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Abstract

In the late sixteenth and seventeenth centuries the Ukrainian and Belarusian church repertoire was intensively renewed through interaction
with Balkan Orthodox chant traditions. This is evidenced by “Bulgarian,” “Greek,” “Serbian,” “Multanian,” and “Wallachian” chants, written
in Ukrainian and Belarusian Heirmologia of that time. Our object of study is the polyeleos refrains found in Ukrainian and Belarusian staft-
notated Heirmologia of the seventeenth and eighteenth centuries under the rubric “Bulgarian prypila.” These refrains are based on the poetic
work of Filotei, a monk of the Wallachian Cozia Monastery in the southern Carpathians.

In liturgical practice, polyeleos prypila existed in both oral and written traditions. Our comparative study shows that all of Filotei’s prypila
in Ukrainian and Belarusian manuscripts were combined with the same melodic model and were performed using the technique of chanting
“na podoben” (“according to the model”). The melody of Filotei’s prypila in Ukrainian and Belarusian Heirmologia was based on the late-
Byzantine tune from the antiphon to the Most Holy Theotokos—chiefly the tune associated with the non-psalmic text “Rejoice, joyful Maria”
(Xaipe xeyapirwuévy Mapiz). The discovery of the Byzantine musical source of the “Bulgarian” prypila written in Ukrainian and Belarusian
manuscripts, and the mapping of intersections among various church-chant traditions, enriches the history of Orthodox church music with
new facts and contexts.

Keywords: Polyeleos, polyeleos prypila of the Wallachian monk Filotei, Bulgarian prypila, Bulgarian chant, Ukrainian and Belarusian staff-
notated Heirmologia of the seventeenth and eighteenth centuries, Kyivan exegesis of Byzantine music, antiphon to the Most Holy Theotokos,
magnification to Prince Volodymyr of Kyiv.

Anotacija

XVIa. pab. ir XVII a. Ukrainos ir Baltarusijos bazny¢ios repertuaras buvo intensyviai atnaujinamas saveikaujant su Balkany ortodoksy giesmiy
tradicijomis. Tai liudija ,bulgary®, ,graiky®, ,serby®, ,munteny ir ,valaky” giesmeés, uzrasytos to meto Ukrainos ir Baltarusijos irmologijoje.
Misy tyrimo objektas — daugiabalsiy giesmiy, polieléjy, refrenai, randami XVII ir XVIII a. ukrainie¢iy ir baltarusiy notuoto giesmyno
»Heirmologia“ rubrikoje ,Bulgariski prypila“. Sie refrenai gristi Valakijos Kozijos vienuolyne pictiniuose Karpatuose gyvenusio vienuolio
Filotéjo poetiniais kariniais.

Liturgingje praktikoje poliel¢jaus priedainiai egzistavo ir zodinéje, ir radytinéje tradicijose. Sis lyginamasis tyrimas rodo, kad visi Filotéjo
prypila ukrainiediy ir baltarusiy rankra3¢iuose buvo pritaikyti tam pa¢iam melodiniam modeliui ir atlickami naudojant ,na podoben (,, pagal
model;j“) giedojimo technika. Filotéjo prypila melodija ukrainiediy ir baltarusiy irmologijoje buvo pagrista vélyvosios Bizantijos Svenciausiosios
Dievo Motinos antifonos melodija — §i melodija labiausiai sietina su nepsalminiu tekstu , DZiaukis, dziaugsmingoji Marija* (Xaipe xeyapirwuévy
Maypiz). Ukrainiediy ir baltarusiy rankrai¢iuose uzradyry , bulgarisky® prypila bizantinés muzikos $altinio radimas ir jvairiy baZnytiniy giesmiy
tradicijy sankirty Zemélapio sudarymas praturtina ortodoksy baznytinés muzikos istorija naujais faktais ir kontekstais.

Reik$miniai ZodzZiai: policléjai, Valakijos vienuolio Filotéjo policléjy prypila, bulgariski prypila, bulgariska giesmé, XVIIir XVIII a. ukrainiediy
ir baltarusiy natomis uzra$yta irmologija, Kyjivo bizantinés muzikos egzegezé, Sventiausiosios Dievo Motinos antifona, Kyjivo kunigaikitio
Volodymyro $lovinimas.

