMM MY3BIKM) JajleKo He Bcerga MMM Iapai-
JIeNbHO OOIIeMCTOPHUYECKUM IIpolleccaM M ellle PeXXe SBJAIOTCA IIPOMU3-
BOAHBIMM OT HMX. 3[leCh 3a4acTyIO AeHCTBYeT CBOA MCTOpUUYecKasd JOTUKa,
XOTS OIIOCPEeZOBAHHO OTPAXKAlOI[ad oOIeMcTOpMYecKne TeHaeHnuu. On-
HAKO TOrZa, B 3MO0XY aGCONIOTHOM rereMOHMM MAapKCHCTCKO-JIE€HWHCKOM
HEeOJOTHH B Hallell cTpaHe, Korja Jio6oe UCTOPUYECKOe IBUKEHUe — B
TOM YHCIe U XYAOKEeCTBEHHOe — OLeHUWBAJOCH JUIIL KaK CIeACTBUE,
3aBUCAIIee UCKIIOYUTENLHO OT 9KOHOMMYECKNX U cOLMalbHO-00IIecTBeH-
HBIX napamMeTpoB (06a3uc), HEBO3MOXXHO OBLJIO BCTYIATH B IIOJEMMKY (TeM
6osee 3 panexoro BraamBocToka). B Tol cuTyamum MHe He ocTaBaloch
HUYEero APYroro Kakx, He OTPHIBAACH OT (PAKTOB UCTOPUM BU3AHTHIHCKON
MY3BIKM, H3JI0XKUTH MaTepuas IIo 3aJaHHOW cxeMe. OxHaKo, K coxkaie-
HUIO, 9TO He Bcerja yiaBaloch coBMecTuTb. Cm.: I'epyman E. CtaHoBIe-
Hue [BuaaHTHMiicKoil] MysmKanbHOM KyabTypH // Kyabrypa Busantuu.
T. I: IV — nepasa nonosura VII B. M.: «Hayxka», 1984. C. 618-631. Ox
we. PazBuTme My3bIKaIbHON KynbTyphl [Bnaantum] // Tam xe. T. II:
Bropas nomosuna VII-XII BB. M.: «Hayka», 1989, C. 155—-159. OH axce.
MyseikanpHag KyabTypa noazHeir Busantum // Tam xe. T. III: XIII —
nepBas nmonoBuHa XV BB. M.: «Hayka», 1991. C. 528-550.

8 Mo>XHO IpeIIoNaraTh, YT0 MMEHHO IT0 3TOM IIPUYMHE 3HAMEHUTHIN
TpyA OroHa Bennermna, o6baBieHHBIN Kaxk «Vctopus» (cm.: Wellesz E.
A History of Byzantine Music and Hymnography. Oxford? 1961), e cran
TOAJUHHLIM OIIMCAHNMEM TIpollecca 3BOJTION MY BHU3AHTHUIICKON My3bIKa Ib-
HOM KynbTypsl. Ero KHMra — JUWIb pAJ Pa3po3HEHHBIX 3aPHUCOBOK — TO
6oee rIyOOKMX, TO HECKOJBKO ITOBEPXHOCTHBIX, — BBIUJIEHEHHBIX U3 3TO-
To mpolecca. 3HANEHATENbHO, YTO ¢ TeX IOp MPOILIO yXKe IIOYTH IIONBEKa,
HO HMKTO U3 HccleloBaTeNlell BUSAHTHUIICKON My3bIKY (& Ha MX MaJIOUNCIIeH-
HOCTh He NPUXOAWUTCA KAJNOBATHCA) He pelllaeTcd HalWCATh €e UCTOPHIO.
A Bezb 3a 2TO BpeMs OCBO€HO 3HAYMTEJbHO 0OJIbIlle MaTepuaa, 4eM OBlJIO
u3BecTHO K cepesuHe XX Bexa. OueBHAHO, OCHOBHafA IIPHYMHA TAKOTO
TIOJMIOXKEHUA CBA3aHA Bce XKe ¢ «0Ge33ByYHOCTbIO» IIEPBBIX IIATH CTOJETHI.

§ 1. Thesis 11

It is also very important to remember that this type of division
into periods does not show the development of Byzantine
music. It just reflects a serious deficit of accessible materials,
which can be used for the reconstruction of this process®.

]

was based on a general, non-musical perspective of the evolution of
Byzantine society. I was asked to write an overview of Byzantine
musical culture, and it was clear to me by that time, that the
proposed periodization does not correspond to the musical sources.
Moreover, I had many reasons to think that phases of Byzantine
musical history (as any other musical history) did not always follow
general historical process and very rarely derive from them. There
is a special historical logic in this field, which sometimes rejects
general historical tendencies. But unfortunately during that time
there was an absolute hegemony of Marxist-Leninist ideology in
our country. And any historical movement (even in the field of art)
was treated only as a result of economic and social changes. It was
no use for me to get into arguments — especially from distant
Vladivostok. In that situation I did not have any choice. So I tried
to make my essay accord to the given outline, without deviating
from the historical facts of Byzantine musical culture. However,
my attempts were not always successful. See: I'epyman E. Cranos-
Jenne [BH3aHTHICKON] My3mKanbHOM KyabTypel // Kyabrypa Bu-
santuu. T. I: IV — nepsas monosuna VII Be. M.: «Hayka», 1984.
C. 618-631. Idem: Pa3sBuTHEe MY3BIKATBHON KYJIBTYPHI [BusanTumu] //
Ibid. T. II: Bropas moxosura VII-XII Be. M.: «Hayxa», 1989.
C. 155-159. Idem: MyselKanapHas KyJIbTypa Ios3jgHedl BusanTuM //
Ibid. T. III: XIII — mepBas moxoBuHa XV BB. M.: «Hayka», 1991.
C. 528-550.

8 We can assume that due to this reason a famous work of Egon
Wellesz, which he calls «History» (see: Wellesz E. A History of By-
zantine Music and Hymnography. Oxford? 1961), is not an authentic
description of the evolutionary process in Byzantine musical
culture. His book is just a set of uncoordinated sketches, extracted
from this process. Some of them are rather deep, and others quite
shallow. Since the publication of Wellesz’s work, none of the scientists
who study Byzantine music (and there are quite a lot of them) dare
to write the history of it. But we must remember that many more
materials have been discovered and studied than in the middle of the
XXth century. Probably, the main reason for this situation is somehow
connected to the first five «soundless» centuries.
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OpHaKo HeBOSMOYKHO OIPaHMYUTHCA JMIIL KOHCTaTaluel
omucaHHoU curyanuu. OHa TpebyeT o6'bAcHeHUA. B camom fene,
KaKHMH IPAUYMHAMHK BBIZBAHO CTOJIb OecrepclieKTUBHOEe II0JIO-
xKeuue? IToyemy OT yKa3aHHBIX IIATH CTOJIETHH >KU3HU BBICO-
KOKYJbTYPHOro ¥ 6ypHO pas3BHUBaBIllerocs obIllecTBa He cOXpa-
HUJIOCH HUKAKHX NMaMATHUKOB 3ByYalllel My3bIKH?

Bes oTBeTa Ha 3TH BOIIPOCHI HEBO3MOJKHO IO JOCTOMHCTBY
OLIEHUTH YCJIOBHUSA, B KOTOPHIX OKAa3bIBaeTCA KaKIbIN, KTO PEIINT-
Cs U3y4aTh MYSLIKAJIbHYIO KynbTypy Busantuu. O6bscHeHUA He-
00XOIMMBI M CTYJeHTaM, YTOObI OHHU IIOHUMAJIU, HACKOJILKO Or'pa-
HHUYEeHBI CEeTOHALIHNE CBeJeHUs O My3blKe IIePBbIX IIATU CTOoJe-
Tuii BusaHTHiicKoit MMnepuu. Benbr «bGesioe nmATHO» 3acTUIaeT
MOYTH IOJIOBHHY OTITYI[€HHOTO eif BpeMeHH, a cBeJeHus 06 3ToH
JOCTATOYHO IIPOJOJI)KUTEJIbHOM 3I0Xe MOXKHO 4epIaTh TOJBKO
U3 HecIlelIMaJIbHBIX HUCTOUHUKOB (OOIIEeMCTOPHYECKUX, IaTPHUCTH-
YeCcKHX, aruorpaduuecKux, JUIJIoOMaTHYecKuX U T. 4.). Ho xo-
POILIO U3BECTHO, YUTO C UX IIOMOIbI0 MOKHO BbIABUTH JIUIIIbL BHeII -
HUE COOBITUS M (aKThI, ABJISIONIMECA AJA HCTOPUHM MY3bIKH, B
KOHEYHOM cueTe, mobouHeIMHu. Camoe JKe I'JIJaBHOe — COOCT BEHHO
MYS3BIKQIBHBINA MaTepuajl — ocTaeTcsl BHe cepbl JOCATraeMOCTH.

TakoB HeyTeLIMTeJbHBIA BBIBOJ, CJAEAYIONIMI M3 aHaJM3a
BCEro yIleJieBIIero MaTepualla, ¥ He CUMTATHCA € HUM IIPOCTO
HEBO3MOYKHO.

BmecTe ¢ TeM, eciM HayKa CMHPUIIACh C ONMUCAHHBIM II0JIO-
JKeHHeM, TO OHa JOJDKHA XOTA Obl Ha3BaTh OOCTOATENLCTBA,
NpuBeAIINe K CTOJb GecliepclieK TUBHOM CUTYyaIlMHU.

§ 2. AprymMeHTHI

PasMuinuieHuss Haj 1po6JieMoil MO3BOJIAKT chopMyaupo-
BATh LIEJIBIH PAJ KaK OO0 LEeKTHUBHBIX, TaK U CyO'beKTUBHBIX IIPH-
YUH, KOTOPbIE Ha MEePBLIM B3TJIAL Kak OYATO OOBACHAIOT yTpaTy
OeClIeHHBIX MaMATHHUKOB BUSAHTUNCKOM MY3bIKAJIBHON KYJIBTY-
prl. BKpaTile OHU CBOAATCA K CJELYIOILIUM.

BO-TIEPBbIX, xopoliio H3BeCTHO, YTO NTAIIUPYC, elle NPUMEeHB-
muiica B KayecTBe MHUCYEro MaTepHasa B MePUOJ CTAHOBJIEHUA

§ 2. Arguments 13

However, it is impossible to limit one’s self to description
alone. It is not enough just to mention the fact of the existence
of this problem. This situation must be explained. Really,
what are the reasons? Why does everything look so hopeless?
How is it possible, that five centuries of music in a developing
society with an incredibly high 1tvel of culture have just
vanished?

Without answering these questions it is impossible to
evaluate the situation, which faces every person who wants
to study the musical culture of Byzantine. These explanations
also are vital for students. They help to understand how
limited is knowledge about music of first five centuries of
the Byzantine Empire. This «blank spot» covers almost half
of the process. And information about this epoch could be
extracted only from non-specialized sources (historical,
patristic, hagiographic and diplomatic etc.). But it is well
known, that these sources help to uncover only external
events and facts, which usually are not of vital importance
for the history of music. The most important thing — musical
materials — unfortunately have not survived.

So, this conclusion flows from an analysis of the materi-
als that escaped destruction. And it is impossible to set this
fact aside when doing the research.

Nevertheless, even if science is powerless in facing this
problem, it must describe and talk about the facts.

§ 2. Arguments

Contemplation of this problem helps to formulate
a whole set of objective and subjective explanations for
the disappearance of these priceless monuments of By-
zantine musical culture. Let’s briefly look at these expla-
nations.

FIRST. It is well known that papyrus used as writing
material in early Byzantine times was fragile and easily
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Busanruitckoit umnepuu, 6611 XPYIIKUM, JIOMKHM, a [IOTOMY He-
AoJIroBe4HbIM. M yake 3T0 caMo 1o cebe JoJIKHO 6bIJI0 npejorpese-
JIATH OTPAHUYEHHBIH IePUOJ MCIONB30BAHUSA KaXOr0 HOTHOTO
TEKCTa, 3aIIMCaHHOIO Ha namupyce. [I0aToMy MoXXeT moKaszaThcs
BIIOJIHE €CTeCTBEHHBIM, YTO caMble PaHHME W3 COXPaHUBIIUXCA
BU3AHTHHCKUX INIeBYECKMX PYKOIMCEH — IlepraMeHHEble, Torjga
KaK MalnpycHble MCTOYHMKM BOBCe He COXPAaHUJIUCH.

BO-BTOPBIX, xoporuo HM3BECTHO, YTO MHOIOUHC/ICHHBIE CTUX M-
HEI€ GeICTBHUS, — HAUMHASA OT YaCThIX II0XXapOB ¥ KOHYas CTpalll-
HBIMH ¥ Pa3pyIIATeJbHBIMH 3eMJIeTPACEHUSIMH, — COTPACAIH
BCIO HMIIePUI0 U 60bI1e Becero KOHCTAHTHHOIO .., Ina npumepa
AOCTATOYHO BCIIOMHHUTD, XOTs 6bl, TParH4ecKuii 3IM30], TIIpOoHC-
IIeANIMH B cCaMOM KOHIIe I[apCTBOBAHUSA Bacusucka, B 476 rony,
KOrzia BO BpeMs GyHTa KTO-TO NOKer GubIMOTeKy, X pAHUBIIYIO
0K0J10 120 000 nanupycHsix CBUTKOB, H PYKOIIUCH HEeBO3MOYKHO
6b110 cnactu. BoT Kak 06 3ToM mumeT Hoann 3onapa?:
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breakable. So this material did not last very long. This fact
itself determines a limited life for any notation text written
on papyrus. So, it seems evident, that the earliest survi-
ving Byzantine chant manuscripts are those written on
parchment, and that nothing written on papyrus has
survived.

SECOND. It is well known that multiple disasters such
as frequent fires and terrible destryctive earthquakes were
very common on Byzantine territory. Most of them happened
in Constantinople. As a good example we can mention a tragic
episode, which occurred at the end of the Basiliscus’s reign,
in 476. In that year during a riot someone set on fire to a
library, which contained 120, 000 papyrus scrolls. All of
the manuscripts were destroyed. This is how Ioannes Zonaras
describes this incident?®:

OV xpatodvroc EUTPNONOG 8v
Kovotaviivoundder gyévero pé-
NOT0g, €k TV Xokkomportiov dp-
Eqpevog kol mévror o npooexf
1007015 vepunBeic kad GmOTEQPGD-
oog, ThG Te TV dnpociov mha-
TeIDV 07006 Kol Tég adtoric Ami-
KeWEvag oikodopdc, GAAY pev kod
TV TV KexAnuévny Baotukijy,
ko’ fiv xai BiBAiodrkn ET0YYOVE
dddexor pupddog Pifricov dmokel-
pévav év avtf) éxovoa.

Koz0a Koncmanmumnononem
os.aden noxap, on oxazancs
Gorvwum; Havaswucy 8 Xau-
Konampusax, ucmpebus u uc-
nenenue ce npunezawuee K
HuM, OH Halemen Ha o6ue-
cmeenHble nrowadu u 30anus,
a maxice Ha camy max Haawvi-
8aemyio 6a3uLuKy, 8 Komopoi
Haxoduxrace 6ubauomera, 06-
radawwas 120 000 xpans-
wuxca [6 nHell] KHue.

SHAMEHHUTEHIN TpeX HEeBHBII IToXKap, IOJIBIXaBIIUI BO Bpe-

Ob xpatodvtog Eumpnopdg &v
Kwvotovtivounoder €yéveto pé-
TOTOG, €K TV XaAKompaTimv dip-
Edpevog kol mavta T mpooexf
ToVT0Lg Vepunbeig Kol AmoTeEpp®-
oog, T4G Te TV dnpociwv mho-
TELDV OTOAG Kol TAG OTAIG EML-
KEYLEVOG OLKOBOPAC, GAAX pév Kol
adTv TV kexAnuévny BaotAikny,
xof f|v kol BipAtoBrikn étdyyove
dddexor pupido Pifiiwv dmoxet-
pévov gv avtf éxovoa.

When Constantonople was co-
vered with fire, it happened to
be great; it started in Chal-
kopatriai and destroyed and
reduced to ashes everything
that was close to that place, it
swept across administrative
squares and buildings and then
absorbed the so-called basilica
itself, where the library was lo-
cated, which contained 120,000
books stored [in it].

Many manuscripts must have been lost during a fa-

MsA BoccTaHUs 532 rofja, MOMYYHUBIIEro HA3BAHUE «Huka», Tak-
7K€ He MOT NPOMTH GeccleHO ANA CyAL6BI MHOTHX PYKonuceii.
Benomuum, uro NePBLIA IO mpaBJleHUA umMnepatopa Maspu-
KuA (582 r.) rakixe o3HaMeHOBacH TPaHAMO3HBIM IOXKapoM,
KOTODEIN HavaJyicss Ha popyme u PacnpoCcTpaHUJICA Ha GOJIBIIYIO

‘.’ Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione
M. Pinderi. Bonnae, 1897. P. 130-131.

mous three-day fire in the so-called «Nika» riot in 532.
As we remember, the first year of the emperor Maurice’s
reign (5682) was also famous for a terrible huge fire, which
started on the forum and spread almost over all Cons-
tantinople. We can only guess how many other big and

9 Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione
M. Pinderi. Bonnae, 1897. P. 130-131.
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yacTh KOHCTAHTMHOMNONA. A CKOJILKO aHAJIOTMYHBIX OOJILIINX U
MaJIbIX TI0XKapOB OCTAJIOCh He3aPerMCTPUPOBAHHLIMH Ha CKpPH-
KaJgax UcTopunu?

K rakuMm ke maryGHLIM IIOCJIEACTBUAM IIPUBOAUIHN U 3eMJle-
TpsceHUA. CaMEBle CHJIbHBIE M3 HMX IPOMCXOAMJM B 40-X rozax
V Beka 1 ocobeHHO 21 ceHTAGPS (110 APYTHUM JaHHBIM 25 ceHTH6-
pA) 447 rona. Mcropus saduKcHpoBajla CepHIO OIIYCTOLINTENh-
HBIX 3emJeTpsiceHuil B 438, 450, 525, 528 (29 Hos0ps), 536, 554
(16 aBrycra), 557 (7 okTs6ps) 558 (14 pekabps), 582, 599-600
(xorjla cTUXUS COIPOBOXKAJIach CBMPENICTBOBABILIEH SMHAeMUeH
YyMBI). AKTUBHbIE 3€MJIETPSCEHHUA IPOKATHJINCH Takske B VIII
(04HO M3 HMX NPOHMBOLIJIO HE3a0JIr0 A0 KOHUMHBI MMIlepaTopa
JIsBa III Mcappa, 25 okTabps 741 roga) u IX (Hanpumep, 9 AHBa-
ps 869 roga) Bekax, a B 989 rogy Kosie6aHUA MOYBLI OBIJIN CTOJIE
CWJILHBIMH, YTO YaCTHMYHO o6pyumicsa gaske xpam Cs. Copum .
ITogcuurano, uto mexay 404 u 960 rr. ronpko KoHcTaHTHHO-
MOJIb Tepeskun 18 TsaKeneHmInX 3eMJeTpsaceHuii!l,

Ha nepudepuu BusaHTuiickoil uMmepumn semieTpsce-
HUA TaKXXe IIPUHOCHJM CTPajaHUA JIIOASIM M HPUBOAUIM K

1 BonbUIMHCTBO 2TMX TpPArMYecKMX JaT 3aduKcHpoBaHo B THIIH-
ke Cp. Coduu (XI B.), M3NTOKEeHHOM B IepraMeHHOM KojeKce X BeKa
Codex Patmosus 266 (cwm.: [Jmumpuesckuii A. OnvcaHue JTUTYprudec-
KUX pyKonucei, XxpaHAmmxca B 6ubiamorexkax IIpaBocnaBaoro Bocto-
ka. T. I: TUPIKA. Kues 1895. C. 1-152. CMm. Taxsxe: Theophanis Chro-
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 93,
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi
Historia miscella // Patrologiae cursus completus, series latina, ed.
J. P. Migne (= PL). T. 95. Col. 980, 989B — C u apyrue. B nurypruue-
CKHMX TEeKCTaX MOYKHO HallTH JaxKe « KAHOH cmpax mpyca» (26 oxTadps;
cM. Tpebuux [Beauxnii]. MockBa, 1884 — penpunt: CII6., 1995. C. 111),
€ aKpPOCTUXOM (€20 e kpaecmpouue) 6 Xpote tfig Yfig v khévov modoov
woyéog (O Xpucme, 3emau KonebaHue yemasu 6cicope ), KOTOPBII TPa UL
npunuceBaer <«necHonucny HMocudy» (¥ Ta e TpaIuIUA oIpejenseT
Bpems ero xku3uu IX croxeruem); cm.: Puiapem (Fymunesckmit JI. T.).
HcToputeckuit 0630p NeCHONEBIEB U MECHONMEHUS TPEYecKOM IEePKBM.
CI16., 1902% (penpunTHOe mepeusmanme — CaTo-TpouiKas Cepruesna
JlaBpa, 1995). C. 299-300.

"' Baldouin J. The Urban Character of Christian Worship. The
Origins, Development and Meaning of Stational Liturgy // Orientalia
Christiana Analecta 228. Roma, 1987. P. 171.
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small fires occurred, but which were not registered in
historical annals.

Earthquakes led to ruinous consequences too. The most
severe earthquakes took place in the 40s of the Vth century.
One of the greatest earthquakes happened on the 21 of Sep-
tember (different data: 25" of September) 447. Chronicles
also registered a series of disastrous earthquakes in 438, 450,
525, 528 (29 of November), 536, 554 (10* of August), 557
(7t of October), 558 (14" of December), 582, and 599-600
(when disasters were walking hand by hand with epidemic of
plague). Active earthquakes swiped over Byzantium in the
VIIIth century. One of them happened not too long before
Emperor Leo III, the Isaurian’s death (25" of October, 741).
In the IXth century one of the greatest earthquakes happe-
ned on the 9* of January, 869. An‘d in 989 the earth shook
so destructively that the walls of St. So-phia were damaged'®.
It has been calculated that Constantinople survived eighteen
severe earthquakes between 404 and 960!

In the peripheral areas of the Byzantine Empire earthqua-
kes also brought suffering to many people. Due to these disas-

10 Most of these tragic dates are registered in St. Sophia Typikon
(XIth century), which is stated in parchment manuscript of X century
Codex Patmosus 266 (see: [Tmumpuescxkuit A. Onucanne JIUTypruiec-
KHX DyKONMcell, XpaHAIuXcA B Oubiuorexax IIpaBocnaBHOro BoeTo-
ka. T. I: TUPIKA. Kues 1895. C. 1-152. See also: Theophanis Chro-
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 93,
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi
Historia miscella // Patrologiae cursus completus, series latina, ed.
J. P. Migne (= PL). T. 95. Col. 980, 989B — C and others. In liturgi-
cal texts we can also find «kanon cmpax mpyca» (26" of October;
see: Tpe6uuk [Benuxwuii). Mocksa, 1884 — reprint: CII6., 1995. C. 1%1),
with Akrostichis (ezo xe xpaecmpouue) 6 Xpotwe tfig Yfig Tov xlovc‘w
nodoov taxéong (O Xpucme, semau Koiebanue ycmasu ackope), which is
traditionally ascribed to Joseph the Hymnographer; see: Qunapem
(Tymunesckuit J[. T.). HeTopuyecKuii 0630p necHoIeBIeB U NecHoIe-
HusA rpeveckoit nepksu. CII6., 19022 (reprint: Csaro-Tpounkas Cepru-
eBa Jlaspa, 1995). C. 299-300.

11 Baldouin J. The Urban Character of Christian Worship. The
Origins, Development and Meaning of Stational Liturgy // Orientalia
Christiana Analecta 228. Roma, 1987. P. 171.
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rubesy MaTepHaJbLHBIX LeHHOcTel. MlcTopudyecKkue cBUeTe N b-
CTBa YTBEpXAalT, Hanpumep, 4To 20 mMasa 526 roma, B AeHb
npasaHoBaHUA BosHeceHMs, AHTHOXHIO TOCTHIJIO CTPAIIHOE
3eMJeTpACeHHe, SKOOb! ANUBIIeeCs ¢ [IepepbIBaMHU UYTh JIA He
Leabidi rog. OgHaKo HacesleHHe, He yCIIeB ONPABUTHCH OT 3TO-
ro 6eACTBHA, IIOCTPAAAJIO OT HOBOTO 3eMmiieTpsiceHusa 29 HoA6-
pa 529 roja, BO BpeMsa KOTOPOIo MOTH6JIO 5 THICAY YeJIOBEK.
B CeneBxuu u JIaOQUKHM OT TOTO e 3eMJIeTPSICEHUsS MOIM6II0
7 TeICAY 4YesoBeK 12,

EcrecTBeHHO, YTO BO BpeMsi 3THX KaTacTpod MOPTUINCE,
NMPUXOAHUJIN B HEroAHOCTh U B KOHEYHOM cyeTe morubanu Gec-
LIeHHble PYKOIIUCH, GOJILIIMHCTBO KOTOPLIX KOHIEHTPHPOBAJIOCH
B TIIOJIMTUYECKOH M KYJBTYPHOH cToNMLe uMnepun. Cpefu HUX,
KOHEeYHO, 6bIJIM X HOTHBle KHUTH.

B-TPETBbUX, usHypuTesbHAA rPaXkJaHCKaa BOiTHA, Ha3BaH-
Has SMOXOM MKOHOGOPUYECKUX BOMH, AJHMBIINXCA, Kak ceiiuac
CYUTAETCHA, C HeGOJILIIMMHE IlepephIBAMHU IIOYTH TOJITOpPa CTOJIe-
THA (726-843), TaKKe He MOIJIa He OKa3aTh BIMSAHUSA Ha JKUSHb
MYy3BIKAJIBHBIX UCTOYHUKOB. VIKOHOGOPIILI OrHEM M MEYOM YHHU-
TOYKaJI1 He TOJIbBKO MKOHBI, HO ¥ JIOOble Apyrue u3oGparkeHUs
Xpucra, BoromaTepH, eBaHIeJIMCTOB ¥ CBATHIX. OHU pacueHHuBAa-
7 X KaK BOBBPAT K A3BIYECKOMY HIOJIONOKJOHCTBY. V3BecTHO
CoOGlLIeHHe O TOM, YTO HKOHOGOpUecKHit ummneparop Jles Mcagp
cxker B KoHcTaHTHHOIOJIEe rpoMaHyI0 6ubanoTeky 13
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ters many valuable materials and monuments were destroyed.
Historical annals claim, that on the 20 of May, 526, during
the celebration of Ascension Day, a horrible earthquake swiped
over Antioch. It supposedly lasted for a whole year (with
some interruptions). But citizens did not have time to recover
from this disaster, because on the 29 of November, 529
another earthquake followed and five thousand people were
killed. In the environs of Seleucia and Laodicea that same
disaster annihilated seven thousand people!®.

It is natural to suppose that during these countless
disasters many invaluable manuscripts mere badly dama-
ged and destroyed, since most of them were concentrated
in the political and cultural capital of the Byzantine Em-
pire. Notation manuscripts were obviously among those
materials.

THIRD: Exhausting civil war must have had an impact
on musical sources. This epoch of iconoclastic wars, which,
excluding some peace-breaks, lasted for almost one and half
centuries (726—843). Iconoclasts destroyed by means of fire
icons and any other images of Christ, the Virgin Mary, the
Evangelists and Saints. They treated these things as a re-
turn to pagan idolatry. We know of an incident when the
iconoclastic emperor Leo Isaurian burned a huge library in
Constantinople!®:

S 3¢ Tfg voktdg mdp KLKAOBeV
Voayag avtailg €otiong Kol
Biprog moAhaig ki kohailg koi
oxkeVeowy iepoig O piapdc Koté-
Kooev

co8epuLu8 HOUbIO KPY2OM nod-
Jco02, Heuecmuagey YHULMONC UL
noxcapom camu obumanuuia
[yuumeneir ], npexpachwie kHu-
2U U c8sUleHHYI0 Yymeaps

ScHo, uTO NOKOGHbIE H306paskeHUSA NPUCYTCTBOBAJIA M1 B MH-
HUaTIOpaX IeBYecKMX pykomuceid. Ho mae ecau cuurats (cyns
1o GoJiee MO3AHMM 006pasuam), YTO B HOTHBIX NAMATHHUKAX OHH

12 TTonpo6Hee 06 sToM cM.: Kynrarosckuii 0. Uctopus BusarTuu.

T. II. CII6., 1912. C. 43.

'8 Georgii Cédreni Historiarum, compendium. Tomus prior. Bon-

nae, 1838. P. 455.

S 8¢ thig VukTOg TOp KLKAOBEV
Vedyoag avtaic £otidlg Kol
Biproig moAroig kot KoAalg kol
oKeVeoLY 1epoig O HLopog KoTé-
Konoev

[Leo] set everything around
that place on fire, the impio-
us destroyed by this fire the
dwelling-places [of teachers]
themselves [and] wonderful
books and sacred utensils.

It is clear that illuminations with images were part of
chant manuscripts. Even considering the fact that illumi-

12 More detailed information about this see: Kyaarosckuir IO.
Hcropus Busauruu. T. II. CII6., 1912. C. 43.
13 Georgii Cedreni Historiarum, compendium. Tomus prior. Bon-

nae, 1838. P. 455.
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BCTPEYAalTCs JOCTATOYHO PeAKO, TO IIPH CTOJIb AJINTeJIbHOM 60phbe
¢ KHH)KHBIMY XPaHUJIMIIAMHA HET HUYero HelpaBIoloJo6HOTO B
MpeJIOJIOXKEeHUH, YTO BO BpeMsA MKOHOOOPYECKOM CMYTHI OBLIO
YHUUYTOXKEeHO 60JIbIIIOe KOJMYECTBO HOTOrpadMIeCKUX MCTOYHM-
KoB. Tak, B «¥utuun Cs. Credana Hororo», mpunucsiBaeMoM
JuaxoHy Benukoil IlepkBu Credany, HanucaBilleMy cBOe COYH-
HeHUe, BO3MOYKHO, okoJio 807 rojga, pacckasniBaeTcs O IOA00-
HBIX akUuax 4. A psajx BUSAaHTHUHCKMX MCTOPHKOB MOATBEPIKIAeT
VHUYTOKEHUE HOVOYIK, ToTepikd kol iepd Bifid’s.

WsBecTHO Tak’ke, UTO IocJie NobeAbl HaZ MKOHOGOpPIIaMH
HKOHOMNOYHUTATENHN YHUUTOKAJIU «E€PEeTUYEeCKNEe» COYNHEHUSA CBOUX
npoTuBHHKOB. Cloja nonaju U 9AMKTHI MKOHOOOPUYECKHX HM-
[1epaTopoB, MOCTAaHOBJIEHUA «HEIIPaBeJHBbIX» I[ePKOBHEIX CHHO-
JloB ¥ co60poB. 1 HUKTO He MOXKeT rapaHTHPOBAaTh, UTO BO Bpe-
MsA 9TON «4YHUCTKH», B yrape GOphOBI ¢ IIOBEP)KEHHBIM Bparom,
He ObLIM YHUYTOXKEHbl U MY3bIKaJIbHbIe PYKOIIUCH, IIPAMO HJIN
KOCBEHHO CBfI3aHHBIe C UKOHOOOPYECKUM JBHIKEHHUEM.

Bpems 3aBepuieHusA MKOHOGOPYECKOTO NPOTUBOCTOSHUA —
cepeguHa IX cTojleTuss — OueHb XOPOIIO COIJIacyeTcs ¢ YKa3aH-
HBIM BBIIlIe OKOHYaHUEM «6e33ByUHOTrO» IEPBOTO NEePHOLAa UCTO-
PHMH BU3aHTUICKOM My3bIKH. Takas coryiacoBaHHOCTh KakK 6yATO
«YKJIaJbIBaeTCsA» BO BpEMEHHbIe PAMKH cO3/|aBIileiics CUTYallUH,
A KayKeTcA, YTO OHA MOJKET CJIYXKUTh ellje ONHUM ybeZuTesb-
HBIM 06BbSICHEHHEM yTDAaThl MHOTHMX IHMCbMEHHBIX MCTOYHHKOB.

Taxum o6pasoM, AJIs1 OTCYTCTBUSA HOTHOTO MaTepuana IV-IX
CTOJIETHH KakK OYITO CyIIeCTBYeT PAL JOCTATOUHO yoequTeJIbHBIX
TIPUYMH.

OHHM ecTeCTBEHHO COCTHIKYIOTCSA ¢ Pe3yJIbTaTaMu 0630pa Ko-
JIMYecTBa YIeJIeBIINX PYKOIKcel, B KOTOPLIX ITeCHOIIeHUS 3aITH-
CaHbI B TAK HA3bIBAEMOH na.1e06U3aHMULCKOIL HOMayuUu — caMoi

14 Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris,
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067-
1186. Jlonapes Xp. Buzanrtuiickue Hurua Cartwoix VIII-IX sexos //
Buszanrtuitcknit Bpemennuk. T. 17 (1910). 1911. C. 119, 127.

15 Cm., manpumep: Theodoris Studitae Epistolarum liber I, 53 //
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani
Apologeticus minor 3 // PG 100. Col. 837 u apyrue.

nations are rarely found in the notation manusecripts (this
conclusion is based on later examples), it is obvious to pro-
pose that during constant and lengthy iconoclastic warfare
against libraries, a huge amount of notation sources were
destroyed. These actions are described in «The Life of St.
Stephen the Younger» (approximately 807), ascribed to the
deacon of the Great Church Stephen!‘. A number of Byzantine
historians confirm the annihilation of povayiké, natepikd xoi
iepo PG!S,

We also know that after the defeat of the iconoclasts,
people who were in favor of icons had been destroying the
<heretical» works of their foes. The list of these works
included edicts of iconoclastic emperors, and the resolutions
of «unrighteous» church synods and councils. No one can
guarantee that during these «clean-ups» musical manuscripts
related to iconoclasts escaped destruction. _

The end of iconoclastic resistance (middle of the IXth
century) very nicely corresponds with the end of the
«soundless» period of Byzantine musical history. It looks
as though the end of the iconoclastic period and the time of
the reappearance of notational manuscripts correspond with
one another. Presumably then, iconoclastic warfare can be
regarded as another sustainable explanation for the loss of
many written sources.

Now we can see, that supposedly there is a whole set of
convincing reasons, which explain the lack of notation
material from the IVth-IXth centuries.

These reasons naturally correspond to the amount of
surviving manuscripts, in which chants are written in
Palae-Byzantine notation — the earliest type of Byzantine

14 Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris,
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067-
1186. Jlonapes Xp. Busaunrniickue urua Carex VIII-IX Bekos //
Busanruiickuit Bpemennuk. T. 17 (1910). 1911. C. 119, 127.

15 For example see: Theodoris Studitae Epistolarum liber I, 53 //
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani
Apologeticus minor 3 // PG 100. Col. 837 and others.
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paHHeH U3 U3BECTHBIX HayKe Da3HOBUAHOCTEH BU3AaHTUHCKOIO
HOTHOTO ITUckMa. B camomMm Jesie, mpocToii mepecyeT MMeIOILErocs
HBIHe UX CBOJia 3a TPU CTOJIeTUA NOKa3kIBaeT, 4To oT XII Beka
coxpaHujock 6osee 30 pykonuceit, or XI — Bcero 14, aor X —
H Toro menbilte — 56, 3ra «ybbIBaOmIasg» TeHAEHIIMA BIOJHE
3aKOHOMEepHa, [TIOCKOJILKY U BpeMs ynoTpebJieHHA caMbIX paH-
HUX pyKonuceit 6ojiee 1aBHee, U caMa NajleOBU3aHTUHCKAas HO-
Tanus y)Ke HeOAHOKPATHO CMEHAJIaCh HOBBIMM Pa3HOBHUIHOC-
TaMHU. ITosTomy, eciu ot X CTONETUA COXPAHHMIIOCH BCEro JIHIIb
NATH NaMATHUKOB, TO HET HUYEro YAWBHUTEJHLHOIO B TOM, YTO
PYKoOIIUCH, CO3NaHHbIE ellle paHbllle, BOOOIle He yIiieJieln.

§ 3. KouTpaprymeHTsi

H BMecre ¢ TeM cymecTByeT pax (haKTOB, KOTOPhIe HUKaK
HeJIb3Ad NPUMHUPUTH C 3TOA MATHUBEKOBON «MY3BLIKAJIbHOMN JIAKY-
HOW», IOTOMY YTO OHH NIPOTHBOPEYAaT ITOYTH BCeM JAOBOJLAM, IIpH-
BOASAIIUMCSA B €e OIIpaBJaHUe.

Hanpumep, 4yeM 00'bACHHTD, UTO NMANMPYCHbIe CBUTKH BH3aH-
THitckoi 3moxu (IV-IX BB.) He cOXpaHHWJIHCH, TOTA KAK MHO-
JeCTBO HOTHOI'O MaTepHaJa, 3aMKCHPOBAHHOTO HA TAKOM JKe
namupyce, Ho JaTHpyeMOM KyJa Gojlee paHHMM IepHOAOM, 6Ja-
TOIOJIYYHO JOMKHMJIO O HAIIUX JHEeH ?

B camowm peste, 9TH NaMATHUKY JaBHO U XOPOIIO M3BECTHEI.
51 TonpKo HanmoMHIO uX. Bce OHU coflepiKaT MY3BIKAaJBLHBINA Ma-
TepHuaJl, 3alIMCAHHBIM B AaHTUYHOU «A3bIYECKON» HOTAIUU.

III B. po H. 3. Papyrus Leiden inv. 510. — ®parmeHT c
HOTHBIM TeKcToM u3 «Vdurenun B ABiuge» EBpunupa (ctuxu
784-792 n 1499-1509)"".

16 Kax yae ykaseiBaJoch, mepedeHb aTHX PYKONHCEH AaeTcs B U3M.:
Haas M. Op. cit. S. 71-79.

7 Jourdan-Hemmerdinger D. Comptes rendus de 1’Académie des
Inscriptions et Belles-lettres. 1973. P. 292-302. Idem. Les Sources en
musicologie. Paris, 1981. P. 35-65. Commoti G. Museum Philologicum
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul-
ture. Baltimore, 1989. P. 110-112.
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notation known to science. Really, a calculation of all these
materials shows that 30 manuscripts survive from the XIIth
century, 14 manuscripts from the XIth century, and there
are only five manuscripts left from the Xth century!®. This
declining rate of manuscript survival is very natural. Time
does what it has to do: the earliest notation is the most ancient;
Paleo-Byzantine notaﬁion had been changed and substituted
by different types. So, if there are only five manuscripts left
from the X century, it’s no wonder that there are no materials
left from the earlier time.

§ 3. Counter Arguments

There are many facts, however, which contradict the idea
of five centuries of «musical lacuna». They contradict almost
all of the propositions given as justifications of it.

For example, how can the following fact be explained:
papyrus scrolls of the Byzantine epoch (IVth—IXth centuries)
have not survived, but numerous notation materials, written
on the same type of papyrus, and dated to earlier times have
successfully escaped destruction?

Really, these monuments are well known. I will list them.
All these sources contain musical material, written in antique
«pagan» notation.

IITth century B. C. — Papyrus Leiden inv. 5§10. —
A fragment with notation text from Euripides’ «Iphigenia in
Aulis» (verse 784-792 and 1499-1509)'7.

16 As it has been already indicated, a list of these manuscripts is
given in: Haas M. Op. cit. S. 71-79.

1" Jourdan-Hemmerdinger D. Comptes rendus de I’Académie des
Inscriptions et Belles-lettres. 1973. P. 292-302. Idem. Les Sources en
musicologie. Paris, 1981. P. 835-65. Commoti G. Museum Philologicum
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul-
ture. Baltimore, 1989. P. 110-112.
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III B. go H. 3. Papyrus Zenon 59533. — HoTupoBaHHBIN
¢parMeHT U3 HeH3BECTHOM Tpareguu '8,

III B. o H. 3. Papyrus Hibech 231. — [IBa ¢parmeHTa ¢
BOKAJILHOM HOTanueirl®.

III-II BB. 70 H. 5. Papyrus Oxyrhynchus inv. 89 B/29-33. —
DparmMeHThl HEU3BECTHOI'O MOSTHYECKOrO TEKCTa, YacTH KOTO-
PBIX cHab)KeHB! BOKAaJIbHOM HoTarmeir?0.

II B. n0 u. 3. Papyrus Vindononensis G 29825 a-f. — ®par-
MEeHTBI U3 TpareJMil ¥ CaATUPOBCKUX ApaM ¢ HoTaMu?2l.

Il B. o H. 5. Papyrus Vindononensis G 13763/1494. —
PparMeHTH! BOKAJIbHOM MYSBIKM ¢ HHCTPYMEHTAILHBIMH UHTED-
JoauamMu?2,

'® Mountford J. A New Fragments of Greek Music in Cairo //
Journal of Hellenic Studies 51, 1931. P. 91-100. Idem. Greek Mu-
sic: The Cairo Musical Fragment // Powell J. New Chapters in the
History of Greek Literature. Vol. III. Oxford 1933. P. 260-263.
Grande C. del. Nuovo frammento di musica greca in un papiro der
Museo del Cairo // Atti del IV Congresso internazionale di papiro-
logia. Firenze 1935, Aegyptus Publicazioni, serie scientifica, 5, 1936.
P. 369-382. Marrou H. Les fragments musicaux du papyrus de
Zénon, Musée du Caire Ne 59 533 // Rheinisches Museum 183, 65
1939. P. 308-320.

9 Turner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor,
Mich. 1965. Ne. 2445.

 West M. Ancient Greek Music. Oxford 1992. P. 279 (Ne. 10).

! Wessely C. Antike Reste griechicher Musik, 22. Jahresbericht
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891.
S. 18, 23. Crusius O. Zu neuentdeckten antiken Musikresten // Phi-
lologus 52, 1893. S. 200. Gerstinger H. Bericht iber den derzeitigen
Stand der Arbeiten an den Papyrus Erzgerzog Rainer / / Atti del IV
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub-
licazioni, serie scientifica, 5, 1936. P. 309. Hunger H. Péhlmann E.
Neue griechische Musikfragmente aus ptolemiischer Zeit in der Papy-
russammlung der Osterreichischen Nationalbibliothek / / Wiener Stu-
dien 75, 1962. S. 53-55.

 Péhimann E . Denkmiler altgriechischer Musik. Sammlung, Uber-

tragung und Erliuterung aller Gragmente und Falschungen. Niirnberg
1970. S. 93-94.

IIIth century B. C. — Papyrus Zenon 59533. — Notation
fragment from an unknown tragedy'®.

IIIth century B. C. — Papyrus Hibech 231. — Two frag-
ments with vocal notation'®.

III-IIth century B. C. — Papyrus Oxyrhynchus inv. 89
B/29-33. — Fragments of an unknown poetry text, parts of
which have vocal notation®.

1Ith century B. C. — Papyrus Vindononensis G 29825 a-f. —
Fragments of tragedies and satyric drama with notation®!.

IIth century B. C. — Papyrus Vindononensis G 13763/
1494. — Fragments of %ocal music with instrumental in-
terludies??.

18 Mountford J. A New Fragments of Greek Music in Cairo //
Journal of Hellenic Studies 51, 1931. P. 91-100. Idem. Greek Mu-
sic: The Cairo Musical Fragment // Powell J. New Chapters in the
History of Greek Literature. Vol. III. Oxford 1933. P. 260-263.
Grande C. del. Nuovo frammento di musica greca in un papiro der
Museo del Cairo // Atti del IV Congresso internazionale di papiro-
logia. Firenze 1935. Aegyptus Publicazioni, serie scientifica, 5, 1936.
P. 369-382. Marrou H. Les fragments musicaux du papyrus de
Zénon, Musée du Caire No. 59 533 // Rheinisches Museum 13, 1939.
P. 308-320.

19 Tyrner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor,
Mich. 1965. No. 2445.

20 West M. Ancient Greek Music. Oxford 1992. P. 279 (No. 10).

2l Wessely C. Antike Reste griechicher Musik, 22. Jahresbericht
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891.
S. 18, 28. Crusius O. Zu neuentdeckten antiken Musikresten // Phi-
lologus 52, 1893. S. 200. Gerstinger H. Bericht iber den derzeitigen
Stand der Arbeiten an den Papyrus Erzgerzog Rainer // Atti del IV
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub-
licazioni, serie scientifica, 5, 1936. P. 309. Hunger H. Péhimann E.
Neue griechische Musikfragmente aus ptolemiischer Zeit in der Papy-
russammlung der Osterreichischen Nationalbibliothek // Wiener Stu-
dien 75, 1962. S. 53-55.

22 pshimann E. Denkmaler altgriechischer Musik. Sammiung, Uber-
tragung und Erliuterung aller Gragmente und Filschungen. Niirnberg
1970. S. 93-94.
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II-1 BB. 50 H. 3. Papyrus Vindononensis G 2315 (Rainer inv.
8029). — ®parmeHT U3 «Opecra» Epunuaa (ctuxu 338—344)%,

I-II BB. Papyrus Oxyrhynchus 2436. — ®dparmMeHT caTH-
pPoOBO# ApaMbI?4.

I-1I BB. Papyrus Osloensis inv. 1413. — HorupoBaHHBIH
JpaMaTHUeCKUA peduTaTuB®.

II B. Papyrus Michiganensis 2958. — [IpaMaTH4ecKHii
Auajior, cojep:KaHHe KOTOPOro ITOCBAIEHO BO3BpAallieHUIO
OpecTa?s,

II-III BB. Papyrus Berolinensis 6870. — ®parmenT maaHa?’.

% Wessely C. Op. cit. S. 16-26. Idem. Papyrus-Fragment des
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73.
Wessely C. Ruelle Ch.-E. Le Papyrus musical d’Euripide // Revue des
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti-
ken Musikresten // Philologus 52, 1893. S. 174-200. Williams C. F. A.
Notes on a Fragment of the Music of Orestes // Classical Review 8,
1894. P. 313-317. Torr C. The Music of the Orestes // Ibid. P. 897
399. Monro D. The Modes of Ancient Greek Music. Oxford, 1894. P. 91—
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris,
1958. P. 14-24. Vogel M. Die Enharmonik der Griechen. Bd. I. Diissel-
dorf, 1962. S. 109-113, 128. Longman G. The Musical Papyrus: Euri-
pides, Orestes 332—-340 // Classical Quarterly 12, 1962. P. 61-66.

% Turner E., Winnington-Ingram R. Monody with Musical Nota-
tion // The Oxyrhynchos Papyri 25, 1959, Ne. 2436. P. 113-122.

% Eitrem S., Amundsen L., Winnington-Ingram R. Fragments of
Unknown Greek Tragic Texts with Musical Notation // Symbolae Os-
loenses 31, 1955. P. 1-87.

% Perl 0., Winnington-Ingram R. A Michigan Papyrus with Musical
Notation // Journal of Egyptian Archeology 51, 1965. P. 179-195.

27 Schubart W. Ein griechischer papyrus mit Noten // Sitzung-
sberichte der Deutschen Akademie der Wissenschaften zu Berlin. Phi-
losophisch-Historische Klasse. 36, 1918. S. 763-768. Reinach Th. Nou-
veaux fragments de musique grecque // Revue Archéologique 5, 10,
1919. P. 11-27. Abert G. Der neue griechische papyrus mit Musikno-
ten // Archiv fur Musikwissenschaft 1, 1919. S. 313-328. Thierfelder A.
Ein neugefunder Papyrus mit griechischen Noten // Ibid. S. 217-225.
Romagnoli E. Nuovi frammenti di musica greca // Rivista musicale Ita-
liana 27, 1920. P. 274-313. Wagner R. Der Berliner Notenpapyrus //
Philologus 77, 1921. S. 256-310.

II-Ith century B. C. — Papyrus Vindononensis G 2315
(Rainer inv. 8029). — Fragment from Euripides’ «Orestes»
(verses 338-344)%.

I-IIth century A. D. — Papyrus Oxyrhynchus 2436. —
A Fragment from a satyric drama®t.

I-IIth century A. D. — Papyrus Osloensis inv. 1413. —
Notation of dramatic recitative.

IIth century A. D. — Papyrus Michiganensis 2958. —
Dramatic dialogue, devoted to Orestes’ return?®.

II-IIIth century A. D. — Papyrus Berolinensis 6870. —

A Fragment of paean®’.

28 Wessely C. Op. cit. S. 16-26. Idem. Papyrus-Fragment des
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73.
Wessely C. Ruelle Ch-E. Le Papyrus musical d’Euripide // Revue des
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti-
ken Musikresten // Philologus 52, 1893. S. 174-200. Williams C. F. A.
Notes on a Fragment of the Music of Orestes // Classical Review 8,
1894. P. 313-317. Torr C. The Music of the Orestes // Ibid. P. 397-
399. Monro D. The Modes of Ancient Greek Music. Oxford, 1894. P. 91-
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris,
1953. P. 14-24. Vogel M. Die Enharmonik der Griechen. Bd. I. Dissel-
dorf, 1962. S. 109-113, 128. Longman G. The Musical Papyrus: Euri-
pides, Orestes 332-340 // Classical Quarterly 12, 1962. P. 61-66.

2 Turner E., Winnington-Ingram R. Monody with Musical Nota-
tion // The Oxyrhynchos Papyri 25, 1959. Nr. 2436. P. 113-122.

% Eitrem S., Amundsen L., Winnington-Ingram R. Fragments of
Unknown Greek Tragic Texts with Musical Notation // Symbolae Os-
loenses 31, 1955. P. 1-87.

% Perl O., Winnington-Ingram R. A Michigan Papyrus with Musical
Notation // Journal of Egyptian Archeology 51, 1965. P. 179-195.

2" Schubart W. Ein griechischer papyrus mit Noten // Sitzung-
sberichte der Deutschen Akademie der Wissenschaften zu Berlin. Phi-
losophisch-Historische Klasse. 36, 1918. S. 763-768. Reinach Th. Nou-
veaux fragments de musique grecque // Revue Archéologique 5, 10,
1919. P. 11-27. Abert G. Der neue griechische papyrus mit Musikno-
ten // Archiv fir Musikwissenschaft 1, 1919. S. 313-328. Thierfelder A.
Ein neugefunder Papyrus mit griechischen Noten // Ibid. S. 217-225.
Romagnoli E. Nuovi frammenti di musica greca // Rivista musicale Ita-
liana 27, 1920. P. 274-313. Wagner R. Der Berliner Notenpapyrus //
Philologus 77, 1921. S. 256-310.
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III B. Papyrus Oxyrhynchus 1786. — XpuUCTHAHCKHUM 'MMH
B uecTs CBaTOM Tpomuer?.

W aT0o TONBKO caMble OCHOBHBIe HOTOrpaduyecKue Mamu-
PyCHble MaMATHUKU JOBU3AHTUICKUX BpeMeH, KOTOpble yXKe Ha
NPOTAMKEeHUH MHOTHX JeCATHJIETHI HAXOAATCA B HAYYHOM obopoTe
M IIOCTOSIHHO MCCJIeAYIOTCSA. B nefiCTBUTEILHOCTH Ke UX HaAMHO-
ro Gonsime?.

ViKe TOJBKO OAHO CYylIIeCTBOBaHUe CTOJb BHYIIUTEJLHOIO
PANa MYSBIKAJIBHBIX MAIMMPYCHBIX MCTOYHHUKOB, JaTUPYIOLIUXCA
JOBU3AHTHUHCKMMH BpeMEHaMH, BHI3bIBaeT He TOJLKO HeloyMe-
HHe, HO U Cepbe3Hble COMHEHMS B PeaJIbHOCTH «0e33By4YHOIO»
HCTOPHYECKOI'0 MpocTpaHcTBa. He siBJsgeTCA JIM OHO ILIOJOM Ha-
MIAX 3a0JIyKIeHuR?

B camom genie, yeM 0OBACHHUTH, YTO O0Jiee paHHHE HMCTOY-
HUKHY COXPaHHUJHCH, a Gojiee mosauue He yueseau? He ciauim-
KOM JIM NapafioKcajbHa Takas cuTyauusa? Bear peun uaer He
00 OTJeNBbHBIX NAMSTHHUKAX NOCTATOYHO OI'PaHUYEHHOro Ie-
puoja, Korjga M3-3a MHOKECTBa BIIOJIHeé KOHKPETHBIX IIPUYHUH
BOSMOJKHO, UTO B MpejiesiaXx OQHOro-ABYX CTOJIeTHH OoJjlee paH-
HHe JOKYMEeHThl COXPaHAKTCA, a 6ojiee o3gHUe TUOHYT. 31eCh
Bce mHaYe. YTobObl MOHATH 3TO, JOCTATOYHO TOJIBKO MBICJIEHHO
OKHMHYTb 3T NOUCcTHUHe IobanbHble epuonsl: HIECTD panuux
croaetuii (III B. mo B. 3. — III B. H. 3.), COXpPAHHBIUIKX TOCTA-
TOYHOe KOJMYecTBO HoTorpadgpuyeckux namATHukos, H IIATH

2 Hunt A., Jones H. Christian Hymn with Musical Notation //
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua,
Antichita 7, 1928. P. 173-179. Abert H. Ein neuendeckter frihchrist-
licher Hymnus mit antiken Musiknoten // Zeitschrift fir Musikwissen-
schaft 4, 1921. S. 524-529. Idem. Das ilteste Denkmal der christlicher
Kirchenmusik // Antike 2, 1926. S. 282—-290. Reinach Th. Un ancétre
de la musique d’Eglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R.
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. S. 201-221.
Miinscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn-
chos // Ibid 80, 1925. S. 209-213. Wellesz E. The Earliest Example of
Christian Hymnody // Classical Quarterly 39, 1945. P. 34-45. Ibid.
Op. cit. P. 152-156.

2 3KenaoIlMM O3HAKOMHUTBCA ¢ MX omnmMcaHueM cMm.: West M. L.
Op. cit. P. 277-283.
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II1th century A. D. — Papyrus Oxyrhynchus 1786. —
A Christian hymn in honor of the Holy Trinity?8.

And these are just the main notation papyruses of
the pre-Byzantine times. These materials have been studied
and researched by scientists for decades. Actually, the number
of them is much higher?.

The existence of such a great number of papyrus scrolls,
dated to pre-Byzantine times, causes some perplexities, and
moreover, leads to serious doubts regarding the veracity of
«soundless» historical space. Could it be just a plot of our
delusion?