Introduction calling card of Ukraine. Yet the Ukrainian tradition of
monophonic church chant dates back a thousand years, be-

Most of our contemporaries associate Ukrainian church  ginningwith the baptism of Kyivan Rus’ in the tenth century
music with choral polyphonic @ cappella singing. Widely  and continuingup to the present day. For six centuries, from
represented in the work of Ukrainian composers of the  the late tenth to the late sixteenth, only monophonic chant
modern era, choral polyphony has become the musical ~ sounded in Ukrainian lands. Polyphonic singing appeared
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at the turn of the sixteenth and seventeenth centuries,
marking a new Western direction in the development of
Ukrainian church music. However, traditional Eastern-style
monophonic chant was not replaced by polyphony. More
than 1,100 Ukrainian and Belarusian staff-notated musi-
cal manuscripts (Heirmologia") from the late sixteenth to
the eighteenth centuries represent the traditional monodic
church repertoire (Yasynovskyi, 1996). Monophonic and
polyphonic church singing thus began to coexist, creating
aunique profile of Ukrainian church music in the modern
era (Ignatenko, “Ukrainian”, 2023).

In the late sixteenth and seventeenth centuries, Ukrain-
ian and Belarusian church repertoire was intensively re-
newed through interaction with Balkan Orthodox chant
traditions. This is evidenced by the “Bulgarian,” “Greek,”
“Serbian,” “Multanian,” and “Wallachian” chants written
in Ukrainian and Belarusian Heirmologia of that time.
The issues of their origin, adaptation, and reception in
the Ukrainian and Belarusian lands have not yet been suf-
ficiently investigated. Ukrainian and Belarusian liturgical
repertoire, which has roots in the chant tradition of Kyivan
Rus; is almost completely anonymous: composers’ names
were usually not indicated in the manuscripts. The new
Balkan chants were likewise marked only with toponymic
notes. They are all anonymous.

Our recent comparative study of Ukrainian-Belarusian
and Grecek-Byzantine manuscripts has demonstrated the
Byzantine origin of the so-called “Greek” chants. We have
attributed a considerable number of them, particularly the
kalophonic works, to Byzantine composers of the thirteenth
to fifteenth centuries, such as Ioannes Glykys, Ioannes
Kladas, Manuel Chrysaphes, Longin the Monk, Joakeim
Harsianites, Manuel Gazis, Anthimos Lavriotes (Ignatenko,
2020). Joakeim Harsianites for a time held the position of
domestikos of Serbia. All attributed kalophonic Greek chants
from Ukrainian and Belarusian Heirmologia are also found
in the manuscripts of the sixteenth-century Putna music
school, a fact that indicates close contacts between Ukrain-
ian, Belarusian, Moldavian, and Wallachian monasteries
(Ignatenko, “Moldavian”, 2023). Moreover, in the course
of working with the Greek repertoire, we discovered that
the Greek-language Cherubic hymn of the outstanding
Moldavian composer Evstatie, the Protopsaltes of Putna
Monastery (fca. 1546), was written in Ukrainian and Be-
larusian manuscripts as an anonymous piece (Ignatenko,
“Protopsaltes”, 2023). Our study therefore revealed the
close relationship between Ukrainian-Belarusian, Greek-
Byzantine, Serbian and Moldavian-Wallachian Orthodox
chant traditions and demonstrated the enormous heuristic
potential of comparative research.

The object of our current research is polyeleos refrains
written in Ukrainian and Belarusian staff-notated Heirmo-
logia of the seventeenth and eighteenth centuries under the

rubric “Bulgarian prypila” (mpumrbaa 6oarapekic)®. Can we

prove that these prypila are truly Bulgarian?