Really, how can the following fact be explained: the
earlier sources have survived, but the later ones have not?
Is it not a little too paradoxical? We are not talking about
separate monuments of a particular period of time, when
there are many possibilities that, due to some obvious
reasons, some earlier monuments survive and the later are
destroyed within one or two centuries. But we are talking
about a different situation. In order to understand this, it
is necessary to make an overview of these truly enormous
periods: the six earliest centuries ( IIIth century B. C. —
IIIth century A. D) which have quite a large heritage of
notation monuments, and five centuries of late Byzantine
history (IVth—IXth centuries) which have absolutely no mo-

2 Hunt A. Jones H. Christian Hymn with Musical Notation //
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua,
Antichita 7, 1923. P. 173-179. Abert H. Ein neuendeckter frithchrist-
licher Hymnus mit antiken Musiknoten // Zeitschrift fiir Musikwissen-
schaft 4, 1921. S. 5624-529. Idem. Das ilteste Denkmal der christlicher
Kirchenmusik // Antike 2, 1926. S. 282-290. Reinach Th. Un ancétre
de la musique d’Fglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R.
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. S. 201-221.
Miinscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn-
chos // Ibid 80, 1925. S. 209-213. Wellesz E. The Earliest Example of
Christian Hymnody // Classical Quarterly 39, 1945. P. 34-45. Ibid.
Op. cit. P. 152-156.

® See also: West M. L. Op. cit. P. 277-283.
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IO3THUX BH3aHTHHCKHX BekoB (IV-IX BB.), HauHCTO AMIIeH-
HBIX MX. MOXXHO J¥ OTBICKATEH [IPUYMHLI TAKOro napagokca?

AGCouI0THOe OOJILIIIMHCTBO BhILIEINepeduCc/IeHHBIX PaHHUX
NaMATHUAKOB (HO AajleKo He Bce) 0OHapy»KeHk! B ceBepHoM Erum:
Te, B TaK HasblBaeMoM PajoMCKOM oasuce, rie, o cJoBaM yue:
HBIX, CaM KJHUMAaT U reorpaduyecKue yCJIOBUA CIIOCOOCTBOBAJIN
JoJIroBeYHOCTH nanupyca. Cuuraercsi, 4To caMa IIpHUpPOJa IIO-
3BOJIMJIA cTaTh PAIOMCKOMY 0a3UCy YHHKaJILHOM KJIaZOBOH, cO-
XPpaHUBIIEH CTOJb OOLIMPHYK JPEBHIOK NMalUpPYyCHYIO 6MOJIMO-
Teky. Eciu fgaske coryslacMThCcs ¢ TaKOH TOUKOH 3peHUHA (XOTA
OHa BO MHOTHX OTHOILEHUSX BechbMa ysI3BMMa), TO TOTAa BO3HHU-
KaeT PYroif BoIpoc, TaKiKe TpeOyIOILIUN OTBeTA.

Bear Busautus npucyrersoBasia B Erunrte no VII BeKa BKIIO-
YHUTEJBHO (& TOUHee — Ao ceHTAOpA 642 rojga). EcTecTBeHHO, 4TO
HODPMBI KYJIBTYPHOM JKU3HM 3TOM MPOBUHIIMY He MOIJVIM B TOM HMJIU
MHOM CTelleHW He OIYIIAThL Ha cefe JYXOBHOTO BIIMAHUA MeTpPO-
noauu. Bonee TOro, Xopolio M3BeCTHO, YTO B PAHHEBU3AHTHI -
cKuil nmepuoj B camoM Erunre GypJsinjia BecbMa pa3HOOOpasHas
HHTeJUIeKTyaJbHasd M XYAOXKecTBeHHasl KU3Hb. JlocTaTO4YHO
BeioMHUTEL CuHecus us Kupens! (py6exx IV-V BB.), ocTaBUBILIe-
ro nocJje cebs1 o6IIMPHOE SIUCTOJIAPHOE Hacjiejue ¥ MHOTOYMC-
JIleHHble TUMHBI, COJIep)Kalljie YAUBUTEJILHYIO cMech (duiocod-
CKUX ¥ XPUCTHUAHCKUX BO33PEHUI. A Uero CTOUT HallpuMep TaKas
6GiucTaTenbHas JMYHOCThL, Kak AdaHacuil AJleKCaHIPUICKUI,
CO3J]aBIINH HEMAJIOE UHCJIO COUNHEHHU M, IIOCBAILIEHHBIX aKTyallb-
HBIM B er'o BpeMs TeoJIOTM4ecKUM criopaMm. Torja »xe »XUJ ¥ TBO-
PUJI KPYMHERIIHI UCTOPUK erveTcKoro MmoHamecTsa ITamnagui
U3 DJIEHOTIONA, IPOBE AN NecATH JeT cpeJiu eruIeTCKUX MoHa-
x0B. Hesb3st He YIIOMAHYTH TaKiKe 3HaMeHUTOro Kupuina Aek-
CaH/JPUICKOro, HalucaBIlIero MHOXeCTBO mnponopegeil. Tam ke
IIpoLBeTAJIa MOIIYJISPHAS ¥ TparudecKku norubniaa Mnarus, koro-
pasd BeJia aKTUBHYIO IIPEIIOIaBaTeJILCKYIO IeATeIbHOCTh 1 KOMMEH-
TUpoBayia counHenus Ilnatona u Apucrtorens. A Belb 3TO 6bLIa
TOJIbKO BePXHASA YacTh JINTePATYPHO-(DHUIOCO(PCKO-TEOJIOrNYECKO-
ro aicoepra. He BEISBbIBaeT COMHEHM, YTO B TOT JKe pPaHHEeBU3aH-
THICKUI nepuon B Erumnre cospgaBanychk pyKOIUCH, BKJIIOYaAKOLIe
B cebsl He TOJILKO OIIyChl CTOJIb 3HAMEHUTHIX COOTeUeCTBEHHH-
KOB, HO M paGoThl MHOTUX APYI'UX MUcaTeJle «cpefHeld PYKH».
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numents of this kind. Is it possible to find the reasons for
this paradox?

Most of the monuments listed above (but not all of them)
were found in Northern Egypt, in the Faiypim oasis. According
to scientific opinion, the climate and geographical conditions
of that area contributed to the longevity of papyrus. It is
thought that nature itself allowed the Faiyim oasis to become
a unique pantry in which such a vast ancient papyrus library
has been preserved. Even if we assume that this point of
view is right (and in many respects this conception is very
vulnerable), we still will have to face another question, which
demands an answer. 4

Byzantium reigned in Egypt until the middle of VIIth
century (to be more precise — until September, 642). And
it is natural, that standards of cultural life of the provin-
ce could not escape the intellectual influence of metropo-
lis. Moreover, we know that in the early Byzantine period
Egypt itself had an exuberant and diverse intellectual and
artistic life. It is sufficient to recall the name of Synesios
from Cyrena (the late IVth — early Vth centuries) who left
a large epistolary heritage and multiple hymns, which
contained a remarkable mixture of broad philosophical and
Christian views. And it is also worth mentioning that
Athanasios, patriarch of Alexandria wrote quite a lot of
works devoted to theological disputes relevant to that
time. A major historian of Egyptian monasticism who
spent ten years among the Egyptian monks — Palladios of
Helenoupolis — had been working at that time too. We
also must mention the name of the well-known Cyril of
Alexandria, who wrote many sermons. The famous Hypatia,
who was tragically killed, also flourished there at that time.
She was active in teaching and commenting on the works
of Plato and Aristotle. And this is just the cap of the
«literarary-philosophical-theological» iceberg. There is no
doubt, that in Egypt during that same early Byzantine
period manuscripts were being created, which contained
not only opuses of famous authors but also works of
ordinary writers.
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Tak mouemy B TOM JKe yAUBHTeNbHOM PalOMCKOM Oas3uce
He TOJIBKO He COXPaHMUJIOCh HUKAKUX MY3LIKAJBHBIX JOKYMEH-
TOB PaHHeBHU3aHTHUUCKUX BpeMeH, HO abCOJNIOTHO HUKAKHX Ma-
TepPHAaJILHBIX CNe[IOB Jajke OT 9TOU 3JIMTHOM U ITIOBCEMECTHO pac-
pocTPaHeHHOM JIUTepaTyphl, COCTABMISBIIIElH CIaBy U FOPHOCTh
BusaHTuiickoro Erunra? Passe usmenuniica ero xaumar? Hianm
MOXKeT OBIThH 3alyljeHHas Ha MHOTHe CTOJIeTHS CHCTeMa Hp-
PUTrallMOHHBIX COOPYKeHMH moamHbl Huia, nmpocTupamuiasics
oT Accyana no Kaupa, BHOBL cTajla QYHKIMOHHPOBATL U TeM
caMbIM GBlJIa HapyllleHa BeKaMH YCTOABILIASICH CYXOCTh ITOUBEI,
CTOJIb HeOOXOAUMas IJIA COXPAHHOCTH Ianupycos? Huuero mo-
JoGHOTO HayKe HeU3BeCTHO. I103TOMY CChHIIKA HA YHHUKAJIBLHOCTH
KJIMMaTHYeCKHX YCJIOBUHA ceBepHOro Erunra B JaHHOM ciiydae
He JlaeT KJI04Y K DelIeHHI0 MPo6JIeMBl.

OmHa BBRITTIAJUT ellle MeHee yOeUTeILHOM, eCJIi BCIIOMHHUTE,
4To yKe K VI BeKy XpYnKHHi M JIJOMKHI Manupyc IoBCeMecTHO
OBIJ1 BEITECHEH IlepraMeHoM. A, KaK M3BeCTHO, 3TOT MaTepuas
HaMHOIO IUIOTHee M JOJITOBeYHee He TOJIbKO mammpyca, HO M
6ymaru. Y, BMecTe ¢ TeM, BUBAHTHHCKONH MY3BLIKAJILHOM KYJib-
type IV-IX crosernii BHOBL «He BeseT». IIono6HO TOMY KaK OT
3TOrO NepHoja He yueJsieJJO HU OJHOro MaNMpycHOTO HOTOTrpa-
¢uuecKoro NaMATHHKA, TaK He COXPaHMJIOCH H HA OJHOIO Iep-
raMeHHOI'o HCTOYHHKa. Pa3Be He CTpPaHHO, YTO BpeMA He IIO-
IaxuJao Jake IPOYHBLIH IepramMeH «0e33ByYHOH» BIIOXHM, a
XPYNKHH NAMMpyc 3HAYHTEJHHO 0ojlee PaHHEro nepuoaa yie-
Jen? Wau cymecTBYHOT Apyrue NMPUYMHBI CTOJL LJIUTEJIHHOIO
OTCYTCTBUA KaKUX-JIUO0 HoTorpadMyecKuX JOKYMEHTOB, BOBCE
He CBSI3aHHBIE ¢ MHCYUM MaTepuajgom?

§ 4. IIpeanoaoxkenus

W 3pnecr Boseli-HeBoJIeH, IMOACHYAHO 3peeT MBICJL, KOTO-
pas, ¢ OJHOH CTOPOHKI, O IIpejeJia IPOCTa, a ¢ APYroi — Kak
OyATO OOBSACHSIET Bce, UTO IIOKa He MOALaeTcd OOBbACHEHUIO:
CYIIECTBOBAJIA JIU BOOBIIIE HOTAIIUS B BUSAHTHUA
BITEPHOM CIV IIO IX BEK? MoskeT 6ITh MY3bIKAJIbHAA KYJIb-
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So, why are there no musical documents of early
3yzantium found in the remarkable Faiybsim oasis? Are there
absolutely no tracks even of that elite, widely read literature,
which brought fame and honor to Byzantine Egypt? Perhaps,
its unique climate had changed? Or maybe the main reason
is connected to the irrigation system of the Nile valley?
This system, which was formerly abandoned for many
centuries, spread from Assouan to Cairo. Maybe its
renovation destroyed the aridity of the ancient soil, which
was vital for papyrus conservation? Nothing of this kind is
known to science. That is why the fact alluding to Northern
Egypt’s unique climate does not give any clue to the solution
of this problem. -

The fact that fragile and breakable papyrus was generally
replaced by parchment by the VIth century makes the climatic
argument even less convincing. We know well that this parch-
ment has higher density and it is more durable than papyrus
(and even than paper). But still, Byzantine musical culture
of the IVth—IXth centuries happened to be «unlucky» again.
Just as no papyrus notation monuments have survived, not
one single parchment source remains. Is it not strange that
time has not spared a durable parchment of the «soundless»
epoch, but a fragile papyrus of a significantly earlier period
has survived? Or maybe there are some other reasons which
explain the absence of any notation documents during such a
long period of time. Could it be that these reasons are not
connected to written materials?

§ 4. Assumptions

At this point one very interesting idea comes to mind.
This idea on the one hand seems to be very simple, but on the
other hand can not yet be explained: DID A NOTATION
ITSELF EXIST IN BYZANTIUM IN THE PERIOD FROM THE
IV!" UNTIL THE IX* CENTURY? Maybe musical culture
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Typa obxoauiach Ges Hee, M Te MaMATHUKHU pybexka 1X-X BB.,
KOTODBIMH 06J1alaeT COBPeMeHHas HayKa, ABJAIOTCH MePBLIMH
omnbITaMH Nogo6Horo poaa?

CaMa IoCTaHOBKA TAKOTO BOIPOCA HAXOAMTCS BHE HAyYHOH
miockoct. He 6yaem 3a0bIBaTh, YTO HOTALlUS — 3TO CBOEOD-
pasHasi nucbMeHHOcTh. OHa IOABJIAETCSA HA OIIpefleIEHHOM 3Ta-
e pa3BUTUSA, KOIJa My3blKaJIbHadA [IPaKTUKAa, JOCTUTHYB OIIpe-
IeJICHHOTO YPOBHS, y>Ke He B COCTOSIHMM OO6XOJHThCA 6e3 ee
noMmoImny, Korga ¢GuKcauud My3bIKAJbHOO MaTepHaja CTaHO-
BHUTCS HACYIHOX HEOOXOAMMOCTBHIO M 3M0Xa HUCKJIIYUTEJIbHO
GecniMCbMEHHOTO MY3UIIMPOBAHUA HaBceTAa YXOAUT B IIPOIIIJIOE.
Ilo cyTu nena, aTo ABe pasHble N0 UCTOPUYECKOMY YPOBHIO MY-
3bIK&JIbHbIE IIMBUIU3ALUHN (HO, KOHEUHO, He «XyiKe» M «JIyd-
1e», IIOCKOJBKY IIOJOOHBIE XapaKTePUCTHUKM 3Jech HelpueM-
Jsemsl). IlpaBna, yecTHaA Tpaguiiua NPOAOJIMKaeT CYILleCTBOBAThH
¥ TIocJle BHeADPEHUSA HOTAIlMH, NTapajjiesibHO ¢ Heil. Bo BcAKoM
ciaydae, IUCbMeHHadA MY3bIKaJbHas KYyJIbTypa — S5TO NPU3HAK
KadyecTBEHHO MHOTO ypoBH#A. Ilofo6HO TOMy KaK HeM3BECTHEI
LUBUJIHA3aIlUY, OTHAXKALI OCBOUBIIINE TMCbMEHHOCTh U BIIOCJIE]-
CTBUH JO6GPOBOJILHO OTKA3aBIIINECS OT Hee, TAK M HEBO3MOXXHO
TIIPeICTAaBUTh MYSBIKAJIbHYIO KYJILTYPY, KOTOpad Ha IPOTsXKe-
HUM AJUTEJBHOTO BPeMEHH HCIIOJb30Bajla HOTALUIO, a IOTOM
BepHyJIach B CBOEe JOHOTAlIMOHHOE cocTossHMe. A B obcyxkpaae-
MOM cJiy4yae MbI, KaKk OyATO, cTaJKHBaeMCA MMEHHO C¢ TaKUM
BApDHAHTOM.

JleicTBUTEILHO, HCCIIefOBAaTeNIM YOeXKAAIOT HAc, YTO B JpeB-
Hel I'peliuu mepexon «yCTHOTO» MY3UIIMPOBAHUA K «IIMCHMEH-
HOMY» coBepiunicda rae-to B III B. 1o H. 3., IOCKOJILKY UMEHHO
C 9TOTO BPeMEHHU TaM CTajla aKTUBHO UCIIOJIb30BATHCA HOTANMUA,
U3BECTHas BIIOCJIE[ICTBUHM KaK JpeBHerpedeckoe HOTHOE IIHCh-
MO. A HEKOTOphle HcclieJoBaTeJI Jajke HAacTauMBalOT Ha TOM,
YTO JpeBHerpedeckass HOTAllUsd B M3BECTHOM HaM BHe cylije-
cTBoBasia ¢ V BeKa 7o H. 3.%° OHa J0CTATOYHO XOPOILO U3y4eHa,
IIOCKOJIBKY COX PAHUJIUCh UCTOYHUKH, Pa3bACHAIOIINE ee CMbICII.
Cynsa no KoJudecTBY HOIUEAIIMX AO Hac HoTorpadudecKux Ia-

30 Jourdan-Hemmerdinger D. La date de la «notation vocale»
d’Alypios // Philologus 125, 1981. P. 299-304.
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could do without it, and those materials of late the IXth —
early Xth centuries, which scientists have access to, are just
first experiments in using the new notation?

The formulation of the question in this way places the
proposition, only theoretical at this point, outside current
scientific knowledge. We should not forget that notation is a
distinctive system of writing. It emerges at a definite stage
of development, when musical practice reaches a particular
level and is unable to do without notation any more. At this
point fixation of musical material becomes the greatest ne-
cessity. Starting from that point, the epoch of «non-written
music» forever vanishes in the past. In essence, there are
two diverse musical civilizations, which are related to different
levels of history (of course we don’t say «better» or «worse»,
because it is unacceptable to give references of this type in
this case). But still the oral tradition lingers even after the
introduction of notation, simultaneously existing in parallel
with it. In any case written musical culture indicates a trans-
ition to a different level. As there are no civilizations known
to science which once became familiarized with a system of
writing and then voluntarily rejected it, it is impossible to
imagine a musical culture, which used the notation for quite
a long time, but then suddenly switched back to the pre-no-
tational position. And in a case, which is being discussed now,
it seems like we are faced with a simular situation.

Really, scientists persuade us, that the transition from
«oral music» to «written music» in ancient Greece happe-
ned approximately in the IIIrd century B. C. Starting from
that time, a notation known as Ancient Greek Notation
writing, began to be actively applied. Some scientists
insist, that Ancient Greek Notation as we know it now had
been used since the Vth century B. C.3° It has been studied
quite well, because complete documents, which explain its
meaning, remain. According to the number of notation
monuments which have survived, notation was widely used,

. Jourdan-Hemmerdinger D. La date de la «notation vocale»
d’Alypios // Philologus 125, 1981. P. 299-304.



36 § 4. IIpednononcenus

MATHUKOB, HOTal[Md NPHUMEHsAJach IIOBCEMECTHO M CTaja Of-
HUM U3 JOCTHIKEHHUI SABBIYECKOM KYJbTYPBHI.

Yro Xe 3aCTABUJIO B IepBble IIATH CTOJETHM CPeHeBeKO-
BbSI OTKasaTbcdA oT Hee? Kakue NpUYNHBI BRIHYAUIN KYJIbBTYPY
OTOPOCUTH 3TO 3HAYNTEJIbHOE 3aBOeBaHKME M BHOBb BEPHYTBCA K
6ecIICHbMeHHOMY MY3LIKaJIbHOMY o6uxony?

Ecayu NpUHATH 33 PeaJbHOCTh «6e33ByuHyl0o» amoxy IV-IX,
TO OTCIOZA CJIeYeT, YTO JPeBHerpedecKoe HOTHOe MUChMO, NPo-
CYIIeCTBOBAB IlIeCTh (WM Jake NeBATH) CTOJIETHH WU CTaB He-
OTHEMJIEMOH YaCThIO MYSBLIKAJILHON KYJILTYDPHI, 6€3 BUANMBIX U
MOHSITHBIX MPHUYMH BBIILIO U3 ynorpebyenusa. U camoe yauBu-
TeJbHOE, UTO 3TO CJYYHUJIOCh MMEHHO TOorja, Korja Hadaljach
JKM3Hb BU3aHTUMCKOH MMIIEpUU — IO OOIeIIPU3HAHHOMY MHe-
HUIO, BBICOKOPA3BUTOr0 MYSHIKAJILHOTO OOIIeCTBa.

HO MOJKET BBITH BCE OB'bSACHAETCS TEM, YTO I1PO-
TUB «I3bIYECKOM HOTAIIMM» BEICTVIINJIO BCECUJIb-
HOE B BUBAHTHUU XPUCTHUAHCTBO?

VI3BeCTHO, YTO XpPUCTHAHCTBO, NIpeBpaTHBIIeecs B BusaHTHH
B FOCYJApCTBEHHYIO PEJIUTHUIO, 329acCTyIO C BPasKJeGHOCTHIO U C AB-
HBIM IIpey6eskjeHreM OTHOCHJIOCH KO BCeMy, 4TO ObLIO CBA3AHO
¢ a3plyecKUM Mupom. Ha To 65111 CBOM MHOTOYHCJIEHHBIE TIPAYH -
HBI, KOTOPBIE HH JJI KOI'O He ABJAIOTCA ceKpeToM. PesysnbraToM
3TOTrO ITPOTUBOCTOSIHIA, IMEBIIIETO HelocpeCTBEHHOe OTHOLIeHHe
K MY3BLIKQJIBHOMY OOMXOJy, CTaJIO aKTUBHOE HENpHATHE LIePKO-
BBIO MY3BIKaJbHEIX HHCTPYMEHTOB, 3l THABIUUX ce0si CBASLIO C
A3BINECKHM KYJILTOM (XOTA JJIsi 3TOro GBLIN U Apyrue NPUYHHBI).
MosxeT ObITh A3LIYECKYIO HOTAIIUIO ITOCTUIJIA Ta XKe caMas ydacTh
M OHA OKAa3aJach BHIGPOIIEHHON M3 XPUCTHAHCKOM XKU3HU?

K cuacTwio, cyllecTByeT yOeJuTeJbHOe JOKAa3aTeJbCTBO, YTO
9TO He TaK. YIIOMSHYTBIH ITOCJIEJHUM B BhILIENIPHUBEJeHHOM me-
pedyHe MANMMPYCHBIX HCTOYHMKOB XPHUCTHaHCKUi ruMH CBsTOH
Tpouue (Papyrus Oxyrhynchus 1786 ) 3anucaH sA3bIY€CKOH HO-
ranueii. Kak MBI BUAMM, XPUCTUAH He IIIOKHPOBAJIO, YTO CJIOBA,
npociasnsomue Cearyio Tpouiy, cONMPOBOKAAIOTCA HOTHBIMH
3HAKAMM, KOTOpble M3[jaBHA OLIIM B A3BIYeCKOM 00MXoJe M ¥C-
MOJIL30BAJIACH AJIS 3aIIMCH T’HMHOB, NPOCJIABIAIOIINX ATIOJJIOHA,
Hemesuny u Mys. Ilepes HaMu (paKT 3HaAMeHATeJIbHBIH caM IO
cebe. OH He JomycKaeT fajke NMPeAIOJIOXKEHUSA O «'OHEHUAX» Ha
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and even became one of the major achievements of pagan
culture.

What made people reject it during the first five centuries
of medieval times? What were the reasons which forced that
culture to cast aside this major achievement and go back to
oral musical life?

If we assume that the «soundless» epoch of the IVth—
IXth centuries really existed, we can see that a very interesting
conception emerges. Ancient Greek Notation writing, after
existing for six (or even nine) centuries, and after becoming
an integral part of musical culture, suddenly, without any
reasonable explanation, stopped being used. And the most
amazing thing is that this happened exactly at the time the
Byzantine Empire started its existence (according to a widely
accepted opinion, the Byzantine Empire was always a highly
developed musical society).

But maybe all of this can be explained by the following
statement: WHAT IF A POWERFUL BYZANTINE CHRISTIA-
NITY CAME OUT AGAINST «PAGAN NOTATION»?

It is very well known, that Christianity, which become a
state religion in Byzantium, was very hostile and prejudiced
against anything that was in any way connected to the pagan
world. There were many obvious reasons for this kind of
attitude. This opposition, in relation to musical life, resulted
in the church’s hostility toward musical instruments, which
were discredited due to their connection to pagan cults
(although there were other reasons too). Could it be that pagan
notation shared the same fate as musical instruments? And
may it have just been discarded from musical life?

Fortunately, there is convincing evidence that disproves
this suggestion. A papyrus scroll is mentioned at the end of
the foregoing list — a Christian hymn devoted to the Holy
Trinity (Papyrus Oxyrhynchus 1786 ) — which is written in
pagan notation. As we can see, Christians were not shocked,
that words of praise to the Holy Trinity were accompanied by
notation, once used for recording pagan hymns in favor of
Apollo, Nemesis and Muse. This is a very significant historical
fact. This fact is significant in itself. The fact does not allow
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HOTAIMIO CO CTOPOHEI IIepPKBH. KOHeuHO, MOXKHO HacTauBaTh Ha
ToM, uTo Papyrus Oxyrhynchus 1786 — oJuH-eANHCTBEHHBIN
NaMATHUK XPUCTHAHCKOTO COAEPYKAHUS ¢ JpeBHerpedyecKoi Ho-
Talyei ¥ O3TOMY OH He MOJKET PacCMaTPHUBATLCS KaK abCcoJIoT-
HO y6e/luTeJIbHOE CBUIETEJILCTBO HE TOJILKO JIOAIBHOCTH, HO Jake
TepPIIMMOCTHA XPHUCTHAHCTBA K SA3BIYECKON HOTALIUH.

Crnopy HeT, xpuctuanckuii ruMH CesaToit Tpouue, o KoTo-
POM HJeT peuyb, AeHCTBUTENILHO, eAUHCTBEHHBIN U3BECTHBIM HaM
NaMATHHUK IoJo6Horo pona. Ho npu obcy kIeHNH ero HHGOPMAIIH -
OHHBIX BO3MOKHOCTEM HYXXHO IMOCTOAHHO IOMHHUTE O IPUYHHAX,
BLI3BAaBIIMX IOABJIEHHME TAKOTo JOKyMeHTa. Eciu conpyskecTBO
6orociTyKe6GHOTO TeKCTa U « ASLIYECKOM» HOTALIMH 6BLII0 3apMKCH -
POBaHO Ha Ianupyce, SHAYUT OHO CTAJIO CJIEJICTBHEM ITOTpeOHOC-
Ted NpakTHKH. HadYe He BO3HUKJA 6bI HEOOXOAMMOCTD ajKe B
OJHOPa30BOMH 3anucHu. B caMoM zeJle, 3aueM HY»KHO OBLIO 3aIINCHI-
BaThk I'MMH, eCJI He NpPeAloJiarajoch JM60 NOCTOSHHO MCIIOJIHATH
ero, JIn6o IepefaTh B APyrue PyKH IJIs UCIIOJHEHUS MJIM cOXpa-
HUTH Jia namMaTu? Bee nomyckaeMble CHTYallUd — CBHAETENb-
CTBa y4acTHA 3TOTO MY3bIKAJIBFHOI'O MaTepHaJla B X pUCTHAHCKOM
obuxoge. OfHaKO, 3HaHHE OCOGEHHOCTed MY3BIKAJLHOM SKHU3HU
PaHHUX XPACTUAHCKHUX OOIIUH JaeT OCHOBAHUE CUMTATh, YTO 'MMH
Crsaroit Tpouie 6bLT ZaJIeKO He eJUHCTBEHHLIM 3BYYABIIUM TaM
necHonienuem®!, Ero ciefiyeT paccMaTpPHBATH JMIIL KaK yIleJeB-
LIYIO YacTh IeJIOM Ipymnmnb! JOKYMEHTOB, a He KaK KaKO#-TO CJIy-
JaiHbIA o6pasell, He OTPAYKAIOIUN TUITHYHBIX HOPM MY3LIKaJb-
HOW NPaKTHUKH, KOTOPBIH KAKKM-TO UyJOM ylleJieJ] HMEeHHO [JIst
TOro, YTOObI HAIPAaBUTh HAIIM MIOUCKH II0 JIOKHOMY ITyTH. CJI0XK-
HOCTB CUTYyalluH, cBA3aHHON ¢ «'umHOM CBsToi Tpouiie», 3aKJII0
4aeTCA JIMIIb B TOM, YTO 9TO €JMHCTBEHHBIH MaMATHUK COK3a
XPHCTUAHCTBA U A3BIYECKOM HOTALIMM, YIleJeBIUMH HO HaIIKX
AHeit. Korga sxe B pacriopsi)keHUU HAYKU HAXOIATCS CUMTAHHBIE
JOKYMEHTHI, TO KasKIbIA U3 HUX IpUobpeTaeT 0coOYI0 BAXKHOCTE.
SHaYMT, MOKa HET HUKAKMX OCHOBAHMM paccMaTpHUBATEL I'MMH
Craroit Tpouile B KauecTBe UCKIIOUEHUS U3 IPaBUJIA.