Our research pursues the following objectives:

* to provide an overview of historical and musicological
studies on the polyeleos refrains;

* to identify the origins of the text and music of “Bul-
garian prypila” from Ukrainian and Belarusian staff-
notated Heirmologia of the seventeenth and eighteenth
centuries;

¢ totrace the history of the refrains as a literary and musi-
cal genre in the context of the development of polyeleos;

* to describe the peculiarities of the polyeleos refrains
in Greek-Byzantine, Balkan and Slavic church chant
traditions and determine their points of intersection;

¢ to analyze the polyeleos prypila from Ukrainian and
Belarusian manuscripts;

* to situate the Ukrainian and Belarusian polyeleos
prypila within the broader context of Greek-Byzantine,
Balkan and Slavic church chant traditions.

The history of the prypila is connected to the develop-
ment of the polyeleos. It takes us back through centuries and
across various Eastern Orthodox church chant traditions.

Initially, the chanting of Psalms 134 and 135 with the
refrain Hallelujah on Matins or All-Night Vigil of the
great holidays was called polyeleos. The Greek title polyeleos
(molvéheog) originates from the last refrain of all twenty-
six verses of David’s Psalm 135: “for His mercy endures
forever” (471 ei¢ TOV ai@va TO Eleog adTod). Since the word
“mercy” (16 éheog) was repeated twenty-six times, the des-
ignation “many-mercy” (moAv-édeog) emerged. Byzantine
and Slavic musical manuscripts from the late eleventh and
twelfth centuries already contain polyeleos (Myers, 2023).

In the thirteenth century, the Byzantine scholar
and theologian Nikephoros Blemmydes (Nuxnddpog
Bleppudong, 1197-1272) compiled for the polyeleos a
collection of Selected Psalms (‘Exhoyn otiywv éx Tod
Vektnplov). Initially, the singing of selected verses of
the psalms related to the feast at the conclusion of the
polyeleos was practiced only in the monastery of the
“Christ Who Is,” founded by Blemmydes. By the end of
the fourteenth century, these Selected Psalms with the
refrain Hallelujah were sung in all Orthodox Churches
(Barvinok, 1911, 185-209).

From the fifteenth century onward, in Slavonic-language
Churches of Byzantine rite, the Selected Psalms of Nike-
phoros Blemmydes began to be sung with prypila instead
of the Hallelujah refrain. The content of the Old Testament
psalms is relatively neutral, while the prypila—the short
laudatory troparia—succinctly summarize the theme of a
particular feast. Blessed Makarij and Filotei the monk are
mentioned in many manuscripts as the creators of these

prypila.
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The notated polyeleos refrains written in Ukrainian and
Belarusian Heirmologia of the seventeenth and eighteenth
centuries under the rubric “Bulgarian prypila” are based on
the poctic work of Filotei, a monk of the Wallachian Cozia
Monastery in the southern Carpathians.

Filotei’s autograph has not been found, but his work
has survived in numerous handwritten copies and printed
editions. The studies of Volodymyr Barvinok (1911, 185—
209), Tit Simedrea (1970), Gheorghe Ionescu (1997), and
Gabriela Ocneanu (2010) include lists of manuscripts and
printed editions containing Filotei’s work.

The title of the prypila is the only source of information
about Filotei: “The prypila on various feasts of the Lord and
the Theotokos, to all the Venerable Great Fathers, and to the
Holy and Great Martyrs, and to all the outstanding Saints
thatare singing with the selected psalm during the polyeleos.
Starting from the eighth day of September. The work of sir
Filotei the monk, the former logothete of the voivode Mir-
cea” (Ilpurrbyia Ha BCBKBIMX BIIUHBIMX U OTOPOAMYHBIX
Npa3gHUKb. U BbChM MPHNIOHBIMM (SIIEM BEJIHKBIUM.
W ¢TbIM ¥ BENMKBINM HW30PaHHBIMM MYHKOM. U BbChM
HAapOUYATHIAM CTHIM. TpHUITEBagRINiacA Cb H30paHHBIIM
WIIMOM, €ria Hmoercs nouienew. HaueHie oT ocmaro
Jne, cenremBpia MClia. Teopenie kvp Ounmbea MoHaXA.
norodera opiiuar, Mupya BoeBoaxk) . Thus, the polyeleos
prypila were created by Filotei the monk, who was formerly
the logothete of the Voivode Mircea the Elder (1386-1418).

A Brief Overview of the Main Historical and
Musicological Studies on the Polyeleos Refrains

The polyeleos prypila of Filotei first attracted the atten-
tion of historians and later of musicologists. At the beginning
of the twentieth century, the Ukrainian historian Volodymyr
Barvinok studied the non-notated prypila of Filotei in the
context of Nikephoros Blemmydes’ work. Barvinok:

* justified dating Filotei’s work to 1400-1418, during
the reign of the Wallachian ruler Mircea the Great or
the Elder;

* observed that the Slavonic-language prypila of Filotei
are absent in Greek sources but appear in Bulgarian,
Serbian, Moldavian, Wallachian, Ukrainian, Belarusian
and Russian manuscripts and printed editions;

* noted that in the Kyivan editions of the Psalter (1624,
1642, 1678,1693,1697) Filotei’s work received the title
“Bulgarian prypila”;

* drew attention to the fact that the seventeenth-century
Kyivan Psalters did not contain magnifications to the
Saints of Rus’;

* suggested that Blessed Makarij and other unknown
authors supplemented Filotei’s prypila with magnifica-
tions to the Saints of Rus’ (Barvinok 1911, 185-209).
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The Romanian historian Tit Simedrea published the
non-notated prypila of Filotei, revealed their liturgical
content, and presented a study based on a large corpus of
the manuscripts and early printed books.

For the first time, the non-notated prypila were printed
by Bozidar Vukovié¢ in the Collection for Travellers (Zbornik
za putnike) in Venice in 1536. That collection contained
thirty-three prypila written in Church Slavonic of the Mid-
dle Serbian recension. Later Filotei’s work was published in
Transylvania (1580), Vilnius (1586) and Kyiv (1624, with
the note “Bulgarian prypila”). Summarizing his observa-
tions, Simedrea concluded that
¢ Filotei’s work was quickly adopted by all Slavonic-

language Orthodox Churches, “from the Balkans to

Moscow”;

* twenty-six polyeleos prypila belong to Filotei, while the
rest were added later;

¢ although written without notation, the prypila were
nonetheless sung;

¢ Filotei, a monk of the Cozia Monastery, wrote his work
in Church Slavonic of the Middle Bulgarian recension,
which was the liturgical language of the Wallachian
Orthodox Church at that time;

*  Ukrainians in the seventeenth century called Filotei’s
prypila “Bulgarian” because they were written in Church
Slavonic of the Middle Bulgarian recension (Simedrea
1970).

The Ukrainian musicologist Yurij Yasinovskyi noted
that Filotei’s work became part of the Ukrainian-Belarusian
church chant tradition. Non-notated and notated prypila
of the Wallachian monk are found in Ukrainian and Be-
larusian manuscripts of the late fifteenth and sixteenth
centuries written in zzamennaya notation, as well as in the
staf-notated Heirmologia of the late sixteenth through
eighteenth centuries. Yasinovskyi refuted Simedrea’s asser-
tion that Filotei’s prypila disappeared from the liturgical
books of the Eastern Slavs after the late seventeenth century.
He documented thatin 1789, the Pochaiv Lavra press pub-
lished the non-notated Magnifications (Beanuanns), which
were reprinted without changes in 1818 (Yasinovskyi 2001).

Filotei’s Non-notated Prypila in the Musical
Manuscripts

Filotei’s non-notated prypila were inscribed in the
musical manuscripts, which indicates their belonging to
the oral chant tradition. They appear, for instance, in the
Anthology (1550-1575) of the Putna school of music.*
In this manuscript, Filotei’s authorship was omitted in the
heading to the prypila. Following his prypila, other mag-
nifications were added, including those by Blessed Makarij.
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Asaresult, the prypila of different authors merged into one
anonymous corpus. Despite this, they can be distinguished:
“Come” (Ipuiigbre) is the first word of most of Filotei’s
troparia, whereas Makarij’s typically begin with “Magnify”
(Beamuait). For this reason, Makarij’s prypila are also re-
ferred to as magnifications.