31 MMozpo6ree 06 atom cm.: I'epyman E. Tumu y unctoxo Hosoro
3aBeTa. BeceZbl 0 My3BIKATBPHOM XU3HU PAHHUX XPUCTUAHCKUX OOILLIMH.
M., 1997.
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us to assume «persecution» of notation by the Church. We
can not assert, that Papyrus Oxyrhynchus 1786 is the only
existing monument with Christian content and Ancient Greek
notation together. And that is why it can not be treated as
absolutely convincing evidence of Christianity’s loyalty to,
or even tolerance of, pagan notation.

It is indisputable that the Christian hymn in honor of the
Holy Trinity is really the only monument known of this kind.
But before discussing its informational abilities, we must keep
in mind reasons, which led to the creation of such a document.
If the fact of «concordance» of a religious text with pagan
notation was registered on papyrus, it should have been a
consequence of musical practice’s necessities. Otherwise, there
would have been no need to make even an occasional notation.
Really, why would somebody write a hymn if this hymn would
not be constantly used and transmitted to different people, or
if there was no reason for remembering it? All of these assumed
situations evidently show that this musical material was being
used in Christian everyday practice. However, the knowledge
of the particularities of musical life in early Christian
communities gives grounds to think, that the hymn to the
Holy Trinity, by no means, is the only chant, that was heard
in that time3!. It can be looked upon as a part of a major
number of documents. It should not be treated as an accidentally
surviving piece (one that does not reflect any typical norms of
musical practice) which purposely tries to lead us the wrong
way. The tragedy of the situation connected to the hymn to
the Holy Trinity exists only in the fact that it is the single
example of a concordance of Christianity and pagan notation,
which has come down to us. When scholarship has only a
particular amount of manusecripts at its disposal, each one of
them assumes a vital importance. So, at this point, there are
no reasons for considering hymn in honor of the Holy Trinity
to be an exception from the rules.

31 More about it see: I'epyman E. Tumu y uctoxoB Hosoro sase-

Ta. Becefbl 0 My3BIKaJbHOI XU3HU DAHHUX XPUCTUAHCKUX OOIIMH.
M., 1997
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Boutee Toro, ecsin 651 B HallleM pacIiopsi»KeHUHU He 6b1710 Papy-
rus Oxyrhynchus 1786, To 1 B 3TOM cJIy4ae HeJIb3s ObLI0 OBl yTBEpXX-
JaTh, YTO MEXKAY A3BIYECKOM HOTaliuedl U pPaHHeXPUCTHAHCKOM
TeBUYECKOM KYJIbTYypo¥i 6b1JIa HEIIPOXOAMMasd IIPONAcTh U OTCYTCT -
BOBAJIM KaKHe ObI TO HY Ob1JI0 KOHTAKTHI. CyIllecTByeT OJlHa BaK-
Hasl o0beKTHMBHAas IPUYNHA, yOeXKJalolllas B TOM, YTO MeXy MOJIO-
IO peJIurved u crapoii HoTaler He JOJIKHO 6bLI0 ObITH KOH(DIIHK -
Ta. Beas HOTalMA He HeceT HUKAKOM «U€OJIOTUYECKON Harpy3Ku».
OHa npezacraBssieT co60i JIMIIIBL CPeACTBO 3allUCH 3Bydalllero My-
3BIKAJILHOTO MaTepuajia U, KaK yKe yKa3bIBaJoch, C 9TOM TOYKL
3pPEHHUA SBJISIeTCA PaSHOBUAHOCTHIO MMckMeHHOCTH. Ilogo6HO ToMYy,
KaK oObIYHOe IMHUCHMO (PUKCHPYyeT OJHOBPEMEHHO S3bIYeCKYIO,
epeTHYecKy10, BLICOKO-PEJIMTMO3HYIO M BCAKYIO APYTYIO JINTEPaTy-
Py, TaK ¥ CpeICTBAMM HOTAIINY MOYKHO 3alIMChIBATh KaK 60roXyJib-
Hble TIeCeHKH, TaK ¥ BO3BLINIeHHbIe Gorocyke6Hbie ruMHbI. HoTa-
LU BHe ujeoJsiorny. IMeHHO I03TOMY BO BpeMeHa MHOTOUHCJieH-
HBIX eBpoleficKuX peBosonuii HoBoro BpemeHu (Koraga MeHAIH
KaJIeHAaph, CUCTEMY JIETOMCUUCJIEHUS, Ha3BaHUA MecslleB U JaxKe
npasuia opgorpacduu) HUKOMY B IOJIOBY HUKOTAA He IIPHUXOIHU-
Jla MBICJIb OTMEHUTH HOTAIMIO, KaK «IIePeXXUTOK» IIPOILJIOTO.

TIpodeccuonanrHOe pa3BUTHE XPUCTUAHCKON 1IePKOBHOM MY-
3BIKH, CyJs 110 BCEMY, HAYaJIoCh I'je-To HeCKoJIbKO paHee IV cto-
JIeTHA , TIOCKOJIBKY B UICTOYHUKaX, HbIHe JaTHUPYeMbIX 3THM BpeMe-
HeM, yoKe BCTPeYaloTCes TePMHUHEBI YOATNG, WOATOIOC U yoruddeg 32,
obo3HayawIlue IpodeccuoHaNbHOro nepuero. B Gosee paHHUe
CTOJIETHA HOBOM 3DHI JeJio MeHus NPHU OOrociy’KeHUH OBLIO B
PYKax NPUXO0XKaH UJIM OJJHOTO U3 UTElIOB, 8 Ka4eCTBO NeHUS He
O4YeHb BOJTHOBAJIO «JIUTYPTUCTOB», IIOCKOJILKY TOT/a BajKHa Oblila
UCKPEHHOCTDb UCTIOJIHEHUSI, 4 He YPOBEHb €r0 MY3bIKaJbHOCTH 3.
OnHaKo ¢ yc/IoXKHeHVeM U ynopsjodeHueM GOrocry>keHui Tpe-
0O0BaHUSA K MEBYECKOMY JleJTy BO3PACTAJIA U 3TO HEMUHYEMO JOJIK-
HO OBLJIO NIPUBECTH K CTAHOBJIEHMIO I'PYINBI IIpodeccHoHahb-

32 Cm., nanpumep: Cyrilli Hierosolymitani archiepiscopi Proca-
techesis 6 // PG 33. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII
1-2 // PG 5. Col. 908.

33 Tlogpobuee 06 atom cm.: I'epyman E. Tumu y uctoxos Hosoro
3apera. C. 76—86, 116-118.
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Moreover, even if the Papyrus Oxyrchynchus 1786 were
not at our disposal, in this case, still there would be no
reason to insist that there was an abyss between pagan
notation and early Christian chant culture and absolutely
no contact between them. One objective reason convinces
us, that there could not be a conflict between the young
religion and old notation. Really, notation has absolutely
no «ideological content». It is just a way of writing down
the sounding material. And from this point of view notation
is just a variety of a system of writing. As regular writing
simultaneously registers pagan, heretical, highly religio-
us and any other literature, notation can be used not only
for writing down blasphemous songs, but also for recor-
ding highly spiritual Christian hymns. Notation stays
outside ideology. That is why during many European re-
solutions in modern times (when the calendar, the system
»f numbering the years, the titles of months and even the
rules of spelling had been changed) nobody ever had in
mind an idea of abolishing the notation, as a «remnant» of
the past.

A professional development of Christian church music
began somewhere before the early IVth century, all evidence
considered found in documents now dated to that time, which
contain terms like yéhtng, wolwpdos and yorpdde?; they show
the presence of the professional chanter. In the early centuries
A. D. parishioners or one of the readers were responsible for
singing during the sermon. «Liturgists» did not care much
about the quality of singing. Most important was the sincerity
of singing, but not it’s musical level®®. But as divine service
became more complicated and better organized, the requi-
rements became more demanding. This fact led to the creation
of a group of professional chanters, which was formed within

32 For example see: Cyrilli Hierosolymitani archiepiscopi Proca-
techesis 6 // PG 33. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII
1-2 // PG 5. Col. 908.

33 More about this see: I'epyman E. Tumu y ucroxos Hosoro zase-
Ta. C. 76-86, 116-118.
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HBIX TeBYMX, chpopMHUDPOBaBIIeicsa BHYTpU KJuupa. Ho mo Tak
HA3BIBAEMBIM «AIIOCTOJILCKUM YCTAHOBJIEHHUSIM», OTHOCHUMBIM,
npubausuTessHO, K IV cTONIeTHIO, MOXKHO YBUAETH, UTO NeBUYME
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the clergy. But according to so-called «Apostolic consti-
tutions», dated approximately to the IVth century, it can be
seen that by that time chanters become an integral part of

ysKe MPOYHO BOILIH B KJIMP3:

Aldixovog agopiler Lrodidkovov,
avayveotny, yaiAtnv, diokod-
viooav, éav fi Tt Ttoobtov R
Topbdviog TpeoPuTépov. Ymodio-
KOV ovk £EeoTiv dpopioat, ovTe
Uy Gvayveotny, ovte yéAtny,
ovte Soukdvicoay, oVTe KAMPLKOY,
00 Aotikdv.

Huaxon omayuaem unoduaro-
Ha, ymeuya, nesuezo, OUAGKOHUC-
cY, ecaU OKaNCemca makxoe, 4imo
CBAUWEHHUK omcymcmaeyem.
Hnoduakxony He no3sorsemcs
omayiambv HU wmeya, Hu nes-
Yyezo, Hu QUAKOHUCCY, HU KaU-
puxa, Hu Hapod.

Cymec'rBylo'r HeOCIIOpHMble CBHAE€TeJIbCTBaA TOro, 4TO B

the clergy®:

Aldxovog agopilel Vmodidkovov,
avoyveootny, véitnv, dtako-
viooav, €av fi Tt Towdrov pi)
nopbdVIog TPecPuTEPOL. Ymodiar-
xkov® ovk EEeoTiv agopioat, ovTe
PRV avoyveotny, olte yaATny,
ovte dakdViooay, 0UTE KATPLKOY,
oV Aoixov.

The deacon excommunicates
the reader, chanter, and deaco-
ness, if it happens that the
priest is not present. The hy-
podeacon is not allowed to
excommunicate any reader,
chanter, deaconnes, or clergy-
man, no one.

There is some indisputable evidence proving that during

«b6e33BYyUHYIO» 3IOXY HpodeccHOHaJIbHbIEe IIeBUYHe OBLJIIU He-
OTHEeMJIEMOM YacCThIO He TOJIBKO LIePKOBHOM, HO M OOIlleCTBEH-
HO¥ BHBaHTHicKOM »ku3HU. Tak, B 14-M Kanone IV BeeneHckoro
Co6opa, nmpoxoausmero B 451 rogy B XaJlKkuaoHe, TpeBora o
BJIUSHNY SA3BIYECTBA HA JIMYHYIO JKH3Hb «KJIMPOLIaH» CIIOco0-
CTBOBaJIa TOMY, YTO IleBUYHe YIIOMHHAIOTCA PAJOM ¢ uTelamMusd:

the «soundless» epoch professional chanters were not only an
integral part of the Church, but also an integral part of Byzan-
tine life. So, in the fourteenth Canon of the IVth Ecumenical
Council that took place in Chalcedon in 451, we can see an
obvious warning regarding the pagan influence on the clergy’s
private life, because chanters and readers were listed together®:

Enedn €v tiowv émopyiong ovy-
Kex@pnrot 10ig dvaryvaotong, Kol
YAATOUG, YOUETV, dploev T dyio
obvodog, pf g&eival Tvi avTAV
£1ep080E0V YuVaLTKL AOPBAVELY.

ITockonvky 8 HeKomopbLx enap-
xuax [A3bluecKue HeHuuHbL |
cxodamces ¢ umeyamu U neeiu-
MU, ¥mobbL HEeHUMBCR, CEAMOiL
curHo0 nocmaHos8usn He paspe-

Enedn) €v tiow énopyiong ovy-
KEXDPMTOL TOTG AV VAo TG, Kol
yéATtoug, youeiv, dpoev N ayio
odvodog, N gEeival TVt oTAY
£TepOS0EOV YOVOTKO AOpBAvELY.

Due to the fact that in some
eparchies [pagan women ] get
together with readers and
chanters in order to get mar-
ried, the Holy Synod decreed:

w.ambv HeKOmopblM U3 Hux 6pambs
UHAKOMbBLCAAWYIO HCEHY.

A 23-it KanoH ITomectHoro Jlaogukuiickoro Cob6opa (Bepo-
ATHO, oKoJIo 363—364 rr.) 3ampelaeT UM NeTh OAETHIMUA B PAPLOV
(opapv unu opapuil — JJNHHASA JEeHTa, KOTOPYIO HaJeBaeT AHa-
KOH, Korja 6epeT Ha ce6a BeJeHHe YaCTH CIYK6b1)%6:

34 Constituiones apostolicae VIII 28, 7-8 // PG. I. Col. 1125.

35 paidng T, MoétAng M. Tovioypo tdv Beiov kol iepdv xavovev. T. B
Aonva, 1852. S. 251.

%6 Ibid. T. I'. =. 192.

not to allow some of them to
take heterodoxical wives.

And the 23" Canon of the Landed Gentry of the Laodicea
Council (about 363-364) prohibited chanters to sing dressed
in @pdpov (orarion — a long ribbon which the deacon puts on
when leading part of the divine service)3¢:

34 Constituiones apostolicae VIII 28, 7-8 // PG. 1. Col. 1125.

35 Pading I, Hoting M. Tovioypar w@dv Beiov kol iepdv xovovav. T. B
‘Abrvon, 1852. S. 251.

36 Ibid. T. I". . 192.
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“Ot1 00 81 Gvoryvhotog, i wéhtoag O mom, wmo He JoaxnHO ume-

dpaprov @opeilv, kol 0UTOG

avaytvdokely, | yariewy.

Yam UL NeeLUM HOCUMb Opapb
u 8 Hem’” nemeo.

Caenyromuii, 24-it Kanon toro ke Co6opa 3anperiaer nes-
UMM U BCEM OCTAJIbHEIM «KJIMPOIIAHAM» XOAUTH 10 TPAKTHUPaM 38:

‘Ot 0V del iepatikodg Gmd
mpecPutépwv €nc Stakdvayv, Kol
g&fg i EkkAnowaotixfic 330
gwg LINPETAV, f| Avayveotdy, A
YoAT®Y, f| épopkiotdv, f| Bupw-
pav, i 100 téypatog 1AV doxn-
0V, eig katnAeiov eioévou.

O monm, umo He donxcHo 6xo-
dumbv 6 mpaxkmup mem, Kmo
npuobu,en k [yeprosromy ] ob-
pady, om ceaw,enHuK08 do dua-
KOHO8 u [uy ] nocaedyowezo
YepKoBHOz0 36aHUA 0 caYxcek,
Ymeyoe, neeuux, npuUcCiLyIHu-
K06, npuspamHuKos u wepedvl
ackemos.

B unssectHOM 10puanveckom cGopHnke «Dmanarora» (Era-

vayoyn 10 wpov), chopMUPOBABILIEMCSA OYEBHIHO BO BTOpPOMH
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yéhtog dpdpov gopelv, kol od-
T0¢ AVOyLVOOKELY, 1| WAAAELY.

Ot ov del &vayvootog, 1| About [a fact] that readers
and chanters should not wear

orarion and sing wearing it%.

The next 24th Canon of the same Council forbids chanters
and all other members of the clergy to attend taverns3®:

“Ot o0 del lepatTikodg AmO
npecPutépov Emg drakovav, kol
£f¢ the exkAnowotikflg tébemg
$oc DnNPeTdV, 1| Avayvaotdv, 1
WoATOV, | €popkiotdv, | Bupw-
pdv, 1| 100 Tdypatog @V doxT-
1@V, ei¢ xamnAielov eloevar.

About [a fact] that it is not
proper to go into a tavern for
those who are a part of a
[church] divine service, star-
ting from priests to deacons
and ending with [people] of
lower church rank, servers,
readers, chanters, servants and
a number of ascetics.

In a well-known juridical collection «Epanagoge» (Ena-
varywyl tod wopov), which had been put together approximately

nonosuHe 1X Bexka®, B Tithog §ySoog, HocsIeM 3araBHe «ITept
EMLOKOTOV KOl XEPOTOVIAY Kol TpoPoA@V EKKANOLOTIKAV VIOl »
(06 enuckonax, pyxononoxenusx u 0 6ce603MONHbLY yepros-
Hblx 066uHeHUAX), B I'7aBe 1 NMeBUMIl yIOMUHAETCH IIpH nepe-
THCJIEHNH BCeX TeX, KTO HaXOAHUTCA IMoJ HabII0JfeHHeM U IIoMe-
YHUTeJILCTBOM enucKornal:

in the second half of the IXth century®®, in Tithog &ydoog, that
has a title «ITepi émoxommv ko yewotovidv Kol Tpofoldv EkKANCIO-
otk®v navtoiov» («About bishops, blessings, and about various
church charges»), in Chapter 1 a chanter is mentioned in the
list of those who were under the supervision and guardianship
of the bishopi:

‘Emokénog oty dmanpniie kod
EMUEANTNG TOOAY TOV EKKANOLO-
Copévav yux@v t@v &v ) avtod
emopxiq, Ovoty Exwv TeAETIKNV
Tpec Butépou kol SrokdVvou kol Gvoc-
YVOOTOV Kotk WEATOV KOl JLovor 0.

Enuckon — nadsupamensv u
Xparumeny 6cex 60UEPKOBICH-
Hbix Oyw 6 ezo enapxuu, ume-
owuill eracmv PYKOnoaoice-
HUuA ceauw,eHHUKa, JuakoHa,
umeuya, neeyezo u MoHaxa.

Emioxbnog €oTiv EmTnpnig Kol
EMPEANTNG THoAV TRV EKKANOLOL-
Copévav yoxdv Tdv €v Tf) adtod
gmopyig, SOvoyy EXxmV TEAETIKNY
Tpec PuTéPOL Ko StarkdVoL Kol Gvat-
YVOOTOL Ko WEATOV Kol povorod.

A bishop is an overseer and a
keeper of all souls that are in-
churched in his eparchy, he
has the power to bless a pri-
est, deacon, reader, chanter and
monk.

37 ByxsaneHo: U mak.

% pdilng I, Méting M. Op. cit. T. I". £. 192.

39 Cm.: Schminck A. Studien zu mittelbyzantinischen Rechtsbii-
chern. 1986. S. 15. To, uro, coriacuo uccrenoBauuam A. IlIMuaka, py-
KONUCHAA TPAXULIUA 3TOrO IOPUAUYECKOro IaMATHUKA MIpeANoiaraer 6oee
TOYHOE ero HasBaHWUe, — He «OJmaHarore», a «Mcarore» (Eicorywyn [to®
vopov]) (Ibid. S. 12), — HuKax He BAMAeT Ha ManaraeMbre COoOOpaKeHUs.

0 Zachariae a Lingenthal C. Collectio librorum juris graeco-romani
ineditorum. Lipsiae, 1852. P. 77.

37 Literally: and this way.

38 pajing I, Méting M. Op. cit. T. I". Z. 192,

39 See.: Schminck A. Studien zu mittelbyzantinischen Rechtsbii-
chern. 1986. S. 15. A fact, that according to Schminck’s research
manuscript’s more precise title is not «Epanagoges», but «Eisagoge»
(Eicayayn [tod vépov]) (Ibid. S. 12), — has no impact on a stated above

conception. o
4 Zachariae a Lingenthal C. Collectio librorum juris graeco-ro-

mani ineditorum. Lipsiae, 1852. P. 77.
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A B riage 11 ykaseiBaeTcsi, KOTJa OJIMKeH OBITH PYKOIIOJIO-
JKeH meBuMii®!:

Pérng xewotoveiobn G dtov ITeeuuil nycmb 6ydem pyKono-
odv xpévov Kol oTOG SOvorto  JLOJKCeH ¢ mo20 8peMeRU, Kozda
YAAAELY. OH MoJXcem nemb.

Takum o6pasoM, npodeccHUOHATbHBIE nmesyue B
«0e33BYUHYI0» BIIOXY ABJANIUCH HeoT'beMJIeMO# 4acThl0 KIHpa.
A 3TO ellle OJUH apryMeHT B IOJIb3Y BLICOKOPa3BUTOr0 MY3bI-
KaJbHOro ohOpMJIEHUA BOroCIIy»KeHUi, KOTopoe ¢ TPYAOM MO HO
IpeiICTABUTH Ge3 HOTOrpaduH. Benn oT neBuux TPeGoBaJoCh J€p-
JKaTh «B paboTe» OOIIMPHBINA perepTyap fecHONeHUM, 3By4YaB-
IIMX BO BpeMs# BCEro IIePKOBHOrO rofia, Kaxk Ha OOBIYHBIX eJKe-
[HEeBHBEIX, TaK ¥ Ha NPa3AHMYHBIX gorocayskeHuAX. Bpax Jiu
paBAONOAOGHO MpeAIoNaraTh, 4To Tak1e 3a7jau¥ MOTJIM ycIlell-
HO peliaThcs 6e3 «HOTHOTO 06ux0fa», CIAYKHUBIIEro XpaHuIu-
[[[eM MHOTOYMCJIeHHBIX NMeBYeCKHUX 06pas1oB.

Y B caMoM feJle, CYII[eCTBYeT JOCTATOUHOE KOJINYeCTBO CBU-
[eTeJILCTB, 9TO B «B 6@33BYUHBIe» CTOJIETUH neJJiv «II0 KHUraM»,
TO ecTh Bech NeBUYeCKUH MaTepua 6p1J1 3aUKCUPOBaH B HOT-
HLIX Tekcrax. 15-if KaHoH CBATOTrO TIomecTHOTO JIaOAMKHUICKO-
ro cobopa, MPOXOAUBILEro, KaK yxKe yKasslBaJoch B cepeuHe
1V croneTus, rnacut®:

lept 10D, pM deiv mAéov TQV O mom, wmo ceepx KaHOHUuLec-
KOVOVIKDY WOAT®V, TOV Tl 10V KUX Neeuux, 80cx00AUUX HaA
dppavo GvaBouvoviay, KoL Gmd  aME0H, U nowWux no KHuzam,
SupbEpag WOAAOVIQWYV, ETEPOVS WK  Hukaxkue dpyeue He G0N HBL
yhhety év exkhecion nembv 8 UepKeu.

3pech 10Jl «KAHOHMYECKUMU IeBUMMM» Mo/ipasyMeBaioTCA
npodeccHoHaNbHbIE IIeBUKe, BXOAALINE B KJIMP ¥ 3HalOIue HOT-
HyI0 MACLMEHHOCTh. dTO 2ke KacaeTes BBIPIKEHUA GO SIQBEPOL 5
TO OHO He BLISBIBAeT HUKAKUX COMHEHHMIA, TOCKOJIbKY JgBépo —
K0Jica NJIs IACBMA, NnepeaMer W, B KOHEUHOM CHeTe, KHuza. A eclu
meHuWe 1o KHUraM (YUTafl «IO HOTaM ») HAIJIO OTpPaykeHWHe B

41 zgchariae a Lingenthal C. Collectio... P. 79.
42 pgiine I, MétAng M. Op. cit. T. T'. Z. 484.
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And in Chapt o
blessedd! apter 11, it is stated when chanters should be

‘f;&kmg xelpmcfveioew a@ 8wov A chanter should be blessed
0 dv xpOVoL kol owtdg dVvatar  at the time, [when] he obtains
yéAreLy. an ability to sing.

So, professional chanters in th
epoch were an integral part of the clergy. Tliis« ;thn :(I:'frs»
as another argument in favor of the highly developed mu "y
cf.il par_t of the divine service, which is impossible to imsx-
gine without notation. Chanters had to be able to presenta-
wide repertoire of chants used in the church during tha
whole year for everyday public worship and for religio .
feasts. It is hardly verisimilar to assume, that those %a ES
1c:ould bc}el.successfully implemented without notation ci:
p(;z;r:s.mh served as a depositary of multiple chant

Rea1¥y, there is a large amount of evidence, which show
that during the «soundless» centuries people’were sin ins
«by books», meaning that all of the chant material had tg) .
written in notation texts. The 15™ Canon of of Landed Genif’;

of the Laodicea Council i
ot il (middle of the IVth century)

Mept 100, un Belv mhéov t@v  About [a fact], that except for
li:(xvovm(?)v YaAt@dv, 1@V énl 0V, canonic chanters whichpo u
auﬁol)\'a avofovoviov, kol Gmd  the ambo, and si’ng by biok.f
Supbépag q’;w:xbvrmv, gtépovg TIVGg  no other [chanters] shoulci
yéArewy év éxkieoio sing in the church.

The term «canonic chanters» was use i
chant‘ers, who were part of the clergy and (jv}t;zrkﬁ:\:fiiilict)? .
notation. And regarding the expression dno dip8épac, ther r
abso}utely no doubt, because digpBépa — means lea’ther ;15
writing, parchment, and finally — a book! And if sin i: .
«by books» (read: «by written notation») was reflectedg;ni

:; Zc/zchariae a Lingenthal C. Collectio... P. 79.
Paing I., O6tAng M. Op. cit. T. . =. 484.



§ 4. ITpednosoxceHUA
48

HAYWUT TAKOE
HOCTAHOBJIEHMHM cobopa B cepefiute 1V croseTus, TO 3

reHyue ObLJIO MOBCEMECTHO pacrpocTpaHeHo. - onaxax —
B «Kutuu Peogopa C'rysza» ynoMH’Hae'l;(;a e Ao
«TBOPILIAX Tponapei ¥ MeJoAUN> (tponaptouameBaTbca i
B arom. oo MOI};&:; lec?;prfo?wropm. Takas IO-
I TEeKCTOB, TO Bropsie — >
2::;;2;1(& 06pasoBaHusA, ONATH-TAKH, csnne'ren::'r:[z:! aoorﬁlgﬁ-
¢deccroHaNU3aUNM neBuecKoro fiesa, KoTopas
6e3 HOTAIVH. } iy
TYI%B sapemaHu (ALGT0EG) BU3aHTUMCKOTO Benbﬁozﬁi\gsz};a
na ArTtanuaroca, AaTAPOBaHHOM 6567 rogoM ..0 Oy
mupa (TO ecTh, 1059 r.) ynomnm?e'rca 1}911},;{4 E\. nﬁouﬁémvov’
JKeOHBIX KHHUT: ‘Epunveio 100 G)eo)\m{o\u, Flfjstl;xwxl) Y-
Kovdoxéprov, YaAthplov, Eippoloylov Ko o “PX T ot
ruet. Jlaxe ecyy CIUTATE, ITO oba ynomsmylo e e
u «Konmaxapuii» cofiepskaT TOJbKO pacreBaoI] e
HOTHOTO COIIPOBOKI€HU, TO coseige;ii ;:elf::m;s. i
HOH» M «AJLTHNYAAPUOH» — repRon
Z:-g)qae HasBaHMe TOBOPUT CaMo 32 cebs. ‘l::r :x;yx;icszzb : 51
poro, TO ICHO, UTO He G110 CMBbICTIA CO3AAB R
panu GeCKOHEIHOTO IOBTOPEeHUA «annnnyu: c,nyqae e oo
obpeTaeT peaJpHbIE ouepTaHUA TONBKO B TO nqec,unx -
pajaraeTcs B PasHOOOPasHBIX MeJIoN

g uueii. Bojiee TOrO, B 3TOM

aHTax, 3apemc'rpnpoaanum4); HOTa
JKe 3aBelllaHUH coob1jaeTcsa™

"And 100 povayod Tpnyopiov Y moHaxa T'puzopus MML(;:!;I;H:
o 3
dvedaPoyedo. PiAiov Exov otynpd ~ npuobpemera KHue2a, cooep

ble Ha MY3bLKY
opéval g Eippohoyiov. was NOLONCEHH . ywwza
o cmusxupbl, Hanodooue K1pm :

HHU-
1 pexa nojo6HbIE K
ecy B cepepune X

e A—— TO 3HAUMT BO3pacT HX

T MOIJVIH HAXOAUTHCA ¥ yacTHBIX JIUIL,

i i tis
43 Michaelis Monachi Vita et conversatio Theodori abba
ii . 273.
monasterii Studii, 29 // PG 99.“(301 L A B
4 Gqthas C. Bibliotheca medii aevi. Vol. 1. F. e e, 143,
45 repyman E. BusaETHiiCKOe MY3bIKO3HAHUE. Ji-)

46 Sgthas C. Op. cit. P. 68.

§ 4. Assumptions &

council’s statement in the middle of the IVth century, it means
that it was widely used at that time.

In «The Life of Theodore of Stoudios» we can find a note
about monks, «creators of troparions and melodies» (tpona-
piopato kai perovpyfipata )3, If by the first term was meant
only the authors of texts, then by the second they clearly
meant composers. This manner of education once again shows
the level of professionalism in singing which could not have
done without notation.

In a testament (Awdta&ig) of the Byzantine dignitary
Michael Attaliatos (dated by 6567 years from the creation
of the earth — so it’s 1059) a whole list of service books can
be found: ‘Eppunveia 100 ©eordyov, EippoAdyiov BopPixivov,
Kovdaképrov, FPortfiplov, Eippodrdylov xoi té "AAAnAoviépixe and
others*. Even if we assume that «Heirmologion» and «Kon-
dakarion» contain only texts, which could be used without
any notational company, there is not a shadow of doubt that
«Psalterion» and «Alleluiaria» — are chant books*5. In first

case the title of the book speaks for itself. And in the second
cause it is quite clear that there was no reason for creating
a manuscript just to repeat the word «Alleluia, alleluia,
alleluia». This book can be treated like a real document only
if the word «Alleluia» is accompanied by various melodi-

es, registered in notation. Moreover, it is also stated in the
testament?6:

‘And 100 povayxod Tpnyopiov  From monk Gregory we obtai-

avedoPopedo. Pffriov &xov orympde  ned a book, which contained

Toviopéva g EippoAroyiov. stichera, put in music, just like
Heirmologion.

So, if by the middle of the XIth century private in-
dividuals had this type of book at their disposal, this means

43 Michaelis Monachi Vita et conversatio Theodori abbatis monas-
terii Studii, 29 // PG 99. Col. 278.
# Sathas C. Bibliotheca medii aevi. Vol. I. P. 50. Paris, 1872. P. 49.

. Tepyman E. BusaHTuiickoe mysmixoananue. JI., 1988. C. 143.
45 Sathas C. Op. cit. P. 68.
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ynorpe6ieHns HAMHOTO CTapuIe, TaK KaK OHU yiKe c'ra}.l:: :06611-
IeHHOH BelbIO B JKUTeiicKOM obuxone. Ciofa e MOX e
BHTBH, YTO COTJIACHO HPOBEJAEHHBIM OCHOBATEJIbHBIM s
NOBAHUAM TaKasd BaXKHadA neByecKas KHHUra, KaK «Iuluxnp s
47 Fcau 9TO AeMCTBUTENBHO
yiKe cyIlleCTBOBAJIA B VIII croyeTHuun™" . s %
rak, To B VIII Bexe copmupoBajack KHUra, coc Sy
[IecHOMEeHUH OJHOro XXaHpa. HetpyaHo jporajgaTbcsd, | oo
MOIJIO [IPOM3OMATH TONBKO B Pe3yabTaTe JIATEJIBHOTO paunja Tam,;
KOTOpOMY IIpeJuIecTBOBAIN caMble pa3HOOOpasHbIe ran
3alMcH IecHoMeHud, 6e3 uX auddepeHHALIMH 110 KA ;:c K;
A 5TO emie pa3 KOCBEHHO TMOATBEpXK/aeT JABHIO nexz.qe(:1 H}; °
NpPaKTHKY, IPOXOJMBILYIO Ha ¢doHe aKTHUBHOTO HUCIOJB3OB
HOTa(IJI;IePZOBaTenLHo, BCe TOBOPHUT O TOM, 4TO HOTHOE nucs;i:;
06s3aTeJILHO CYILeCTBOBAJIO. Ho BHOBbL BO3HHKaeT BCe TOIZHM,,
BoIlpoc: KaKHM OHO OBlJI0 — JApeBHerpevdecKuM, «ﬁsbll:c g
WA y)Ke BUBAHTHHCKUM, «xpuc'maucxnm»? A Mo>I{: T o,
cyllecTBOBaJIa KaKaf-TO TPeThd ero paauonnunoc'rb," pomun“
nsBIIas coboil HEKYIO NePeXOaHYI0 CTafNIo OT OJHOM H

K Apyroi?

§ 5. CeueTebCTBA
My3BIKAJBHO-TEOPeTHIECKHX HaMATHHUKOB

BCIOMHUM, YTO XPUCTHAHCTBO He OTKAa3aJI0Ch OT «aablgec;
KUX» HAyK, COAepXKaIIUX 3HAHMUA O npupoje u Bceneﬂ:)o:;c_
[pUHAJA UX B CBOE JIOHO, OCYILIeCTBUB JHUIIbL HeKOTopTyaHOBK“
MeTHUecKyi0 PeflaKIMio TaM, IAe 3Toro TpeGoBaJn gc esoBIs
HOBoOl penuruy. [(MCHUTIINHBI «ABBIYECKOTO» K64 5:01“1 pn-,
KyJa BXOAMJIA U MY3BIKa, TAKIKE cTaJIA Ba)KHBIM pas/

] i . 298.

AT | azarevi¢ St. Tuynpapov // Byzantinoclavica 2. 1963} ?leszz 5
Xots D. Benselr OTHOCHT cO3JaHKe 3TOM KHUTU B IX'Bexy (We . tion.
Byzantine music / / Proceedings of the Royal Musical Associa .

Vol. 59. 1932-1933. P. 16).

§ 6. Testimonies of monuments on musical theory 51

that those books had been written much earlier. We can
also add that, according to careful research, such an im-
portant chant book as «Ztiynpdplov» already existed in the
VIIIth century?’. If it is really so, this means that in the
VIIIth century a book, consisting of chants written in the
same genre had been composed. This could have happened
only as a result of a lengthy development. And earlier, there
should have been a multitude of steps, where different types
of chants were not separated by genres. This once again
indirectly supports an ancient chant practice, which was
being exercised with an active usage of notation as a
background.

Consequently, all these facts show that the notation
writing system really existed. At this point the same question
arises again: what kind of notation was it — Ancient Greek,
«pagan» or maybe Byzantine, «Christian»? Or, maybe there
was a different (third) type of notation system, which existed

as some kind of transitional stage from one notation to
another?

§ 5. Testimonies
of monuments on musical theory

We must remember that Christianity did not reject
«pagan» sciences, which contained knowledge about nature
and the universe. On the contrary, Christianity accepted many
of them, after doing a little «clean-up», so that things corres-
ponded to the concepts of the new religion. The disciplines of
the «pagan» quadrivium, which contained music, also be-

47 Lazarevié¢ St. Tuympéplov // Byzantinoclavica 2. 1968. C. 298.
Though E. Wellesz dated the creation of this book in the IXth century

(Wellesz E. Byzantine music // Proceedings of the Royal Musical Associ-
ation. Vol. 59. 1932-1933. P.16).
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¢ camoil peauzueil, KaK decamu-cmpYHHUK € decsmpio 3an06ed5-
Mmu), — BO BCEM ocTaNLHOM, HaupHAA OT peJIMUMHBI MHTEpBa-
JIOB ¥ KoHYad cucTeMoi roHaJpHOCTEH, OH crenyeT «A3bIYecKo-

My» MY3bIKO3HAHUIO. Jla uHave ¥ HE MOTJIO OBITH, IOCKOJIBKY

3T TeopeTHUYECKHE [1OJIOIKeHUs OTPaKain peasibHOCTH, HETOA-
pracTHble N3MeHeHUAM, [POMCXOAMBILINM B peMruo3HbIX BO3-
apennax. U Kaccuopop B 9TOM He OIMHOK, TIOCKOJIBKY Bce na-
MSTHMKHM musica speculativa XpHUCTHAHCKUX BpeMeH BO MHOI'OM
HOBTOPAIOT MOJIOKEHU, AGBeCTHBIe HayKe eine Co BpeMeH IH-
¢aropeiiieB.

Bo propoil 4acT# CBOMX «Institutiones», MOCBAIEHHOH MY~
3pIKe, Kaccuoiop I BaXABI ynomMuHaeT TpakTarT, HamucaHHBIN
pexumM layjeHuueM, H HACTOATEJIBHO peKoMeHJyeT ero TEM,
KTO XO4eT MpHOOIIATECH K mysbike. Kaccuonop TaK)Ke CBUJE-
e bCTBYeT O TOM, 9TO «vir dissertissimus Mutianus transtulit
in Latinum»® (ucnycueftwul"t myx Myyuah nepesen [ mpyo-
Taydenyus] Ha 1amblib). BesycyioBHO, B aTOM CcjIeAyeT BUAeTh
CBUETEJILCTBO [OITyJIiPHOCTH yueOHUKA TayaeHUIHsA. B npoTHB-

HOM cliydae He BO3HHUKJI2 OBl HanO6HOCTb B ero nepeBone Ha

oneynowperrem,nyo JIaTbIHb.

JlaTHCKHI NepeBoA Taypesnuud He coxpaHuicd, HO camo
couyMHeHue AoIJo N0 Hac [oj, 3arjiaBueM: Todevtiov @Lr000-
9oV ‘Appoviki eiooyoyh ™ (laydenyud gunocopa Beedenue 6
zapJuouurcy).

1 camoe MHTEpeCHOE 3aK/II0UAeTCHA B TOM, UTO B ero 3aKJI0Un-

TeNpHBIX pasfenax, gauuHasd ¢ IJIaBbl 20, MpUCYTCTBYET OmMUCcaHue

npennerpeqecuoﬁ goTauuu. ABTOP HauMHaeT STOT pasfiest TaK:

“Expricovto 38 ol maAarol [Ovo- IJas 06o3HaUEHUA 18 36yro8
poot] Tpog mv onpocioy TV dpesHnue noAb306aIUCH <HA~
SORTOKOAdEKD PBOYYOV Kol Ypop- umenogsaHusMuU> U 6yrxeamu,
poot, 101G KOAOVPEVOLG oTLElolg HA36AHHbLMU MY3bLKEALLHBLMY

nepl GV VOV pnuéov.  Homami, 0 Komopblx celiiac He

poVoKOig,
06xo0umo cKasamb.

—

% repyman E. Cassiodori De musica. C. 11. O Taygenim CM. Cc. 19.
51 Gaudenti philosophi Harmonica introductio / / Musici scriptores
graeci. Recognovit prooemiis et indice instruxit C. Janus. Leipzig,

1895. P. 327-355.
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relat
witheicxil tt;:rthe] t]en commandments), in everything else startin
usic foll val length and finishing with the system of k &
e ;:e ows «pagan» musicology. It could not have ha eys(i
s S TWVl:f;ly}; because theoretical concepts reflectzlc)ler:lele
e t’h I tl'c were happening in the religious mentalit
oot e onllme._And the above quotation from Cassiodoruss’
all monume Z evidence supporting this proposition, because
fon Tepest ltlhi (:f musztca s]feculativa of Christian ',cimes of
oncepts, . . i
Pythagorean times. [ibeg dSStamHL, O SSHEnER, SUENHIR) KEGH
1
s s :Sf;ile (S:eco_nd part of «Institutiones», which is devoted
. certa'u; Gass(liodo?us twice mentions a treatise written b
sl audentius, and he strongly recommends it ty
N meng want to get- acquainted with music. Cassiodor .
o Latin;onsﬂ?hat «vir dissertissimus Mutianus transtulll'st
i wm »k] (skllfful Mutianus has translated [Ga;
or to Latin). Of cause, thi )
: . , this fact sh
EZE ularity of Gaudentius’ book. Otherwise there ;oo;:ishthe
1 n no need to translate it to Latin — a e
anguage. commonly used
Th i ;
.- tz (I;‘;ﬂtlél translation of Gaudentius’ work has not sur
the title: l'rc;mlsrene?’ o ;he Greek original has reached us under_'
: Viiov @LA0GOPoV ‘Appovikn el £51 :
SOPhZ; giudentius Introduction to h:?mgfz(;z(:;n (R ik
oy 2;am€st interesting fact is that start':ing from the
notation. Th A find a description of ancient Greek
5 e author begins this chapter the following way:

’E 2 \ 3 \ (3

u;(g:;c;\)'fo ieﬂot nodawol [0vo-  For defining 18 sounds an

6mmkai&o§a (p(;o cmuacn\av :c(?)v cient [people] used (names)

T B y'ylmv Kol yp(}p— and letters, called musical

oo ot \\)B.evomg onpetolg signs, about which it is i
G, mepi @OV VOV pntéov. portant to speak now i

-_—

50
Iej i i
5 g :lziuetz iE.h(:Jlassmdon De musica. C. 11. On Gaudentius see P
philosophi Harmonica introductio // Musici sc:ipt.olg.
res

8raeci. Reco ;
: gnovit prooemii seige o s ;
1895. P. 397-355. iis et indice instruxit C. Janus. Leipzig
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Z \ 2.8 s
1
Z 8 . 2 3 i \ o 9 ~

1780431
Cnepyiolllasi rjiasa 21, uanaraioomnias OCHOBHBIC npx:mn, e
d ovov
HOTAIMH, HAYMHAETCH CJIOBAMU: «@ewpnréoy & VOV 5;31 b
Lo ; ; ;
ko MPLTOVIOV TEELY TOV OTIHELDY, &v 1pOTOV CUVECTIIKEV » e
a3om co3
mb MOJAbLKO KaKuM 00p
Heo6xodumo paccmompe e
HHUB TaKyIo 3ajady,
aymoHam). Beimod :
nopa0ox Hom no no : i o
JeHLH TIepexofuT K pelIeHMIO clIefyIoLen (rnaBa 22}1)5(1 o
% , R  FLTOVIOV OTIRED
& EKKel i kovoviov T Kol THLTO
8¢ gxkeioBwoov MUV EML e
dpotovorg»®* (Ceituac e HaMU 6ydym usroneHvl H ranone
b5 HaMm). 3aBepIIHB 3TO
no noaymo ) \
HOMbL C 20MOMOHAMU ’ , anone.
3 TTOV OTHETN
naBa 23) « YTOAL3I0V 1p0
aue, oH nepeunciaser (I ; v oy
10 Siéwovov yévog» (Homui sunoauduiickoii. moHaabHoCMU

52 He mory He 0OpaTUTh BHUMAHUE HA TO, YTO Hepezixo @;n:;::;:,

usyvalome aHTUIHYIO My3BHIKY ¥ NUIIyIue na:{ ;}:;m;r;g:;unﬁe’m;
JIOBOM

OJAT yyog Kak «note» (Tem XKe C e ne”
n:gg:]n }I:ornma oBosHAuaeT He CMPYHY, & cmynend Mya;m:},::]:p;;us.mal
im) ,1/13 HocHeZHVX TPAKTOBOK TAKOTO PoZa cM™.: Barker :d S
Wri.t’mgs Vol. IT: Harmonic and Acoustic Theory. Cambri g‘:’ i
Press 19.86 P. 560-561 (u3 Index of words a?;li_ Htoi;cbigm Kel.; Crit'lcal

’ ; ides: EIZAT! :
it. P. 219-222. Solomon J. Cleoni ! ! critiee
(E;itim Translation, and Commentary. A‘Dlssertatmxin I_slt.xlt;rin;t;eartial
the fam,xlty of the University of North Carolina at Chai)e fl e
fulfillment of the requirements for the fiegree of Doctor o.1 1,
in the Department of Classics. Chapel Hill, 1980 (manuscr ﬁﬁo;mb; 16
212. CoBeplileHHO OY€BUIHO, gTo MOAOOHBbIE IepeBOAbl OIL oo ;Hax’
cxo.:xbxy Homa ¥ 36yK He OJHO M TO JKe: Homa — BCEro Jx s SRAPL
oBo3HAUAIOIIMIA 36yK B HOTHOM IHCHME. Kax MBI Bﬂ:::‘;ne oo,

ue aBTOpPBI, B O

b2 meMycs (GparMeHTy, ApeBH .

I;:;HZIy):o(}mnonoroa, XOpOILIO TOHMMATH 3TO, OCKOABKY ATA HUX ¢80YY0G
1 eHud.

u onpeiov — pasIUdHBE FBI

53 Solomon J. Op. cit. P. 349.

54 1bid. P. 350. .

55 B apTMUYHOM TEOpHH OpdTOVOL @Bbyyor — BBYKH, MMeIOLIUe OAHY
Ty 2Ke BBICOTY.

§ 5. Testimonies of monuments on musical theory 57

1 1@V povok@v onueiwv €kBeol; Musical signs were created in
Yéyove pEv €M OMUEldoel TV  order to define sounds, so that
@BOYYWY, Omwg uty T Ovopote k' it was not necessary to write
g€xaotov ypboorto, xai €vi &8  the name of each, and so that
OMUELR SOVOTO TIC ETYVOOKEWY Kod anyone could recognize the
dmoonuetodobot EedYYOV. sound by one sign%?.

The 215t Chapter describes general principles of notation.
It starts with the following words: «@ewpntéov 8¢ VOV povov v
ko Muitoviov td&v v onpeiwv, dv tpomov cuvéotnkevs® (and
now it is important to take a look at the way the order of notes
by semitones is created). After solving this problem, Gaudentius
goes to another one (Chapter 22) «Nuwi & éxxeioBwoav fuiv éni
kowvoviov 1o kol Mpitoviov onuelo odv opotdvorg»* (and now we
will describe on the small canon the notes with homotonoi®’
by semitones), and having finished this description, he
enumerates (Chapter 23) «"YroAvdiov tpdémov onpeio xatd 10
didtovov yévog» (the notes of the Hypolydian key in diatonos

2 I cannot ignore the fact that philologists, who study antique
music and who write in English, commonly confuse ¢8éyyog for «note»
(the same word is used often for xopdn, when a step in a musical system,
not «string» in meant). For some recent interpretations see: Barker A.
Greek Musical Writings. Vol. II: Harmonic and Acoustic Theory. Camb-
ridge University Press, 1986. P. 560-561 (from Index of words and
topics). West M. Op. cit. P. 219-222. Solomon J. Cleonides: EIZATQIH
APMONIKH . Critical Edition, Translation, and Commentary. A Disser-
tation submitted to the faculty of the University of North Carolina at
Chapel Hill in partial fulfillment of the requirements for the degree
of Doctor of Philosophy in the Department of Classics. Chapel Hill,
1980 (manuscripts). P. 146, 212. It is completely obvious that these
translations are wrong, because note and sound are not the same thing:
note only means a sign, which designates a sound in a notation system.
As we see in this quoted fragment as well as in many others, ancient
authors, in distinction from contemporary philologues, understood

this clearly, because for them ¢8éyyog and onueiov were different
Phenomena.

8 Solomon J. Op. cit. P. 349.
5 Ibid. P. 350.

% In ancient theory opétovor ¢86yyot — sounds that have the same
piteh.
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. ; ; = G ok Bllires
amoHruveckoMm aade), « Yrephvdiov TpOTOV OMUELX Komxato :(;Lnu—
vov yévog» (Hombl zunepauduiickoil moHalbHOCMU 8 dua

yeckom nade) n T. A.

CnenoBaTensHo, Kacenoaop 6B 3HAKOM C npesnerpﬁeq:;:l:
KOM HoTallMeil 1o TpakTaTy TayjeHIUA ¥ HHA CJIOBOM He O M *
BUJICA O ee mopouHocTd. Bosee Toro, OoH peKoMeHAyeT 3TO ¢ i
yMHeHHe KaK OJHO M3 HaubGoJsee ocuosa'renbm.lxv. BHatm'ry,mo
He BO3pakaJsl NPOTHUB NIPHOOIIEHNA K «HA3BIIECKON» HOTAall n.c _

Ho aToO AajieKo He elMHCTBEeHHBIN TpUMep HHTepeca Xp

1 HOTALlUH.
THaH K JpeBHerpeyecKon H )
O6paTUMcA K dMOXe KouctanTuHa VII BarpasropoAHOT

(905-959). Xopo1ro U3BeCTHO,

CTBOBAJI HAYKaM U YHHBEDPCHUTET

Keapuna®:

10 YOp EMOTNHOL, dptepmufhv
JLOVGLKTV GLOTPOVORIOY TEWHETPIOY
otepeopetpioy Kol THY €V Thoog
gmoyov @uocopiay, €K poxpod
xpoVOL Gpereiq Kol dpobiQn T@V
kpoToOvIQV GmolwAviag o’uceiq,
omovdfi dvekthoato, oV €
£KGOTT TOVTOV GPloTOVG TE Kol
dokipovg dvagntnoog Kol si)p(hy
Koi S1S0oKkGAOVg EMOTNONG, KOl
700 OTOVdALOVG AmoSeXOUEVOG TE
KO OVLYKPOTAV.

YTO 3TOT MOHAPX MMOKPOBUTEJE-
y. Tlo ceuperenscTBy I'eoprud

OHn ¢ 0cobbim ycepduem 8bLCO-
K0 NOOHAN YHUYMOINCEHHbLE 3Q
HenpodoaxumenbHoe GpeMA
paeHodyuLueH U HeGex ecmeom
eaacmumedeil Hayku: apug-
Memuxy, My3blKY, ACMpPOHOMUIO,
zeomempuio, cmepeomempuio u
aceobusyto gunocoguio. On pa-
3blCKAN AYYUWUX U CABHBLX 6
Kxaxnc0oil u3 HUX 3HAWUX yuu-
meaneil, NPUHUMAA U NOKPOBU-
menvcmeys do6podemenbHblM.
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mode), « Yneplodiov tpémov onpeia xatd 10 Sidtovov Yévoc» (the
notes of Hyperlydian key in diatonos mode) etc.

At this point we can see that Cassiodorus was acquainted
with the ancient Greek notation system through Gaudentius’
treatise; and he did not utter a single word about its «depraved
paganism». Moreover, Cassiodorus recommends this work as
one of the most substantial. So, he was not against using

«pagan» notation.

And this is by no means the only example of Christian
Byzantium’s interest in an ancient Greek notation.

Let us take a look at Constantine VII Porphyrogenitus’
(905-959) epoch. It is well-known that this monarch gave
science and the university his patronage. George Cedrenus

testifies®®:

T0G Yop EMOTANAG, GPBUNTIKNV
HOVOIKTV GOTPOVOIOY YEDUETPLOLY
OTEPEOPETPIOY KAl TNV €V Thooug
gmoxov @uiocogiay, €k pakpod
xXpOVOL Auerei kol Guadic @V
KPaTOOVIOV GTOA®AVIOG Oikeiq
omovdf)y Avektfoato, ToVg £¢°
ékdotn 100tV dpiotovg e Kol
doxipovg avolnifioog kol bpav
Kol S1800kGAoVG EMOTHONG, Ko
TOVG OTOVSNIOVG ATOBEXOUEVOC TE
KOL GUYKPOTAV.

With great effort he lifted
high the sciences, which had
been destroyed in a very short
period of time by indifference
and ignorance by rulers:
arithmetic, music, astronomy,
geometry, stereometry and ge-
neral philosophy. He found
the best and most famous
teachers in each area, accep-
ting and patronizing those
who were virtuous.

OBLI
CorjiacHO PYKOTHCHOM TPaJMIMHU 3TOT MOHApPX U caM He
57
By °'.

Yy J F’HMHOTBOpYeCT .
BrioJiHe BO3MOYKHO, UTO MMEHHO B PaMKaX aKkiuH, omuc
noii Teopruem KeapuHBIM, Koucrantul VII mopydumni HElZOM;’
JTHOHMCHIO CO3JaTh KOMIEHANYM, KOTOPBI# OBI COCTOAN 1; pI,x

GoT aBTOPUTETHLIX aBTOpoB. CucreMa cpe/lHeBEKOBOTO KBaAP

i i i ltera. P. 326.
5 Georgii Cedreni Op. cit. Tomus alter ’ ( _
57 TlompoGHee 00 9TOM CM.: Ztabng I 'H Aemnevxao;lziog 6:11(\;02
ypopio &v T BuGavtivi) Melorovie. “A8fivon, 1971. Z. 31, 33, 54, d
66, 73-74, 82.

According to the manuscript tradition this monarch also
composed hymnology himself?’. _

It is possible that George Cedrenus meant that Cons-
tantine assigned to a certain Dionysios the composition of
a compendium, which had to consist of works of autho-
ritative authors. The system of Medieval quadrivium that

%6 Georgii Cedreni Op. cit. Tomus altera. P. 326.