In the Suprasl Heirmologion (1596-1601), one of the
oldest Ukrainian-Belarusian staff-notated manuscripts, the
non-notated prypila of Filotei and Makarij were inscribed
separately with an indication of authorship.’ The title of
Filotei’s work follows the standard form. Blessed Makarij, as
usual, was mentioned together with Mr. Nikephoros Blem-
mydes: “By blessed hieromonk Makarij and honest phi-
losopher and rhetorician Mr. Nikephoros Blemmydes the

Selected psalms” (BifkeHHaro Makapia U CL{CHHOMHHUXA.
u decTHaro ¢guinocoda u puropa rHa HEUKHDOpa, TO
Bremuza. Wammel n36pannbia, fol. 568v). The word “tw”
before the surname “Blemmydes” reflects translation from
the Greek, where the surname “Blemmydes” (Bhepuvdnc)
is preceded by the genitive article “tou” (tot Bhepptddou).
In this Heirmologion, the text of Filotei was significantly
expanded, presenting forty-seven troparia. Magnifications

to Serbian saints Sava and Simeon, as well as to the Saints
of Rus’—Serhij, Varlaam and Cyril the Wonderworkers,
Khariton the Confessor, Peter and Alexy, Theodosius and
Anthony of the Caves, Roman and David the martyrs, and
Prince Volodymyr, were added among others (fols. 565t-
S67v).
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Figure 1. Beginning of the non-notated prypila of Filotei under the title: “The prypila on various feasts of the Lord and the
Theotokos, to all the Venerable Great Fathers, and to the Martyrs, and to all the outstanding Saints that are singing with the

selected psalm during the polyeleos. Starting from the eighth day of September. The work of Filotei the monk, the former logothete
of the Voivode Mircea” (Hpnr{tna Ha BCAKBIUX BIYHBI M OTOPOAMYHBIXD MPA3AHUKD. BCbMB IPIIOHBIMB OTI{EMb BETHUKHIMb
M30paHHBIMB U MYHUKOMbB. BChbMB HAPOUUTHIMB CTHIMB MIpUIIbBatOLIia CA Cb H30PAaHHBIMB YaIMOMBb. €T/1a MOETCA 1O MO[IH|enew.
Hauenme ot ocmaro aHe. Centemspia mcua. Teopenie ®unobea Monaxa, aowrodera OpiBmaro, Mupaa Boesospl). © Institute of
Manuscript of V. I. Vernadsky National Library of Ukraine, Kyiv. Supra$l Heirmologion (1596-1601), fol. 565r, fond I, unit 5391.
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Figure 2. A combination of different prypila under the title: “By blessed hieromonk Makarij and philosopher and rhetorician
M. Nikephoros Blemmydes the selection of psalms for the Lord’s feasts and for the memory of the Holy Venerable Fathers and
Saints” (Ba)keHHAro Makapus M CBIHOMHOKA (Gri10coda  pUTOpa rocHofnHa HUKM(Opa TO BIEMKIA M30PAHUE MCAJIMOBb Ha
IIPa3IHAKH FOCIIOACKHE U Ha NIAMATH CTHIXb IPIIOHBIXE OTib 1 cBiTuTened). Non-notated Filotei’s prypily were inscribed with
the note “in Bulgarian” (I'To 6oarapcky). © Institute of Manuscript of V. I. Vernadsky National Library of Ukraine, Kyiv. Kyiv-
Mezhyhiria Heirmologion of the 1640s, fol. 191r, Collection of the Saint Sophia Cathedral of Kyiv, fond 312, unit 112/645.
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The Kyiv-Mezhyhiria Heirmologion of the 1640s con-
tains a unique collection of non-notated prypila.® In this
manuscript, the Selected Psalms of Nikephoros Blemmydes
and various prypila were combined into one text. Blessed
Makarij and Nikephoros Blemmydes were both mentioned
in the heading. Filotei’s prypila were labeled “Bulgarian”
(Bwa), “in Bulgarian” (ITo 6oarapcky), while others were
titled “the second” (8"), “another” (Apyruit), “on the 9*
ode” (na % mbenm), “in Ruthenian” (Io pycky).

Filotei’s Notated Prypila in Ukrainian and
Belarusian Heirmologia of the Seventeenth and
Eighteenth Centuries

As many researchers have noted, the toponym “Bul-
garian” in the title of Filotei’s prypila first appeared in the
Kyiv edition of the Psalter of 1624. Around the same time,
this toponym also began to appear in musical manuscripts.

One of the carliest staff-notated manuscripts containing
the notated polyeleos prypila of the monk Filotei with
the note “Bulgarian” is the Zhyrovichy Heirmologion
from the 1620s.” Unlike the Kyiv editions of the Psalter,
however, this musical manuscript omits Filotei’s name
from the title.

The Zhyrovichy Heirmologion contains Filotei’s
polyeleos prypila for selected feasts: the Nativity of the
Most Holy Theotokos, the Feast of Pentecost, the Exalta-
tion of the Holy Cross, the Sunday of the Prodigal Son,
the Holy Apostle and Evangelist John the Theologian,
the Transfiguration of our Lord, and the Dormition of
the Theotokos. A small cycle of chants is dedicated to
the feast of the Nativity of the Most Holy Theotokos. It
includes two prypila by Filotei in honor of the Theotokos,
the first verse of the Psalm 132 (131) marked with the
note “verse” (sarrba), a lesser doxology with prypila by
Filotei to the Holy Trinity and to the Theotokos, and a
final Hallelujah.
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Figure 3. The polyeleos prypila under the title: “Prypila for the feasts of the Lord and the Theotokos, and the Great Saints. <...>
In Bulgarian” (IIpumrbia nmpa3gHukoM FenackuM 1 GTOpOXHIHBIM, i CTHIM, HAPOYHUTHIM. <...> 0 Goxrapcky). © Institute of
Manuscript of V. I. Vernadsky National Library of Ukraine, Kyiv. Zhyrovichy Heirmologion of the 1620s, fols. 14r-15v, fond I,

unit 3368.
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Figure 3. The polyeleos prypila under the title: “Prypila for the feasts of the Lord and the Theotokos, and the Great Saints. <...>
In Bulgarian” (ITpumrbia npasgHukoM renackum 1 GTopoandHbIM, i CThIM, HAPOUUTHIM. <...> 110 Goarapeky). © Institute of
Manuscript of V. I. Vernadsky National Library of Ukraine, Kyiv. Zhyrovichy Heirmologion of the 1620s, fols. 14r-15v, fond I,

unit 3368.

Polyeleos Prypila Presented in the Zhyrovichy

Heirmologion of the 1620s

On the Nativity of the Most Holy Theotokos

Paayiicsi, obpapsoBannas Mapie, Tocroas ¢ Toborwo. aere.

Ansnaynst:

(Rejoice, joyful Maria, the Lord is with you. lege. Hallelujah:)

ITomstau, Tocoan, AaBuaa, i Bcio KpOTOCTS €ro:

(Remember, o Lord, in David’s favor, all the hardships he

endured: ps. 132 (131):1)

Ipeuncras 6oroposureasHuie Mapie, uncrast Abso, criacait
CTaAO CBOE OT BCAKHX OB, SIKO AQ IPOCAABASIEM 1 BEAMYAEM
51, HAAGKAO BCEM XPHCTHSHOM:

(The purest Theotokos Maria, pure Virgin, save your flock
from all evils, let us glorify and magnify you, the hope of all
Christians:)

Caasa Oty u Cuny, u Cesitomy Ayxy:

(Glorybe to the Father, and to the Son, and to the Holy Spirit:)
Caasa Tu, Tporine Cesras. Otue, Caose u Ayure CsThIi.
Aere. Caasa tebb, Boxe:
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(Glory to You, Holy Trinity. Father, Word and Holy Spirit.
lege. Glory to you, God:)

I vpah, 1 TIPUCHO, U B BbKkU BbKOM aMMHb:

(As it was in the beginning, is now, and ever shall be, world
without end. Amen:).

Paayiicsi, o6paposannas Mapie, Tocroan ¢ To60m0

(Rejoice, joyful Maria, the Lord is with you).