7 More detailed information about it see: Zrdbng I. ‘H Asxorevio-
ovlaBog ‘Ypvoypagia év 1fj Bulavtiviy Melomorig. &AOfjvar, 1971. 3. 31,
33, 54, 61-62, 66, 73-74, 82.
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BAyMa, BKJIIOYABIIAA U MY3BIRY, HyXAaJach B yueGHuKax. [luo-
HUCHii, BHITIOJNHAA MOpydeHne MOHApXa, OC-TAHOBHICH HA co-
ypHeHMH cTapua Bakxus, O KOTOpPOM He COXPaHHJIOCH HHUKa-
xux ceefexuii. Ho B 6o IbIIMHCTBE COXPAHNBILIMNXCH pyxomnuce#
HocJie UBJIONKEeHus COUMHEHNH cieAyeT aNuUrpaMma, B KOTOpO#

uMIIepaTop KoHCTaHTHH BBIBOJHUTCHA KakK BJIOXHOBPITGJIB u 110-
58.
) G

KPOBUTEJB aToil paboTh

Tfg povoukfic Ehefe Bokyeiog Tépwv
Tovovg TpoOTONg HEAN T8 KoL CUHQOVIOS.
Tobtw cVVEdL Alovio1og YpAgV

Tov MOUPEYLOTOV seondtny Kavotaviivov
Topov EpacThY Seixvoot TEXVTIHATOY,

Tov TV AIbVIOV Yop COpdV TOUSEVRATOV
"Egevpethv Te Kai Sotny TenVoTaL

Tawtng mpooctikev ovdoyLidg eivar Eévov.

Cmapey Baxxuit® nepeiucaul

Torayuu, monanvhocmu®’, menocvl U €036YUUA.

Bmecme ¢ HUM nuwyujuil [amu cmpoxu ] JuoHucuil
Beauuailwezo 61a0bLKY KoncmaHmuHa

Mydpozo noxasvieaemn noyumamenem UCKyccme,

H60 momy, Kmo A6uLca usobpemamenenm u dapumeanenm
Beaueckux myopblx OUCYUnIUH,

ITodo6aem He OGbLmb yynObLm eil.

8 pMathiesen Th. Ancient Greek Music Theory. A Catalogue
Raisonné of Manuscripts. Minchen, 1988 (Intemational Inventory of
Musical Sources. Published by the International Musicological Society
and the International Assotiation of Music Libraries, Archives and Do
cumentation Centres). P. 81. Cu. Taxoxe P. 147, 227, 244, 488, 493-494,
597-598, 718, 756.

59 l3-3a «pASHOSBYUMIL», BOSHHMKAIOWMX IIPH «peMXIMHOBCKOM» M
«2Pa3MOBCKOM» crnocobax uTeHHd, B PYCCKOSBBIUHBIX TpaHCKPUIIUAX
NoABAAOTCH HE TOIBKO Baxxuil u Baxxuil, HO TaKie Bpuennuit #
BpuenHuit u T. I B manHOM! pa

60 Cygsa mo aToMy mepedYncIeHnIO,
pa36npammm‘&cx B CeMaHTMKe MYy3bIKalbHBIX TepMUHOB, IOCKOIBKO TOv05
u tpémog B AAHHOM KOHTeKcTe — CHUHOHWMEI (monpo6uee 06 3TOM cM.:
T'epyman E. AuTH4HOE My3bIKaJIbHOe MbIIIIeHME. JI., 1986. C. 61-69.
On xe. MyssikanpHas GosuuaHa. CIl6., 1995. C. 89-93). meHHO 1O~
aToMY A OBLI BBIHYXAEH IPH mepeBofe HaTh ¢TOHALMM, TOHANBHOCTH

GoTe IIPUHATO COBPEMEHHOE yTeHUe.
srUrpaMmy mucall UelioBex, He
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z(s):ii:rilr;ad tml;‘s;;:l, needed textbooks. When fulfilling the
ent o e monarch, Dionysio id i
to the works of Bacchi ’ e
0 us the Old (no informatio

. . n b
hm'l tlas survived). But in the majority of extant I?la?l?lt
scripts, at the end of the work, an epigram could be found_

where Emperor Constantine i i
is bei i i i
and a patron of that work3®: ing praised as an inspirer

T":‘]g povoikfig érefe Bakyeiog I'épwv
Toxl'oug TPOTOVg PEAT Te KOl CURPOVIOG.
ToV1® cVVEED AlOVIoLOG YPAPMY

Tov \naguéywtov deondtny Kovotavtivov
E(\)(povﬂepac‘cﬂv deixvool exvnudtov,

:[‘ov IOV ATAVTOV Yap COPAV ModeVUETOV
E(pf:uperr’]v Te xol 3otV mepnvotal

Tabtng npoofikev oVdopdg eivor Eévov.

Bacchius the 0ld?? listed
Zl’h(ej :onal}z‘ties, keys® meloses and consonance
nd together with him Dionysius i iting [
, who is writing [th i
Shows the Greatest Ruler Constantine e
The wise as one who reveres arts.

Because one who bec i

: ame the inventor and b

Of different wise disciplines estower
Should not be ignorant in this regard.

% Mathiesen Th. Ancient G i
s h. . reek Music Theory. A Ca
MuSicax;eszirliasnu;c;ﬁ?t}sl. Miinchen, 1988 (Internation};l Inventtil;;gl;:‘
arusical Intemat;o 1 11; ed. by the International Musicological Societ
ki £ Centrr;z) . sgtimtémn of Music Libraries, Archives and Do}i
SSTEERS. TS, To8 . P. 81. See also: P. 147, 227, 244, 488, 493-494,

59 D . .
e ;Jiz nt?emcilt\,;:er(silnes of px:onupciation in the «Reichlinian» and
o h'o s of reading in Russian transcription we can
g y Vacchius and Bacchius, but also Vriennius and Brienni

& wles work we used. a contemporary pronunciation. =
man whe o ::(; (f:o;l the list in the epigram, that it was written by a
s Sl e ot o good at the semantics of musical terms, because
e byt Ai b given as synonyms (see more detailed information:
P My%.m YHOe MY3blKajbHOe MbluLIeHKne. JI., 1986. C 61—69'
5 anbHad Oosnmana. CII6., 1995. C. 89-93). That i's hy i :

slation I was forced to used the words «tonalities, keys:v 7
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Ha npom‘amem»m ,lIJIIdTeJIbHOI‘O BpeMeHu CUUTAJIOCD, yTO B

smuUrpamMme rofpasymeBaeTes KoncranTuH 1 Bequkuit®'. Onna-

KO BIIOCJIEICTBHU yTBEPANJIOCH MHeHHe, 4TO 3/ech peddb uzeT o
KoucTaHTHHe viie.
Cejiuac NpUHATO cyuTaTh, 4YTO U3 Bceil aHTOJIOTHH, coCTaB-

neHHoit [{uoHUCHEM, yiesesio TOJNBKO O[{HO COUMHEeHHE, TI0CBA-
1eHHoe mysbike®. IMeHHO TOJILKO 9TOT OMyC HoHecsnd Ji0 HaC
PYKOIHUCH. KoneuHo, Bce 3TO KpaitHe CTPaHHO M 3araJlo4Ho.
Tlouemy u3 Bcero CBOA2 pabor coxpaHuICH ronpko on? Kyaa
JeJIUCh ocranpHbie? MoxeT OBITH D;nonucuﬁ 10 KaKnNM-TO MpH-
yHHAM He BHITIOJHUJ 10 KOHIla IPUKasanue pMmepaTopa u orpa-
HUUMJICA JUMIb yKasaHHBIM counnenuem? Ha Bce 3TH BOIPOCHI

noKa HeT oTBeToB%t.

PR

61 Cp., manpumep: Jan C. Die Eisagoge des Bacchius // Beilage
zum Programm fiir das Schuljahr 1889-1890. Lyceum zu Strassburg
im Elsas. Strassburg, 1890. S. 24. Idem. Musici scriptores graeci.
Leipzig, 1895. P. 283-286.

62 Cm.: Pohlmann E. Bakcheios, Pseudo-Backheios, Anonymi Bel-
lermann // Die Musik und Geschichte und Gegenwart. Allgemeine
Enzyklopadie der Musik. Ed. Fr. Blome. Bd. 15. Suppl. Col. 422-424.
XoTs CPaBHUTENBHO HeJAaBHO NpH ny6anKanum auruiickoro nepesoia
counHeHNsa Baxxus BHOBb Belach pedp O KomcranTrHe BeqlKoM (Stein-
mayer O. Bacchius Geron’s Introduction to the Art of Music /]9 ournal
of Music Theory. Vol. 29. 2, 1985. P. 271).

63 Cm.: Pohlmann E. Bakcheios, Pseudo-Backheios ... locnennee
ysgaEue rpeyecKoro TEeKCTa «Eicoyoyh XIS povoikfig Baxyeiov tod
T'épovtog » (Bgedenue 6 uckyccmeo My3viku cmapuya Bakxusi) cM.: Bacchii
Gerontis 1sagoge // Jan C. Musici scriptores graeci. P. 203-216.

64 He cymecTByeT ILOKa oTBeTa M Ha BONIpOC O CBASK 5TOrO COUMHE-
pus Bagxus ¢ APYr4M, raKsKe HASBIBAIOIMCH BsgedeHue 6 uckycemaeo
MY3biKU cmapyd Bakxui ¥ o yOaMKOBAHHBIM . ®p. BennepMaHHOM:
Anomymi Scriptio de musica. Bacchil Senioris Introductio artis musi-
cae. E codicibus Parisinibus, Neapolitanis, Romano. Primum edidit
Fr. Bellermann. Berolini, 1841. P. 101-108. TexcTsl oboux <«Bsene:
Huii» He UMeIT Mexxay coboit Huiero obero, HO, KaK 210 HU CTPAHHO,
HOCAT OAWHAKOBBIE 3arnaBusd 4 [PUIMCHIBAIOTCH ofHOMy W TOMY Ke
aBTOPY- CoBepliIeHHO oueBUAHO, 4YTO 6ennepmam{oacxuﬁ Baxxuit, 0e4
30TOBOPOYHO ClefloBalt nudaropeicKuM 3aBeTaM ¥ B payuHo#l cpene €
HepeaKo HAMeHYIOT «JlceBno-BaxxueM» (a uHOTAA ¥ «Hcenno-llnonncﬂ_
em»). TpaKTaT Xe, npensapmomm‘ica mocBAIEHNEM uMnepaTopy KoH
cTaHTUHY, OCHOBAH Ha coBepLIEHHO MHBIX NpUHIUIAaX. Dra 3arajgxa € '
JKJeT CBOero paspelieHH.

g . estimontes ’ m nis on mus h y
5 1 st 0 (4] onuments o ical theor 63

’ n

Now, the generally accepted point of vi
:gﬁrw(l):geywi?i devoted to .music has sjr:;f:d Sctitteso; -
B S be}; it | l(l)gether by Dionysios®. This is the only o ?lrsl
of this sounds st::flsgs: ZII:Z II:;:: rYed mafil e ReallYopall
of this > erious. Why is it tha
Dionysgéztfzi :vorks only this one has survived?t lf\‘zzmbz
- Wom:,hreason had not fulfilled the Empergr’s
S qu;:- at opus the only one in the anthology?

ions can not be answered yet®. &

61
For example, see: J :
’ : Jan C. Die Ei
zum Program it . sagoge des Bacchi :
i Elsasg. Strf:gsftl:r das Schuljahr 1889-1890. Lyceuxfl ;‘;S S/t/ Beilage
Lotz ssburg, 1890. S. 24. Idem. Musici . rassburg
Pzﬁlzg, 1895. P. 283-286. ici scriptores graeci.
See: Pyhlmann E
. Bakchei
Bellermann . i ios, Pseudo-Backhei .
EnzYklopndi{,/ lee Musik und Geschichte und Gegenw elfs, Anonymi
But just recent(;r Musik. Ed. Fr. Bleme. Bd. 15 Supplarc' 1A ooty
o ck‘arlyys;: 1:_Jihpv.xbhshed English translation of ﬁa:cilfuzz’_‘lz‘i'
Bacehius Geron’s Int € nal’?le of Constantine the Great (Stei s’ work
The ntroduction to the Art of Musi inmayer O.
OI‘E?/.SZOI. 29.2, 1985. P. 271) usic // Journal of Music
e: Po &
leabion of Grz:]l(n;r::z(: E. Bakcheios, Pseudo-Backheios ... The last
(Introduction to the Atflz(?:lm éyvng Hovowkfig Baxyeiov tod I“é;s)o\?cléb-
J s ; usic) see.: o . G»
an (é; ‘I;{tu:lxlgl scriptores graeci. P? 2;%_21:26‘01111 Gerontis Isagoge //
the rEIat'mnSL; :t(:r;t it is' impossible to answer the question re i
work: published b e; this work, written by Bacchius, and d'gardmg
of Music by Bacchy r. Bellermann called «Introduc’tion : iterent
Senioris Introdu ius the Old»: Anomymi Scriptio de musi o the Art
politanis. Rom ctio a‘rtls musicae. E codicibus Parisi 1‘ca, Bacchii
P. 101-108 Ita Iilg.ipflmuin edidit Fr. Bellermann Bei'l(l)i?ltlis, 111\31:!;-
ductionss ha nteresting to notice that t ’ ’ .
ity one» have nothing in common, but both s o ety S
obvious] . cribed to the same author. Bell a’Ve © same
is often ial;r:é:lsely followed Pythagorean precep:“fn&.s Bacchius
larly environ «Pseudo-Bacchius» or «Pseudo-Dionysi is Bacchius
is based op ag’ﬂl\t-t And a treatise devoted to Empysmsa in a scho-
s solutely dif S eror Constanti
olved. y different principles. This riddle is stilialt],:;nl::



64 § 5. Ceudemeabcmea Mysbmaﬂbno-meopemuuecxux naMSMHUKOE

CymiecTBeHHOM 0CcOBGEHHOCTHIO 9TOTO TPAKTATA Bakxus sABJA-
eTCsl TO, UTO OH M3JIaraeTcs He B HOBeCTBOBATEJILHOM MaHepe, & B
dopMe BONPOCOB ¥ OTBETORB. A M3BECTHO, YTO BONIPOCOOTBETHUKH
GBLLIM XapaKTepHOH yepTOH BU3aHTHHCKON yueGHOM JKUSHHA. Coza
sKe cliefyeT AO0aBUTDH, ITO pajKHeiIue TeopeTUIECKH1e oJIo Ke-
HUsI B TEKcTe COYMHEHUs O4eHb 4aCTO MIUTIOCTPUPYIOTCH «A3bI-
gecKMMH» HOTHBIMM IIPEMEPaMH. 71 B 5TOM OTHOIIEHHH BOITPOCO-
OTBeTHHK CPOJHH APYyruM naMATHMKaM musica speculativa,
CUMTAIOIMCS CO3/JaHHBIMU B panneauaamuﬁcxym amoxy®.

Kpome yxe yIIOMUHABIINXCA counHenui ayaeHnusa 1 Bak-
X#si, K HEM OTHOCAT TaK HasbiBaeMBIX « AHOHHUMOB BesuepMaH-
Ha»%8 — «Téxvn povotkfic» (M ckycemso MY3blKU), TAE CTIONIb X
pAJOM TeopeTHIeCKUe [0JIOYKeHUA TaKXKe UIJUTIOCTPUPYIOTCA HOT-
HBIMHM IpUMepaMH B A3BIUEeCKOM goTanuu®’.

Kazanoch 6bl, 4TO 3/€Ch HET HUgero ocob6eHHOTro, MOCKOJIb
Ky 06mien3BecTHO, yTO BU3AHTUHCKAA musica speculativa mo-

BTOpSJIa TOYHO WM C MCKaKeHUsIMU OCHOBHEIE TIOJIOYKEeHHUA
aHTHYHON TEeOPHH myseiku®®. Ho B TOM-TO ¥ neno, 94TO corjac-

[OMHMTBH O TOM, 4YTO abconoTHOE GONBIIAH-

65 HyxHO IIOCTOAHHO
y3BIKaIbHO-TeOPeTHHECKUX MCTOUYHMKOB

¢TBO YIOMHMHAaeMBIX 3/€eCh M
ceiiyac He moagaeTcH aaxe npn6nu3wrenbnoﬁ JaTHpOBKe.

66 Tpy HeGONBIIMX Mysbmanbuo-'reope'mqecxux onyca, Ha3BaH-
15 — yoKe yIOMUHABIIErocs HeMeIKoro
BennepMaHHa (CM. CHOCKY 63). Ho co-
MIpUIIMCHIBA-

HBIX B UecTh UX nepBoro uanaTte

dunomora HoranHa Ppuapuxa
yuHEeHUA ITUX AHOHUMO06 HUKAK He CBASAHBI ¢ TPAKTATOM,

joruMes Baxxuio U ony6IMKOBAHHBIM B 2TOM >Ke HM3JaHuM.

67 Anonyma De musica scripta Bellermanniana. Edidit D. Najock.
Lipsiae, 1975. OcobeHHO CM. CTP. 1-4, 19-21, 24-33. I 3peck He YIIO-
MUHAI0 caMbiil OCHOBHOI MCTOYHHUK IO npennerpeqecxor}'x HoTauuvl —
*Adoniov Elooyoyh povown (Beedenue & MY3bIKY Aaunua), MOCKOJIbKY
Anf ero NATHPOBKU B HacTogflee BpeMs BoodIle HE cylecTByeT Aaxe
TIpUOIN3UTENbHBIX BpeMeHHBIX KOOPIMHAT. Ecim B XVII Bexe ero Aa-
ruposanu 11 B. (Meibomii M. Lectori erudito // Antiquae musicae
auctores septem. Graece et Latine. Marcus Meibomius restituit ac notis
explicavit. Vol. I Amstelodami, 1652), a cpaBHUTEIBHO genapHo — IV
(Michaelides S. The Music of Ancient Greece. An Encyclopaedia. London,
1978. P. 12), To Ha TeX Xe€ «OCHOBAHUAX» U C TeM Xe ycmexoM ero
MOJKHO OTHeCTH U K Gonee panHeMy, ¥ Gonee noa3gHeMy BpeMeHU.

68 TJonpobuee 06 dTOM CM.: T'epumat E. TepMUHOIOTUYECKHE napa-
JIOKCBL BU3aHTUIACKON «musica theorica» // BusaHTHICKAA BpeMeHHUK.

§ 5. Testimonies of monuments on musical theory 65

Way(j);l:f Zl;bstantial §eculiarity of Bacchius’ treatise lies in the
composed: not in the form of narrati i
. ion, b
i“z;'z of questions and answers. And it is well known :}tui;l tg;:
was very common for Byzantin i ;
- . e educational handb :
" astc;,mv(;r::tsshic:lult(}l1 mtenttlon that most important theore(;(i)r:l
e text often are accom i
: ' panied b
go:clat.lon claxamples. And in this case this «question Y_ 2:125\:11'»
afe : }ii :;; ;:::id 1};10 othl;a: monuments of musica speculativa whic;
o have been written in the earl i ;
y Byzantine epoch®
imp(])ﬂrxt(;;;;t for works of Gaudentius and Bacchius, it Ii);)CaIS(;
o menti :
e s ion the so-called «Bellermannian Ano-
gt concept)s(v:r:ou?éx‘?g d 1(]The Art of Music), in which theo-
. widely i i i
e o o e T y illustrated with examples written
e Atbflrst glz?nc‘e, it looks like there is nothing exceptional
her et,. ecause it is well-known that Byzantine musica
e a w: reflected (Precisely or with some distortion) msﬁie_
ncepts of the antique theory of music®. But the point b
2 is

65
W ;
coureas | :mnlx;;.st ;:onstant]y k.eep in mind the fact that most of th
nusica theory, which are mentioned in thi "
even G%pprommately be dated. ey Rt
T : £
were naril:(sie i;rehzl:ll(')eue mefdltllllm-mzed opuses on musical theory which
Te N r o eir first bli
. publisher — G
: é’;;dn:e}:i Bellermann (see footnote 63). But these An:;lman D
\ ec to t}.le treatise, ascribed to Bacchius, which 6 DTS o=
in the some edition. » Which was published
67
Anonyma De musica scri
Ano e ripta Bellermanni idi j
;)Ii::!;tiLlpsme, 1975. Espesially see P. 1-4 19_1;111&25(1;%1'5 IDci oy
on a main source on ancient G . — e o
A : ) reek notation — ‘Alvni i
woy::{ t:;),mml élntroductwn to the music by Alypius) b::z;(:lus El;g-
gl da;:()i be (Il;ated (even approximately. If in the X’VIIth ceilt y
P s ‘y th century A. D. (Meibomii M. Lectori eruditoury
e §1cae auc.tores septem. Graece et Latine. Marcus Mei 4
o ;noss ituit ac l‘{otls explicavit. Vol. I Amstelodami 16?’)2 s
i é‘::::: d‘:t;ng — IIVth century (Michaelides S. "I,'he Mu)s’icarcl)cé
hmras s ncyclopaedia. London, 1978. P. 12
and me «xl‘easons» and equally well it can easily b e 'on
ey y be dated by earlier
68
More detailed informati
tion about it 3
. a it see: I'epyman
€CKMe TIapafoKCHI BU3aHTHIICKOM «musica the(‘:’rl;ca» /I/Z'B'SIZPMKH;
aH TN -
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HO OCHOBHBLIM YCT2aHOBKaM JpeBHETPeYecKoil HAYKH O MY3bIKE,
HOTALlMS He ABJIAETCS ee PasjesoM. Bojee TOTo, TaKoif aBTOPH-
reTHbII CBUAETE]b B AHTHYHOM MY3bIKOSHAHUM, KaK ApHCTOK-
cer (IV B. 0 H. 3.), COBEPLIEHHO SCHO yrBepxkAaeT®:

od yap St mépag g dppovikiic
gMOTAUNG &0TLV 1| TOpAOT-
povtikn, GAN 038 pEPOg itAY
... 00 Y&p Gvorykodov €0TL TOV YPOL-
wépevoy 1OV gpUYIoV BEAOG Kol
dpota ye eidévon 1 g0t 10
gpOyov péhog, — dfidov én ok
av ein Tfg eipnpuévig EMOTANTG
Tépog Tl TOPACTIHOVTIKT

ymo Homauus He A6AAEMCA
yeavto 2apMOHUYECKOU nayxu’,
u daxce Hurakoil [ee] wacmbio
.. NOCKONLKY 3anucasuiemy gpu-
euiickuil menoc [8osce] He 064
3ameabHO X0poulo 3Hamb, Lmo
makoe QpuzuilcKuil meroc, [u
omcioda ] AcHO, WMo HOmMayus ne
moxcem Obimb UYeablo YKa3ah-
HOilL HAYKU).

Wuaue ropopsi, ApUCTOKCEH He CUMTaeT HOTaIUIO [eJioM,
NOCTOMHBIM Y4€HOTO, saHMMalIlerocs M3yuyeHHeM MY3BIKH
(6 povorkdg). OTO «BOTIMHA» npodeccHOHANBHBIX My3bIKaHTOB,
TO eCTh TeX, KTO I10eT 1 urpaer. A oTHoIleHHe K HMM B aHTHY-
HOM Mupe (BO BCAKOM cljiydae BO BpeMeHa «BBICOKOH KJIacCH-
KU», 3aBeplIeHue KOTOpO# elje 3acTaja ApucTOKCeH) o0IIens-

BecTHO: NpodeccuoHalbHbIe
CBOOOJHOPOXKJEHHOTO Y€eJIoBe

HBIM BSTJSAJ paclpocTPaHsAJIC

3aHATHA MYySBIKOH HEJIOCTOHHBI
ka. ITomo6HbIA NpeHebpeskuTe b
s 1 Ha paboTy MY3BIKaHTOB-NPO-.

¢eccHOHAJIOB: OHU MOTYT XOPOIIO IeTh ¥ UrpaTh, HO He B CO-
cTosHNM OoLleHuTh amoc (fiBog) NCTIONHAEMOTO MMHA MY3BIKaJIBHOT'O

T. 51. 1990. C. 183-192. OH xe. My3BIKaJbHO-TEOPeTHHEeCKNEe 3HAHUA
Muxauna Hceana // Tam xe. T. 54. 1993. C. 75—-80. On oce. My3nl-
KaJpHAA KyJIbTypa Mo3iHei Busautuu // Kyaprypa BusanTui. T. III.

C. 528-550.

69 Aristoxeni Elementa harmonica. Rosetta da Rios recensuit.

Romae, 1954. P. 49.7-8, 12-16.

0 Crporo roops, «rapMOHUKAa» (Gppovikn) — pasfern aHTAYHOTO
MY3bIKO3HAHUA, IOCBAIIEHHBIA M3yUeHUIO JUILIb 3BYKOBBICOTHBIX ac-
IeKTOB MY3bIKH. OIHAKO, MOCKOIBKY OHU ABIAKTCA crempuuecKoi
0COBEHHOCTHI0 TOJNBKO MY3BIKATBHOIO MaTepuana (B oTiuuue oT PUT-
MUKHM ¥ METPUKH), TO HepeaKo 3TOT TepMMH MHCIIONB30BAJCH Boobiie
A OMpeseNeHUs HAYKU O MYS3BIKE.
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that according to the main concept of ancient Greek musi-
co!og-‘y a notation was not considered a part of it. Moreover
this is what Aristoxenus (an authoritative witness in antiqué
musicology — IVth century B. C.) clearly states®®:

(31) yde 6 m’épag g appovikfic  That notation is not a goal of
Emotiung oty f mapaon- harmony science™ and not
p(xv,mcF, fo’ ovde pépog 0VEv  even any part [of it] ... becau-
... 00 YOp awaiév €0TL WOV Ypa-  se one who writes down the
\ildpsvov 0V ’(pp'l')‘YlO\' pérog kol  phrygios melos should not
aptow y(:: eidévon 11 €omt 10 [necessarily] know what
(Epuy:ov ueko?, — Ofirov 6t o0k phrygios melos is, [from this
ocy em(tﬁg eipnuévng émotung  fact] it is clear that notation
TEPUG T TOPOUCTILOLVTLKT] could not be a goal of the
indicated science.

In other words, Aristoxenus is saying that notation is
_nOt worthy of someone who studies musie (6 povoiwkédc). This
is the «.ancestral land» of professional musicians thos;a who
coulc'l sing and play. And an attitude towards t;IOSe people
(dl{rmg times of the <«high classics», the sunset of which
Aristoxenus had observed), is well known: professional stu-
dy of music is unworthy of a freely born man. This same
dlsregard can be seen towards professional musicians: the
can sing and play very well, but at the same time, those I;eoplz
are unable to evaluate the 1ifoc of the performed material
because they do not understand its merits and demerits. Thc;

ckuit BpemenHuk. T. 51. 1990. C. 183-192. Idem: My3abxanpHo-Teope-
';‘qucxﬁe sHanug Muxauna Ilcenna // Tam xe. T. 54. 1993. C. 75-80

em. MysbIkanbHad KyJAbTypa mosaHeili B . s :
sagTumn. T. III. C. 528-550. P i Fprmgs. B

69 ;
Roma:ie,ﬁrg;?xgzi4;?:};ir;,m1t£21_1;gl:momca. Rosetta da Rios recensuit.
0 ;
— P(;':mizldy,t«harmox‘like» (dppovikn)) — is a part of antique musi-
it ,HO “:ro t¢1>1 studying aspects of musie, bounded with sound
mater'-ial itse:;;:r, te;sz aspects are specific particularities of musical
o al (not like rhythm%c anfl metrics). But this term is often
general word for music science.
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MaTepHaJia, IOCKOJIbKY OHM He TMOHUMAKT HHU ero JOCTOMHCTB,
HHM ero HeJIoCTaTKOB. AHAJIN3 TaKUX ACIeKTOB MY3bIKM BXOJUT
B KOMIIETEHIMIO YUEHBIX, 3aHUMAIOIIUXCS UcCiIeJOBAHNEM Ha-
yKku o my3sike. HoTanum He HAXOAUTCS MeCTa Cpeu Iepeduc-
JigeMBIX APHCTOKCEHOM pa3JieJIOB HAYK! O My3bIKe (zapmonuxu).
CorsiacHO y6eXAeHHAM 3TOro BHIAAIOIIErocsa y4eHUKa APHCTO-

§ 5. Testimonies of monuments on musical theory 69

analysis of these aspects of music is in the bailiwick of
scholars, who are working in the field of musicology. There
is no separate part assigned for notation among the listed
sections of music science (harmonia). According to the

perspective of this outstanding student of Aristotle, for a
real scientist™:

TeJs s TOAJIMHHOTO ydeHoro !:

TOAMY yap 81 kol Etepa VmapyEL
[1], xoB&mep del Aéyeton, T®
HOVOIK®" HEPOC Yhp €oTIV M
dppovikn mpaypateion thg 100
povowkod #ewg, kabhnep 1 1€
PLBIKT KoL MPETPIKN Kol Op-
YOVIKT].

cywecmayiom u mHozue dpyzue
[npo6aembt], KAk nOCcMOAHHO
2080puMCA 6 OMHOWEHUU CcBe-
dywezo 8 My3bike, ubo zap-
MOHUYecKas Hayxka — [monb-
Ko ] wacms énadenus ceedyuie-
20 6 MY3blKe, KAK pUMMUKQ,

oA YOp SN ko Etepa Ddpyet
[1], xaBbnep &ei Aéyetar, T
HOVOIK®D" pépog Yhp £oTiv 1
appovikn mpaypateior tfic t0D
povorkod E&emg, kabdmep 1 te
PUBIKT Kol PeTPIKT Koi Op-
YOVIKT].

there are many other different
[problems], as it is often said
regarding those who are know-
legeable in music, because
harmony science [is just] a
part of posession which one
who is knowlegeable in music
obtains, just like rhythmics,

Mempuka U OP2aHuKaQ.

Horanusa B NpUBeIeHHOM IepedyHe OTCYTCTBYeT.

DTOT 3aBET CTPOTO BHITIONHSAJICA AHTHYHBIMU aBTOpaMu. Mel
He HajileM HU OJHOTO MY3BHIKaJIBHO-TEOPETHYECKOro TPaKTaTa,
CYUTAIOIIETOCH CO3JAHHBIM JI0 OCHOBaHUS BH3aHTUACKOA MMIIe-
PHE, KOTOPBIN COEPIKAT XOTA GbI OTAAJIEHHbIA HAMEK Ha omuca-
HMe HOTHOII cucTeMbl. 1 KaK HA CTPaHHO, HO MMEHHO paHHeBH3aH-
THICKHe PYKOBOJCTBA IO My3blKe HAPYILIUIA 3TY TPAJHLIHIO. Korma
HeT HeTopuyecKuxX GaKkToB, CIIOCOOHBIX IOMOYbL TOUHO na’mp?Ba'rL
STH TPAKTAThI, & TAKXKEe IPH OTCYTCTBUH SBHO BRIPA)KEHHOW MH-
IUBHUAYaAJLHOCTH MX COEPXKAaHMA, [Jie IePecKasbiBalOTCA OCHOB-
Hble naparpadbl aHTUYHOM TEOPHUHM MY3BIKH, — HCIIOJb3OBaHHE
B 5THX NIAMATHUKAX JpeBHerpedecKoil HOTAIUM ABJAETCA IYTh
JIX He eAUHCTBEeHHLIM [IPU3HAKOM, COIJIaCHO KOTOPOMY UX MOJKHO
OTHeCTH NPUGIH3UTEJBHO K OJHOMY M TOMY JKe BPeMeHH.
Y ecyn 3TO feiiCTBUTEIHLHO PAHHE BUSAHTUICK U IIePHOJL, TO CKJIA-
IbIBaeTCA MpeicTaBJeHle, YTO MMEHHO B 3TO BpeMA aBTOPBI My3bl-
KaJIbHO-TeopeTH4YeCKNUX DYKOBOJCTB, Hapylas aHanm:Io Tpagu-
110, CTPEeMATCS JTMKBUANPOBATEL Pa3PLIB MEXKY TeOpUer My3bIKU
U ee NpaKkTUKoM. YeM ellle MO¥KHO OOBSACHUTE CTOJIb CUCTEMATH-
yecKoe TOsBJIeHHEe HOTHBIX peasuili B yue6HMKax? Uro apyroe

" Aristoxeni Op. cit. P. 41. 8-11.

metrics and organics.

Notation is not mentioned in this list.

All of the antique authors precisely follow this precept.
We will not be able to find any treatise on musical theory
(dated before the foundation of the Byzantine Empire)
that would have had even a slight hint about the notation
system. And no matter how strange it sounds, first early-
Byzantine musical manuals were the first ones to break
that rule. No historical facts are known which could help
to date treatises, where paragraphs of antique musical
theory are being explained. The only sign, which unites
them and helps to relate these treatises approximately
to one period, is the broadly used notation system of the
ancient Greeks. And it is really in the early-Byzantine
period, when we can assume that during those times aut-
hors of manuals on musical theory were breaking the
antique tradition by trying to destroy the boundaries bet-
ween the theory of music and its practice. How else can we
explain a fact that notation systematically appeared in the
textbooks? What other things could force the writers of

" Aristoxeni Op. cit. P. 41.8-11.
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MOTJIO BHIHYAHTH WX COCTaBUTeJNeH WJUTIOCTPUPOBATh HOTHBIMH
IpuMepaMy UCKJIIOYUTENbHO TeopeTHYECKHE naparpadsi?

JI:060i1, KTO O3HAKOMHUTCH € COUMHEHUAMHU Taynenuus, AHO-
qumoB Besepmanna, Baxxus (u no6GaBuM ciofia — C TPaKTa-
Tom Anunus’?), 6e3 TpyAa MOWMeT, YTO HCHONL3OBAHAE B HUX
3JUIMHCKOM HOTAI[MH HaIlpaBJieHO Ha TO, yToOBl MOCJe Hu3yye-
HAA y4eOHOTo TeOpeTHYeCcKOro Kypca OBIBILIMH yUeHHK MOT J0-
CTATOYHO XOPOIIO OPHEHTHPOBATECA B HOTHOM MaTepuae.

B caMoM fejie, MX maparpadsl Aai0T OCHOBATEJBHOE 3HaHUue
MHOTHMX 3BYKODSOB, 3apUKCHPOBAHHBIX gotorpadpuyecku (I'ay:
denyuit §§ 22-23). Ho ocoboe BHUMAaHUE yaensieTcs 3BYKOPARY
auduiickoiit mornaavHocmu. OH NpUCyTCTBYET [IOYTH BO BCEX 3TUX
nerounukax. Tak, B TpakTaTe Bakxus abCcoJIIOTHO Bce HOTHBIE
[pMMephl M3JAraloTcs HMCKJIOYHTEsIBHO B JUAUHACKONA TOHAJIB-
HOCTH. AJIMIINI HauMHAeT U3JI0KeHHe HOTHBIX TOHAJBHBIX PSANOB
MMEeHHO ¢ JIMANHCKON ronanpHocT!’t. Y AHoHuMOB BesuiepMaH-
Ha TOJBKO OHA IpeJcTaBleHa HOTHHIM 3BYKOPAAOM, IpUBeJeH-
HBIM LieJIUKOM (§ 67)75. BoJiee TOoro, cucTeMa CoJIbMHU3alun 371€ech
TaKKe NpeACTaBjieHa HOTAMU JMUJANACKON TOHAJIBHOCTH (§ 7).
Y a0 He ciydaiiHo, TAK KAK ee HOTHas cepus IIo cBOEMY «Mec-
Ty» B ApeBHerpe4ecKor HOTaIMN MOJKeT GLITH YCJIOBHO (M, KO-
HeYHO, cO MHOTMMH JONYIeHHsAMH) NPApPaBHEHA K COBpeMeHHOM
HOTHOM IocjieoBaTeJIbHOCTH, o6o3Hagalonleil 3ByKopAs «GesbiX
KJIaBHUIl» (opTenuano (T. €. K 3BYKOPALY do maxcopa). Tarum
o6paszoM, HOTHbIe 3HAKH NUAAUHACKON TOHAJILHOCTH — OCHOBA oc-
HOB IJsl TeX, KTO HaMepeH B OyAyuleM HUMeTb IeJio ¢ IpaKTH4ec-
KHUM MCTOJIb30BaHKeM HOTHOTO MaTepHala.

Jlanee, KaK y»Ke YKa3pIBaJoCh, B BBIIITIeTIepeYCIeHHBIX HC-
TOYHMKAX SBHO TPHCYTCTBYeT CTpeMJeHHe IOMOHb y4alumMes
npuo6pecTy HABBIKK ONpe/esIeHns MHTEePBAJIOB TI0 HOTHBIM 3Ha-
KaM. 31ech 3BYKH, oOpaMJAoLIze KOHKpeTHble MHTepPBaJIbl, 3a-
YacTyIO Pe/ICTABJISAIOTCA He 10 CBOMM HAaXMMeHOBaHUAM B CHCTe-

2 Alypi Isagoge // Jan C. Musici scriptores graeci. P. 359-406.
73 Gaudentii Op. cit. P. 350-355.

™ Alypi Op. cit. P. 368-369.

S Anonyma... Op. cit. P. 19-21.

76 1bid. P. 24.

§ 5. Testimonies of monuments on musical theory 71

these textbooks to ill i i
s ustrate theoretical paragraphs with
Anyone who gets acquainted with the works of Gau-
dentius, Bellermann’s Anonyms, or the work of Bacchius (we
can als.o add here a treatise of Alypius’) will easily see that
i{:illemfc nozatgon was included in the courses on theory in
er for students to i ili
order for student obtain an ability to understand the
Really,. those paragraphs give substantial knowledge of
Ir.lany musical scales, registered notographically (Gauden-
tius §§ 22-237). But special attention is given to the scale
of th.e Lydian key. We can find it almost in all of the
ment1'oned sources. In the Bacchius treatise absolutely all
notation examples are given in the Lydian key. Alypius starts
the .description of notation key scales precisely from the
Lydian key™. In Bellermann’s Anonyms only this key is
represented by a complete notation scale (§ 67)7. MoreoZer
_the system of solmisation is also represented by notatior;
in thfa Lydian key (§ 77). And this occurs more than
f)ccasu.mally. Its notation series, because of its significance
in ancn.ent Greek notation, could be conventionally equated
(but .w1th many assumptions) with the contemporar
nf>tatmn sequence, found in a piano’s «weisse Taste» (me:-
ning the scale of C-dur). So, notation signs of the Lydian
key are the fundamental basis for those who are plannin
to deal with the practical usage of notation material i -
o aterial in the
et I;urbther on, as has l.)een already indicated in the sources
S ed above, we can easily see the aspiration to help students
o.btam skills of determining intervals with regard to notation
§1g‘ns. In this case sounds, which «frame» one particular
Interval, often are given not under their usual names in the

"2 Alypi Isagoge // Jan C ici i
. Musici scriptores i -
:3 Gaudentii Op. cit. P. 350-355. e, B S0
7‘3 Alypi Op. cit. P. 368—-369.
7“ Anonyma... Op. cit. P. 19-21.
6 Ibid. P. 24.
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Me (Db, TOPUATN, AXOVOG M T. A.) — Kax 9T0 6bLIO OOBIYHO 1}
aHTUYHOM MY3BIKOSHAHUM — & HOTHBIMH CHMBOJIAMH (Bakxuil
§ 13-2077). Mnaye roBopsi, y4aIlerocs roToBAT K TOMY, YTOOBI
OH OTIpe/ieJIsiJl HHTePBAJIbl, [IAAA Ha HOTHBIE SHAKH. B aTOM TaK-
ke cO BCeil 0UeBMAHOCTHIO IPOSBIAETCA TEHAEHIMs OArOTOBKH
K IpaKTHYecKoi paboTe C poTtanueii. Ecam 6b1 3aJa4a OrpaHAYH-
BaJIach TOJIBKO TEOPETHUECKUM OCBOGHHEM MaTepuaa, BHe Mpak-
THYeCKOT0 MYSHIHPOBAHHS, TO He 6bLIO GBI HeoOXOAUMOCTH HC-
[0JIb30BATH HOTHBIE 3HAKH IIPH MJUIIOCTPall¥ MHTEPBAaJIOB. Boaee
TOro, HepeJKO 3HAMEHHUTOe Y JpeBHETPeYecKuX 'reope'mxo? My-
3BLIKHM TIO/[pasfielleHye 3BYKOB TeTPaXOPJOB HA GTOTEC ¥ KLVOOUEVOL
(M @epOpeVol) TaKsKe AaeTcs He ¢ Ha3BaHUAMH 3BYKOB, a HOTaMH
(Bakxuii § 29-3078). B ToM e paKkypce NpeACTaBIANTCH cp;(—)
cTeMBbl TeTPaXxopoB (TaM Xe, § 39-4279) u cuCTeMBbl MUKHOHOB
(Tam sxe, § 32-34%1). U HaxoHell, 37eCk Mbl BCTPEaeM U3JI0Ke-
HUe cpeACTBAME HOTAI[MH Pa3HOOGPa3HEIX GOpM MeJIOMMYECKUX
IBHIKEHHI, HOCANIUX WHAUBAAyaJbHble HA3BAHUA (npé)»gz\utg,
EKANYIC, TPOKPOVOIG M T. [, — AHOHUMbL Bennepmarnna § 2°°), a
TAK)Ke BOKAJBHBIX YIIPaKHeHWH (TaM Xxe, § 80-81%3). ]?ce 9TO
MeTOAMYECKH OODOCHOBaHHbIE yueOHBle IPHEMBI, mam{or:[ 3aja-
yeii KOTOPBIX ABJIAETCA — HAYIHUTh paGoTars ¢ HoTanuei. Jpy-
roif BHIBOJ 37eCh IIPOCTO HEBO3MOXKEH.

3HAUMT, [JIABHAA 1eJ[b, K KOTOPOH CTPeMHJINCh aBTOPBI paH-
HeBH3AHTHHCKMX y4eOHHKOB, 3aKiI04aeTrcd B TOM, 4YTOOBI HE
NPOCTO M3JIOKUTH TeOPeTHYeCKHe ACIeKThI MY3BIKH, a nmojaro-
TOBUTH GyAylero My3bIKAHTA-TIPAKTHKA. H pasBe He CTPAaHHO,

" Bacchii Op. cit. P. 203-297.
8 1bid. P. 299.

9 Tbid. P. 301-302. ) .
80 TIoxpobuee 06 3ToM deHOMEeHEe AHTUIHOM My3BIKAJIbHON TeopUH

¥ OpaKTMKHM cM.: I'epyman E. TIpyHEOUnsl OPraHU3alyy <[IMKHOHHBIX»> 1
«ANUKHOHHBIX» CTPYKTYP // Bompockl My3BIKOBEAEHU. Bpimn. 2. TPIYAH
TocyAapCTBEHHOTO MY3bIKAJIbHO-11e/IaroruiecKoro uHcTUTyTa M. ['He-
euHbIX. M., 1973. C. 6-26. O e. AHTUYHOE MY3BIKAJIBLHOE MbIlILIe-
uue. C. 95-120.

81 Bgcchii Op. cit. P. 299-300.

82 Anonyma... Op. cit. P. 2.

83 Tbid. P. 26-27.
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system (bmdtn, mopondn, Axovdc ete.) — as it was done in
antique musicology, but as notation symbols (Bacchius §13-
207"). So, the student was being prepared to determine the
intervals by looking at the notation signs. In this case we can
see an obvious tendency for preparing students for practical
work with notation. If the main goal was just to get acquainted
with theoretical material excluding any playing, why would
there be any notation signs used as an illustration of inter-
vals? Moreover, it was popular among ancient Greek theo-
rists of music division of tetrachord sounds into éotdtec and
xwvovpevor (op @epopevorl) to mark sounds often not with the
names of the sounds, but with notation signs in textbooks
(Bacchius §§ 29-307®). We can view the system of tetrachords
(Ibid, §§ 89-427°) and the system of pycnon® (Ibid, §§ 32—
34%). And finally, in these sources we also see explanations
of forms of different musical movements, which have indi-
vidual titles, composed by means of notation (mpéAnyig, Exinyc,
npoxpovot; etc. — Bellermann’s Anonyms § 28?), plus vocal
exersices (Ibid, § 80-81%). All of these things are methodically
based teaching examples, the main goal of which is to educate
how to work with notation. No other conclusions could be
made in this case.

So, the main goal of early Byzantine textbook authors
was not only to state the theoretical concept of the music,
but also to train future musicians, who would be able to
implement musical practice. And is it not strange that not

" Bacchii Op. cit. P. 293-297.

8 Tbid. P. 299.

™ Ibid. P. 301-302.

8 More detailed information about this phenomena of antique
musical theory and practice see: I'epyman E. TIpUHIIUIBI OpraHu3aliu
‘IMKHOHHBIX» U <«allMKHOHHBIX» CTPYKTYP // Bompocsl MysnikoBexeHns.
Bomn. 2. Tpyzasl TocyrapcTBEHHOTO MY3BIKAIbHO-IIEAaTOTMYECKOro MH-
cTuTyTa MM. I'Hecunbix. M., 1978. C. 6-26. Idem. AnTUYHOe My3HI-
KanpHoe MbinuneHue. C. 95-120.

81 Bacchii Op.cit. P. 299-300.

8 Anonyma... Op. cit. P. 2.

33 Ibid. P. 26-2T7.
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YyTO MMEeHHO OT DTOMH pannesﬂaau'mﬁclcoﬁ 3MOXH He yuelielo
HH oxHOTO (!) HOTOrpaguIecKoro MCTOUYHMKA, TOITa KaK OHHM
COXpaHWJIHCh OT 3HAUMTEJIRHO Gojiee pAHHHX BpeMeH, Koraa B
y4eGHYI0 TeOpHI0 MY3bIKH HOTAIMA He BXOJHJA.

B nojTBepikjeHHe 3TOro, HeJb3d He 0o6paTUTh BHHMAaHHUA
Ha elle OJUH UHTePeCHBIH (PaKT. 3HaMeHHUTHIM cpefu uccuaeno-
paTeJieil BUBAHTUICKONA MY3BIKH < AYWOTOMTNG » (Ceamozpadey),
cojlepskaliuiica B MapUKCKOM Codex ancien fonds grec 360
(fol. 216-237), KOTOPBIX ceiiyac OTHOCAT K X1V Bexy, noapas-
fejasieTcA Ha JBe KpynHbe 9acTH. IlepBast U3 HUX COAEPIKUT
TeopHUIO BU3AHTHHCKOM HOTallMHM, a BTOpad — JpeBHerpeuec-
Koit®. Taxum o6pasoM, ABe HOTHBIE cHCTeMBI, KaKk 6yATO OJN-
[leTBOPAKIME ABe Pa3JNnIHBIe pcTopudecKue SIOXH, MPUCYT-
CTBYKOT B OJHOM COYMHEHMH. Jlaske ecau YYMTBIBaTh, UTO B
pyxonuchk XIV Beka Takoe coeiHeHME TIONAJIO U3 6oJiee panfle-
r'o MCTOYHMKA, TO BCe PABHO CBOEH HeOOBLIYHOCTBIO U KaXKYILIencs
QIOTMYHOCTHIO OHO AaeT NMUILY AJA pasMBIIIJIEHUH. KoueuHo,
npoille Bcero OOBACHATH rnogo6Hoe COoceACTBO KakK pesyJbTaT
YHCTO MeXaHHUeCKOH aKUMH: B pykonucu-o6pasie, U3 KOTO-
poii MaTepuaJl IepeKodeBas B Codex ancien fonds grec 360,
KTO-TO MAILKMHAJBHO COeJIUHMI (QparMeHThI BYX PasJIMYHBIX
KOJIeKCOB, ! TAK BOSHMKJIM B€ gaetyu «CesiTorpazuas». Ho naxe
ecM IPUHATH TAKyIio0, SBHO IPHMUTHBHYI0, TPAKTOBKY, TO H
TOrJa HY’XHO OTBETHTH Ha BONPOC: NOYEMY TOMY, KTO CO3[1aBaJl
Codex ancien fonds grec 360, MOHAJOONIOCH TePEeHOCUTH B CBOIO
pyKomuch yxKe AaBHO HUKOTO He HHTepecyIOIyI0 CHCTeMY HOT-
Horo muchMa? MookeT GBITH M3-3a CTPeMJEHMUHA KOIIMMCTa CO-
XPaHHUTh B HEIIPUKOCHOBEHHOCTH cojfilep;KaHye pnerouynuka? Bpan
. YK CAMIIKOM AaJieKka U OT Hero, u oT nepeoii yactu «CBdA-
TOrpajia» aHTHYHAs HOTHAs CUCTEMA. }

TakuM ob6pa3oM, HET HHUKaKHX BUAMMBIX OCHOBaHHUM CUH-
TaTh, UTO NPU HOBOM XPHUCTUAHCKON PpeJUrun MY(:BIKBJII:H&H
[IpaKTHKa cpa3y ke OTKasanach OT ApeBHerpeyecKoil HOTalluu.
Cropee BCero, 3To MPOUIOLLIO mogsske. Ho xorpa?

84 The Hagiopolites. A Byzantine Treatise on Musical Theory. l?re-
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de I’Institut
du Moyen-Age grec et latin).
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one (!) notation source has survived whole from this early
Byzantine epoch, while at the same time many materials
from earlier epochs, when notation was not a part of studied
musical theory, have survived?

In confirmation of this we must pay attention to another
interesting fact. A source, famous among scholars of By-
zantine music «Ayiomoling» (the Hagiopolites), which is
contained in the Parisian Codex ancien fonds grec 360 (fol.
216-237), dated to the XIVth century, is divided into two
major parts. One of them contains a theory of Byzantine
notation, and the other part includes a theory of ancient Greek
notation3. So, these two notation systems, which are
embodiments of two different epochs, happened to be a part
of one work. Even if we believe that this combination in a
XIVth century manuscript originated in an earlier source,
it makes no difference. But by its extraordinarity and alogic
it gives food for thought. Of course, the easiest way to
explain this «compound» is to propose that it is a result of
mechanical action: in the protomanuscript, from which
material entered into the Codex ancien fonds grec 360,
someone mechanically put together fragments of two
different codexes — as result the two parts of Hagiopolites
were created. But even if we except this obviously primitive
point of view, we will still have to answer one question: why
would someone need to copy a notation system which is not
relevant and went out of use a long before? Maybe this
happened because a copyist wanted to keep the context of the
original source inviolable? It’s doubtful. The antique notation
system is too distant from the time of the copyist and from
the first part of Hagiopolites.

So, there are no obvious reasons to think that as soon as
a new Christian religion was situated, musical practice
immediately abandoned ancient Greek notation. It likely
happened later on. But when exactly?

84 The Hagiopolites. A Byzantine Treatise on Musical Theory. Pre-
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de I’Institut
du Moyen-Age grec et latin).
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3ameHa O{HOI HOTAI[MU HA APYTYIO MOIJIa IIPOU30UTH TOJBKO
Torga, Korja 6oJjiee paHHASA yiKe He B COCTOAHMU OblJ1a yAOBJIET-
BOPSATH 3aIPOChl MY3bIKQJIBHON NPAKTUKHU. OTO eJMHCTBEHHAS
NPUYMHA, crIoco6Has MocTeneHHO (!) MpeKpaTHTh HCIOJB3O-
BaHMe KOHKDeTHOH HOTHOH cucTeMbl. B TakoM ciyyae Ha cMe-
HY CTapoMy MeTOAY 3alliCH MY3LIKaJILHOrO MaTepHalia co Bpe-
MeHeM IpuxouT Apyroi. [Ipuuem repuoj, B TeueHHe KOTOPOTo
IIPOMCXOAMT BhITeCHEHMe IIePBOTo U BHe/peHue BTOPOro, AocTa-
TOUYHO MPOJOJIMKUTENLHBINA U OT HEero AOJIKHbI COXPaHUTHCH aubo
MaMATHUKH, cOJep)Kallue KaK OQHY, TaK M JPYrylo CHCTeMy
HOTHOTO nuchbMa. ECJIH »Ke MCXOAUTH M3 HbIHe CyLIeCTBYIOIHMUX
XPOHOJIOTHUECKHX NPeCTaBJIeHH, TAKOH MpPoIiece IIPOUCXOANI
KaK pas B 3arajouHble «Ge33ByuHbie» cronerusi. Ho Korpa oxa-
3BLIBAETCS, YTO OT ITUX MATH JJIMHHBIX CTOJIETUN BoOOLIe 3-{9303-
MOKHO OOHAPYKUTh HH OJHOTro () JOKyMeHTa ¢ KaKoi-n1mubo
HOTallKel, TO dTO MoucTHHe napanokc. IIpoTuBopeume c 3Je-
MeHTapHO! JIOTMKOH 3Jech yCHJIMBaeTcA elje M IIOTOMY, 4TO
«6e33ByYHBIe» IIATH CTOJETHM OKPYIKeHbl 3MI0OXaMH, AKTHBHO
HKCIIOJIL30BABILIMMU HOTHEIE cHcTeMbl. OHAKO I10 KAKOMY-TO He-
MOHATHOMY yMBICJIY Ha IISATH CTOJIETHH BCe MPEKPaTUJIOCE.

§ 6. A B 310 Bpema Ha 3amaje...

Ecu MBI COIIOCTABMM CBeIeHUs, U3BeCTHbIe [0 BU3AHTHI-
CKHMM MaTepHajaM, ¢ TeMU, KOTOPBEIMM DPACIIOJIAraloT HCTOPUKHU
3amaJHOTO CpeJHEeBEKOBbs, TO HETPYAHO YBHJETh YAWUBHUTEJb-
HYI0 0B1HOCTH .

Benomuum kak Tut JIusuit (59 r. go H. 3. — 17 r. H. 3.) B
cpoeii «Ad urbe condita» (VII 2, 1-6, 7) onuckiBaeT 3HaMeHH-

8 ¢ nato cebe MOTHBIN OTUET B TOM, YTO CUTYyauusd B 3anagHoeBpoIei-
CKOIf My3BbIKe paccMATPUBAEMOI'O ITleproja TpebyeT He TONBKO CaMOCTOATe b=
HOTO MCCIeJOBaHWA, HO M ABIAETCA OTAENHbHOMN OOJacThIO MY3bIKOBEZEHMA,
B KOTOPOIf MO KOMIIeTEeHIIs He CTOJb OCHOBATeJbHA, KaK 3TOro 'rpe66ye'1:
obcysxnaeMelil MaTepuai. [L0aToMYy 5 103BOJIO cebe MPUBECTH JUILB ODIIe
M3BeCTHblEe, HO, KaK IIpeJcTaBisAeTcs, BecbMa 3HaMeHaTeJlbHble (daKThI.
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The substitution of one notation by another could have
happened only at the point when one notation lost its ability
to meet the requirements of musical practice. This is the
only reason that could have contributed to the gradual
decline of usage of one particular notation system. In
this case a new one gradually substitutes for an old method
of registering musical material. And in this connection,
the period during which the substitution occurs lasts for
quite a long time. And there must be some monuments left
that contain one or other system of notation writing. But
based on the contemporary perception of chronology, this
process of substitution had transpired during these
mysterious «soundless» centuries. But we see that there
is not a single notation document found which reflects
these five centuries. Is not it a paradox? Contradiction
with logic also increases due to the following fact: the
five «soundless» centuries are surrounded by epochs in
which notation systems were actively used. However, due

to some unexplained intent everything stopped for five
centuries.

§ 5. And at the same time in the West

If we compare the information known from Byzantine
materials with materials obtained by historians of the Western
Medieval Times, we can easily see some things in common
among them?®.

Let’s remember how Titus Livius (59 B. C. — 17 A. D.)in
his «Ad urbe condita» (VII 2, 1-67) describes famous events,

8 I clearly understand that the situation in music in Western
Europe of this period requires separate research, and that it is a wholy
different area of musicology. My competence here is not as through as
in the discussed material requires. That is why allowed myself to use
only some well-know famous facts.
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ThIe COOBLITHA, TNPUBEAIINE BIOCTEACTBHA K CO3JAHUI0 JpeBHe-
PHMCKOI'O Tearpa. Kak M3BeCTHO, «CIeHMYecKne Urpbi> ObLIU
yupesxaeHsl B Pume BO BpeMeHa CTpaIIHOTO MOpa, B K(;;ICIBIIJIBCT-
Bo as Cynpnunua Iletnka ¥ Tag Jumuuus CrojioHa™. 110 u;:;(—)
BpPEeMEHHbIM XPOHOJIOTMIECKAM npeAcTaBJIeHUIM 3TO I1POU30 e
B 864 r. o H. 3. OTH «CLIeHUUIECKHUE MrpHI» CTAJM PaiMKaJIbH
HOBILIECTBOM B KYJIbTYDHOH KU3HU Puma, KUTEJIH KOTOPOro A0
Toii MOphI PasBlieKaNMCh TOJBKO 6eramu B uupke. IIpaBaa, «aljlrl;
penpi» (ludiones), rpuriamleHHbIe U3 DTPYpPHUH, IPOCTO MIAC "
moj 3BYKHM THOUM, Ge3 Kagux-nubo nmeceH. PUMcKasd 1\;10;10)14:3:;“i
moJpaskasd Mrperam, no6aBuJia pacmeBaroLinecs cTIfIXH H,.B "
me KoHIoB, oHM «inpletas modis saturas descripto 1am
tibicinem cantu motuque congruenti peragebavnt» (cmasuau
camypbl, 3aNOAHEeHHbLE NECHAMU, ¢ 34 nucaw 8n7 ot (?Jlﬂ n;luﬂz uc';n
Kxu menodueil, u nodobanUUMU deuncenuamud) (Ibid. VII 2, 7).

Begyc/IOBHO caTyphl MOSBHINCH 3HAYUTEJILHO no:mfe, yeMm
coGbITHs, onuchiBaeMble THTOM .HPIBHEM“. Ho pnmcxnu"uc'ro-
PHK, YNPOIeHHO MOHMMABIINIA CJIOKHBIA M JAJTATEBHBIN npc;-_
Ilecc cTaHOBJIEHHA U NIePBOHAYANLHOTO pasBUTHA TeaTpa, nep
Hec Ha PaHHIOK 310Xy XOPOIIO M3BecTHOe Mo ero BpeMeHH (pyﬁec:;
cTapoil U HOBOH 3pbl) UCIIOJb30BAHNE HOTalLlU¥ B TeanaJI:}I:“e
my3abike. VIMeHHO Io3TOMYy OH 6l>mvy6exc,uen, 4TO POMKJI e
TeaTpa HEeMBICIMMO Oe3 HOTalluH. JleiicTBUTEJIBHO, pals;l:ai Moalia
Ipe/ICTaBUTH PealibHYyI0 CHTYAIHIO, 3aneqa'mem{y1; B f;s: 5e;;
IpeaBapAIOILYI0 HApUMeD, «Camonc;aaa'rena» epeHLMS,
AKTHBHOTO CYIIleCTBOBAHUS HOTAIMU™:

MODOS - FECIT - FLACCVS CLAVDI - TIBIIS - PARIB - TOTA-
(Menoduu chavara dna 08Yyx HepasHvlx mubuit, @ nomox 014
deyx npasbvlx CONUHUL daraxk, pad Karasdus)

8 [[ogpo6uee 06 aTom cM.: ['epymah E. Myssixa apesHeit I'penun
., 1995. C. 196-205.
! Puggaicgif:n,{ol, HUIero I0J0GHOTO B COBPEMEHHOM DYCCKOM nepenoz:z
H. B. BparuHcKoit HeT: TaM «CTaBUIK ca'fypm c npannnbm?xMI;I cpTaoaw; -
paMy U IeHHeM, paccUMTaHHBIM Ha dneirty» (Tum Jlusuil. 19
Puma oT ocHoBaHuMs ropoaa. T. I. M., 1989. C.. 324). . Liosiae
88 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lipsiae,

1898. P. 1.
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which led to the creation of ancient Roman theatre. It is well-
known, that «stage plays» were established in Rome in times
of a terrible pestilence during the consulate of Gaius Sulpicius
Peticus and Gaius Licinius Stolo®. According to contemporary
chronology they took place in 364 B. C. These «stage plays»
became a radical innovation in the cultural life of Rome, the
citizens of which before that time entertained themselves only
with circus races. At is true that the «players» (ludiones), who
were invited from Etruria, simply danced to the sounds of the
tibia and sang no songs. Roman youth started to imitate the
«players» and added the singing of poems to the performance,
and finally they «inpletas modis saturas descripto iam ad
tibicinem cantu motuque congruenti peragebant» (stages sa-
turas, filled with songs and written melodies for female-tibicens
and with appropriate movements®’) (Ibid, VII 2, 7).

Saturas certainly appeared much later then the events,
described by Titus Livius. But the Roman historian, who
oversimplified the long and complicated process of formation
and early stages of development of the theatre, conveyed
clearly dated (late B. C. — early A. D. years) application of
notation in theatre music to the new epoch. The close link
between music and theater in his time convineced Titus Livius
that even the origins of theater were inconceivable without
notation. Actually, we can hardly imagine a real situation in
the Didaskalia, which introduces for example Terence’s «The
Self-Tormentor», without using notation®:

MODOS - FECIT - FLACCVS - CLAVDI - TIBIIS - PARIB - TOTA-
(Melodies first for two unequal tibias, and then for two equal ones,
composed by Flaccus, Clausius’s slave)

8 For more detailed information see: I'epymarn E. Myabixa apes-
Heit penuu u Puma. CII6., 1995. C. 196-205.

87 Of course, we can find nothing of this kind in a contemporary
Russian translation done by V. Braginskaja: «cTaBuiu caTypsl ¢ mpa-
BUJIBHHIMH pa3MepaMU M IeHUeM, paccUMTaHHbIM Ha dueiry» (Tum
Jlusuii. Vicropus Puma oT ocHoBanua ropoga. T. I. M., 1989. C. 324).

3 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lipsiae,
1898. P. 1.
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KoHeuHO, MOXKHO JOIyCTHUThH, UTO Ha IpeMbepe, COCTOAB-
mreiics B mepeoii mojosuHe 11 B. 10 H. 3., My3bIKAJIBHOE COIIPO-
BOJK/IeHME HCIOJIHAJIOCH CAMHM KOMIIO3UTOPOM M APYTHMH My-
3BIKAHTAMH, KOTOPhIX OH «Hay4HJ» UrPaTh CBOKO MYSBIKY, TaK
cKasaTh, «Cco ciayxa». OJHAKO BhIIIeNPUBEJEHHOE coobuieHue
Tura JIMBUSA CBUAETENLCTBYET B NOJb3Y AKTHBHOTO MCIHOJB3O-
BAHWS HOTALIMM B JPEBHEDUMCKOM TeaTPaJbHOM JKU3HU.

M. T. Bappon (frg. 282) coobujaer o «AuarpaMmax», cy-
[ECTBYIOIIMX B MY3bIKAJbHOM NPAKTHKE, B KOTOPBIX 3aIACHI-
BalOTCS 3BYKH TOHAJIBHOCTEH pasIMYHOM BEICOTHI («ipsum etlfim
musicorum docetur diagrammate, in quo tropi pro acumine
vocum superiores seribuntur»)8. M. T. Ilnuepox (Tusc. 4, 2,
3) XOpOIIO 3HAJ O IIIMPOKOM HCIOJIb30BAHMH HOTALMH («ex.quo
perspicuum est et cantus tum fuisse discriptos vocum sonis et
carmina»). ®@a6uit KBuuTHINAH (Orat. 1, 12, 14), crepys aH-
TUYHON TpPajMIMK, He of00pABIIed MpodecCHOHAJBHBIX 3aHs-
THii MY3bIKON CBOGOJHOPOXKIEHHBIMH IPAXK/aHAMM, HE COBETY"
eT MOJIOABIM JIOAAM MCIIOJIHATHL IEeCHH IO «My3bIKAIBHBIM
goTaM» («nec moduletur aut musicis notis cantica excipiat»).
Mapud BUKTOPHH Jlake OITUCBIBAET B3aMMOPAacnoJoXxeHue CJIOB
K HOT B PYKONMCAX, YIIOMHUHAsA O «MY3bIKAJIBHBIX O6yKBax HUJIHU
Hexux HoTax» («unde etiam in tropicis artis usicae litterae seu
signa»)?. Mapruan Kamneia B cBoeM KPaTKOM M3JIOXKEHMH aH-
TMYHON TEOPMM MY3bIKM BONPEKH NPHBEJEHHLIM BRI 3aBe-
TaM APHCTOKCEeHa YIIOMMHaeT O HOTalHH, coob11asi, 4TO 3BYK
MY3BIKAJBHOM CHCTEMBI JEoT) (Ha A3bIKe Mapruana Kanenasl —
«quae ideo media dicitur») B JUAUMCKOMN TOH&JIBHOC:I‘H puxcu-
pyetcs Hoto#t I («ut in Lydio modo, ubi rectum iota est»).
AHAJIOTHUHEIM 0GpasoM HOTa LT CUVIUUEVOV, TO eCTh mpumu
mempaxopda coeduHeHHbIX (= «coniunctarum erit tertia») B
TOlf e TOHAJLHOCTH IpejcTaBiaseT cO00A «OIPOKUHYTYIO JaM-
61y» («quae in eodem modo, id est Lydio, lambda supinum.pro
nota habebit»)®!. Bosuwmit B cBoeit «De institutione musica»

89 Grammatici Latini IV, 532, 19-21.

90 Tphid. VI, 183, 22-31. -

91 Martiani Capellae De nuptiis Philologiae et Mercuril. Ed
H. Eyssenhardt. Lipsiae, 1866. P. 503 (cm. Taxxe II 138).
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We can assume, of course, that during the premiere which
took place in the second half of the IInd century B. C., the
musical accompaniment was provided by the composer himself
and other musicians whom he taught to play his music «by
ear». But, Titus Livius’ description of saturnas mentioned
above indicates that notation was actively used in ancient
Roman theatrical life.

M. T. Varro (frg. 282) informs us about «diagrams»
which were used in musical practice, and in which sounds
of keys with different pitches were registered («ipsum etiam
musicorum docetur diagrammate, in quo tropi pro acumine
vocum superiores scribuntur»)®. M. T. Cicero (Tusc. 4, 2,
3) was well informed about the wide use of notation («ex
quo perspicuum est et cantus tum fuisse discriptos vocum
sonis et carmina»). Fabius Quintilianus (Orat. I, 12, 14),
following antique tradition, did not approve of free citizens
studying music professionally. But still he advised young
people to perform songs with the help of «musical notes»
(«nec moduletur aut musicis notis cantica excipiat»). Mo-
reover, Caius Marius Victorinus described the arrange-
ment of words and notation signs in manuscripts, when
mentioning «musical letters and some notes» («unde etiam
in tropicis artis usicae litterae seu signa»)® . Martianus
Capella in his description of antique music theory ignores
all of Aristoxenus’ precepts and mentions notation. He
announces that a sound in the musical system — péon (Mar-
tian Capella’s language — «quae ideo media dicitur») in the
Lydian key is indicated by the note I («ut in Lydio modo,
ubi rectum iota est»). In an analogous way, the note 1pitn
ovvnupévov, that is, trita in the tetrachord of the conjuncted
(= «coniunctarum erit tertia») in the same key represents
by an «upside down lambda» («quae in eodem modo, id est
Lydio, lambda supinum pro nota habebit»)°'. Boethius in

8 Grammatici Latini IV. P. 532, 19-21.

% 1bid. VI, 183, 22-31.

91 Martiani Capellae De nuptiis Philologiae et Mercurii. Ed.
H. Eyssenhardt. Lipsiae, 1866. P. 503 (see also: II 138).
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(IV, 3—-4), koTopas GblIa HACTOJILHOM kHUro B EBpome 4yTh
au He o XVII Beka BKJIIOUMTEBHO %2, mogqpoOHO U3Jlaraer cHc-
TeMy BCe TOH JKe «J3BIYeCKOM» gotanun®. (Keraru, 1eyecool-
pasHO o6paTUTh BHUMaHHe Ha TO, YTO BpeMA XKHU3HU MapuuaHa
Kamennsl, Bosnua u Kacernogopa, onMChIBAIOIMX aKTHBHOE HC-
noJib3oBaHMe Hotauuu, — V—VI BB., TO eCTh IIEPUOA, KOTOPHI
[I0 COBpeMeHHBIM XPOHOJIOTMYECKHUM Ipe/ICTaBJIeHNAM BXOAUT
B «0e33ByUHBIe» CTOJIETHSA, U 3[leCh TaKJ)Ke eCTh Haj 4eM 3aly-
MaThbes.)

Bce TO rOBOPHUT O TOM, YTO HOTalus Obljla pacnpocTpaHe-
Ha He ToJLKO B BocTouHoii PuMcKo# MMnepuH, HO U B 3anaj-
Hoii. IIpaBfa, u3pefKa yKasbIBalOT HA TEKCT Ucupopa CeBHIb-
cxoro (Etimologiarum libri III 15)%, axo6s1 CBUAETEJILCTBYIOIIH it
O TOM, YTO OH HUYEro He 3HAJ O HOTALlMH, IOCKOJIBKY YIIOMHHA-
eT «soni ... quia scribi non possunt» (38yxu ... Komopbvie He
Mozym 3anucvieambes). OaHaKO eciu 3Ty dpasy paccMoTpeTh
He M30JHMPOBAHHO, & B KOHTeKCTe Bcero ¢parMeHTa, TO CTAHeT
fCHO, 4TO pedYb UJeT O COBePIIeHHO MHOM:
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his «De institutione musica» (IV, 3—4), which was broadly
used in Europe almost until the end of the XVIIth century®,
describes in detail the very same system of «pagan» nota-
tion%. (By the way, it is relevant to note one fact: Martian
Capella, Boethius and Cassiodorus, who described active
notation usage, all lived in the Vth and VIth centuries A. D.
This period, however, is part of the «soundless» epoch, accor-
ding to contemporary periodization. Here there is something
to meditate on).

All of this indicates that notation was widely distributed
not only in the Eastern Roman Empire, but also in the Western
Roman Empire. Sometimes scholars bring up the text of Isidore
of Seville (Etimologiarum libri IIT 15)%, which supposedly
indicates that he knew nothing about the notation, because
he mentions «soni . . . quia seribi non possunt» (sounds which
could not be written down). But, if we look at the phrase in
the context of the whole fragment, we can easily understand
that the subject really is something completely different:

Musica est peritia modula-
tionis sono cantuque consis-
tens, et dicta Musica per de-
rivationem a Musis. Musae
autem apellate drd 100 pdcBon,
id est, a quaerendo, quod per
eas, sicut antiqui voluerunt,
vis carminum et vocis modu-
latio quaereretur. Quarum
sonus, quia sensibilis res est,
praeterfluit in praeteritum
tempus, imprimiturque me-
moriae, inde a poetis Iovis et

Mysvika — 3HaHUE 2aPMOHUL,
3axaouanueecs 6 38yKe u me-
200UU, U HA36aHUE «MY3bLKA»,
npousowno om Mya. My3betL xce
Ha3bvleaMmMCs «ano my moc-
maii» %, mo ecmb om uckamb,
nomomy ¥mo om HUX, KaK yc-
maHosunu OpesHue, OMbICKU-
éaemcsa cuna necen u 2apmo-
Hus 3eyuaHus. Hx seyuanue —
NOCKOAbKY IMO LYBCMBEHHO
socnpuHumaemoe deno — npo-
mexaem 6 meueHue YCKoAb3a-

92 Iepyman E. Booumit u epporeficKkoe My3bIKO3HaHNe // Cpenuue

Bexa. Brim. 48. 1985. C. 233-243.

9 Pepyman E. MysbikansHas Gosumana. C. 263-266, 383-387.
9 Isidori Hispalensis Episcopi Etymologiarum libri XX // PL 82.

Col. 163.
95 To ecTh «OT 3HAHUA».

Musica est peritia modula- Music is knowledge of harmo-

tionis sono cantuque consis-
tens, et dicta Musica per de-
rivationem a Musis. Musae
autem apellate dwo 100 pdobo ,
id est, a quaerendo, quod per
eas, sicut antiqui voluerunt,
vis carminum et vocis modu-
latio quaereretur. Quarum
sonus, quia sensibilis res est,
praeterfluit in praeteritum
tempus, imprimiturque me-
moriae, inde a poetis Iovis et

ny enclosed in the sound and
in the melody, and the name
«music» came from Musas.
Musas are called «apo tu mos-
thai»®® which means to seek,
because from them ancient pe-
ople determined the strength
of songs and the harmony of
sounds. Their sound [of har-
mony ] — due to the fact that
this is a matter of the senses —
escapes with the flow of time

92 Iepyman E. Bosuuit u epponeiickoe myabikosHauue // Cpexuue

Bexa. Beim. 48. 1985. C. 233-243.

93 Tepymar E. MyssikanbHaa Goaumana. C. 263—-266, 383—-387.
94 Isidori Hispalensis Episcopi Etymologiarum libri XX // PL 82.

Col. 163.
9 It is «from knowledge».
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Memoriae filias Musas esse
confictum est. Nisi enim ab
homine memoria teneantur,

10W,ez0 8pemMeHU U 3anewamJesa-
emca namambvio. Omcrwoda no-
amamu evldymano,wmo Mysvl —
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Memoriae filias Musas esse
confictum est. Nisi enim ab
homine memoria teneantur,

and remains in memory. Ba-
sed on this, poets made up [a
story] that Musas are dau-

soni pereunt, quia scribi non douepu FOnumepa u Ilamamu.
possunt. Bedv ecru onu He ydepicusa-
10Mmca 8 NAMAMU Yen06exa, 36Y-
Ku nozubaiom, nomomy uimo
OHU He MOzym 3ANUCHLEAMbCA.

ScHo, 4TO aBTOP CTABUJI Nepe] coboi 1leb — «ONpaBJaTh» TO,
4TO 6bidyMaHo nosmamu. [Jisi 3TOro eMy HajgJIeXajo o0bscC-
HUTH [{Be «UIIOCTACH» MY3 — KaK OJIMI[eTBOPEeHHEe U CaMOM My-
3BIKH, ¥ aMATH. YTO6GLI CBA3ATH HX B OAHO lleJIoe, CaMBIM y0e-
JUTeJBLHEIM OBIJIO HAIIOMUHAHHE O TOM, YTO 3BYKM MYSBIKH
CYIIEeCTBYIOT TOJBKO B MOMEHT MX 3BydaHHsd, a 3aTeM Hcuesa-
1oT. IToaToMy AJist MX coXpaHeHHs HeobxoxuMma namATts. Ho Ta-
Koe TOJIKOBaHHEe He MMeeT HHUYero oblero ¢ peajbHOCTHIO, B
KOTOPOil HOTAallUsA cTajla HEOTHEeMJIEMOH JacThi0 MYy3bIKAJIbHOM
xu3HM 3amnagHoi Pumckoit Umnepuun.

Ho yauBuTeNLHO, UTO 3/lech, KaKk U Ha BocToke, TaKkxKe He-
TPYAHO OOHApPY)XXUThL «Ge33BYyYHBIe» CTOJIeTUA. B caMoM geje,
mojyyaercsa Tak, uto Boanuit u Kaccuosop — mocyiefHue aBTo-
pbl, yINOMHHaKIIHe 06 aHTHYHOK HoTanuu. ¥ 3aTeM mnepsbie
M3BECTHBhIE PYKOIIMCH YyXKe CcO cpeJHeBEKOBBLIMH Pa3HOBHIHO-
CTAMM HOTHOTO IHCBbMa AaTHpyIoTca Toabko IX-X BB.% Ipy-
TFHMH CJIOBAMM, CUTYallUsl COOTBETCTBYeT TOM, KOTOpas HabJIo-
JaeTcs 10 BUBAHTUHCKYUM HMCTOYHMKAM.

Yr065I cAeJiaTh KaKue-TO ornpejejieHHble BhIBOABI U3 M3JIO-
JKEeHHOro MmartepuaJja, HeOﬁXO,lIKMO COBMECTHUTH HECKOJILKO IIPaK-
THYEeCKH HeCOIVIaCyIIInuXcsa q)aKTOB:

9% Cm., nanpumep: Tropen- und Sequenzenhandschriften. Répetroi-
re international des sources musicales. Herausgebenen von H. Husman.
Miinchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134-135,
137-139, 140-142, 152-155, 158-160. Takoe monoxkeHue NpPU3HAaET-
cAd M cIenMalIMcTaMM, HccleAyIOIUMM 3alafHOoeBpoIeiCKue HOTHBIE
uctounuxu (Hiley D. Notation // The New Grove Dictionary of Music
and Musicians. V. 13. P. 345).

soni pereunt, quia scribi non ghters of Jupiter and Memory.

possunt. And if they do not remain in
a person’s memory, sounds
perish, because they can not be
written down.

It’s clear, that the author’s main goal was «to justify» what
the poets had composed. To do this he had to explain the two
aspects of the Musas, first, as an embodiment of music itself,
and second, as a memory. To connect them into one whole,
the most convincing way was to remind people that sounds
of music exist only at the moment of sounding and then
disappear. And in order to store them we need memory. But
this interpretation had nothing in common with the reality,
where notation became an integral part of musical life in
Western Roman Empire.

But surprisingly, in the West just as in the East, it was
rather easy to find «soundless» centuries too. Really, in this
case we can see that Boethius and Cassiodorus are the last
authors to talk about antique notation. Thereafter, it is nearly
five hundred years later before we find the first known manu-
scripts with the medieval notation system, which are dated to
the IXth—Xth centuries®. In other words, the situation corres-
ponds to the one we observe when analyzing Byzantine sources.

In order to make any conclusions from this information,
we must combine two facts, although they contradict one
another:

9% For example see: Tropen- und Sequenzenhandschriften. Répet-
roire international des sources musicales. Herausgebenen von H. Hus-
man. Minchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134-
135, 187139, 140-142, 152-155, 158—-160. This situation is accep-
ted by specialists, who are studying west European notation sources
(Hiley D. Notation // The New Grove Dictionary of Music and Musi-
cians. V. 13. P. 345).



86 § 6. A 8 amo epema Ha 3anade...

a) MHOzO ceudemenbcme AKMUBHO2Z0 UCTLONb306AHUR HOM-
HO020 Mamepuaaa, U3N0IEeHH020 HA XPYNKOM nanupyce,
damupyowencs om III 6. do H. 3. 6naoms do IV 6. H. 3.,
u abconlomHoe omcymcmeue Homozpaguueckux GoKy-
MeHmMo8 Ha NJOMHOM NnepzameHne om 3aKama GHMUYL-
Hocmu enaomb 0o IX-X es.;

6) abconommuoe omeymcmeue HOmMozpapuiecKux 00Ky men-
moe om 3axama aHmuvHocmu énaombs 0o IX-X e6. u,
00HOBPEMEHHO ¢ IMUM, MHO20 c6Uudemenbcma, nodmeepic-
daouwux aKmueHoe UCNOAb308AHUE HOMAYUU 6 mom
e camulii nepuod.

TakuM ob6pasom, peub HJeT O psAAe MapagoKcoB, CBA3AH-

HBIX C CYH]eCTBOBAHHEM NATHBEKOBOH «0e33ByYHON SMOXU».

He ABJSIIOTCSA JIM OHU Pe3yJIbTATOM COMHHUTeIbHOM AaTHPOB-
ku uctouHukoB? He 6yaem 3a06pIBaTh, YTO pelIAONIUM aprymeH-
TOM B 3TOM JieJie ceifuac OKa3biBaeTcs HX MajieorpaduyecKuii aHa-
au3. Ho Bexn HayKa BoJieii-HeBOJIeil IPHCIIOCAGIUBAeT CBOM Ia-
JleorpadudecKye HaGIIOAEeHUA K IPUHATHIM €10 X POHOJIOTHYEeCKUM
npeficTaBneHusiM. [losToMy AJ1 NPOBEePKH MNOCNEAHUX Najleorpa-
¢dudeckue JaHHBIE BPAJ X MOTYT CHIFDATEH PeIialollyI0 POJIb.

B cBA3M ¢ 3THM IpeJcTaBAseTCA 11eJ1ecCO00PasHbIM IaTh TOKa
IpeANOJIOKUTENbHBIH OTBET Ha KapAUHAJBHBIA AJId yKa-
3aHHBIX NapaJIOKCOB BOIPOC: 4 CYIIeCTBOBAJIM JIM BooOLIe NATH
CTOJIeTHIl, OT KOTOPHIX He COXPAHHJIOCH HH OJHOTO HoTOrpadu-
yeckoro namarHuka? He ABAAIOTCA JIM OHM CJIeXCTBHEM HAIIMX
326JIyKeHnil, CBA3AHHBIX C HeBePHHIMH XPOHOJOTHYeCKHMM
BosapenuamMu? Belb HMeHHO B TAKOM cjIydae BCe BhIAABJIEHHbBIE
IPOTHBOPEUYUS ¥ HECOTJIACOBAHHOCTH aHHYJUPYIOTCH.

Kosb CKOpo MBI cTapaeMcsl M3y4MTh NMpobieMy «Ge33Byd-
HBIX » CTOJIETHII CO BCeX CTOPOH, TO HEOOXOAMMO HCCJIEOBATH U
Takoil Bonpoc. OJHAKO 371eCh UCTOPUK MY3BIKH yiKe BPAA JH
MOJKET IIOMOYb.

§ 5. And at the same time in the West... 87

a) There is much evidence of the active use of notation
material, found on fragile papyrus dated from the IIIth
century B.C. to the IVth century A. D., and there is an
absolute lack of any notation documents written on
durable parchment in the period from the sunset of
Antiquity until the IXth—Xth centuries;

b) There is an absolute lack of notation documents in
the period from the sunset of Antiquity until the IXth—
Xth centuries, but on the other hand, there is much
evidence confirming, that notation was actively used
during that period of time.

As we can see, we are faced with a several paradoxes in

the five centuries of the «soundless epoch».

Could this be a result of the questionable dating of so-
urces? We should remember that the main argument in
this case is paleographic analysis of the documents. But
scholarship, like it or not, adapts its paleographic ob-
servations to accepted chronological views. Paleographic
data, therefore, can hardly play a decisive role in verifying
those views.

Therefore, only a probable answer can be given to
the cardinal question of the paradox: were there actually
five-hundred years without a single notation manuscript
monument? May these five-hundred years be a consequence
of our confusion? In this case all paradoxes disappear.

And if we are trying to view and study the problem of
the «soundless epoch» from different angles, then we must
research the question of the existence of those «soundless»
centuries. Although a historian of music can hardly help in
this case.
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