Aaanayst, anauays, caasa Te6b, Boxe:

(Hallelujah, hallelujah, glory to you, God).

On the Exaltation of the Holy Cross

Aaa ecu sHamenie 6osamumcs Tebe, Tocmoau, exe 6bxaru o
Auga Ayky. aere. Kpecr Tsoit, Xpucre Bosxe

(You have given a warning sign to those who fear You, O Lord,
that they may flee from before the face of the bow. lege. Your
cross, Christ God).

On Sunday of the Prodigal Son

Bossparu, Tocniopn, nabHeHie Ayl Hammx u Bocapu crpax
TBoI1 BO cepAlla Hallla, AE€T€E. HACAAUTEAIO GAATHM

(Return, O Lord, the captivity of our souls and plant Your
fear in our hearts, lege. good planter)®.
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10 the Holy Apostle and Evangelist John the Theologian
ITpuitasre Bcu, Crina rpomoBa BocxBaauM, Moanna
AbBBCTBEHHUKA, A€T€. HanlepcHUKa XpUCTOBa

(Comeall ofyou, praise the Son of Thunder, John the Virgin,
lege. breastplate of Christ).

On the Transfiguration of our Lord

Ipeobpasyercst Mcye moit u Tocroas Ha roph Pasoperbii,
A€TE [I0KA32aB CAABY CBOIO

(My Jesus and the Lord is transfigured on the Mount Tabor,
lege showed his glory).

On the Dormition of the Theotokos

IThcHb TH HCXOAHYIO npuHOIaeM, Mapie, npecraBubocs ot
3CMHBIX A€T€ KO BB4HBIM 06UTEACM

(We bring you the last song, Mary, because you have passed
from the earthly lege to the eternal abode).

In the Heirmologion (1650-1675) from the village of
Vaniv near Belz, the prypila conclude the polyeleos, which is
labeled “Kyivan Polyeleos” (kueBcroe momoaieaewc sic!) and
“in Bulgarian” (o 6oarapscky, fol. 4v).” This manuscript
contains Filotei’s prypil to the Holy Trinity, which ends with
“As it was in the beginning...” (I ueb...). It also includes
two prypila by Filotei for the Nativity of the Most Holy
Theotokos, one prypil dedicated to three Saints marked
“to three Saints” (TMb ¢Tiem), and the opening phrase of
the second verse of Psalm 48 (49), annotated “the verse to
the chant” (ctux po Hambay).

Polyeleos Prypila Presented in the Heirmologion
of the Years 1650-1675 from the Village of Vaniv

Caasa Tu, Tpoitue Casras Otue, Caose u Ayme CasTblil.
Aere. Caasa te6t, Boxe

(Glory to You, Holy Trinity. Father, Word and Holy Spirit.
lege. Glory to you, God).

I upiuh, v npucuo, u B Bbku BbkoM. AMUHD

(As it was in the beginning, is now, and ever shall be, world
without end. Amen).

Paayiicsi, obpasoBannas Mapie, Tocropas ¢ Tobomw. aere.
Anauayns

(Rejoice, joyful Maria, the Lord is with you. lege. Hallelujah).
Ipeuncras GOI‘OPOAI/ITCAI)HI/ILIC Mapie, uncras AbBo, cnacai
CTapAO CBOE OT BCSKUX 654, SIKO A2 IIPOCAABASIEM | BEAUMAEM
51, HAAGKAO BCBM XpUCTHIHOM

(The purest Theotokos Maria, pure Virgin, save your flock
from all evils, let us glorify and magnify you, the hope of all
Christians).

Ipuiipire, Bacuais, [puropis Bocxsasnm, loanHa 3aaroycra-
ro, Aere. Tpoiinu no6opHuku.

(Come, Basil, Gregory, praise, John Chrysostom, lege. the
defenders of the Trinity).

VeAbIuTE CUsl, BCH A3BIIU

(Hear this, all peoples, ps. 48 (49):2).

Not only polyeleos prypila were called “Bulgarian” The
so-called “Bulgarian chant” (about 300 works, according
to the Ukrainian musicologist Lidiia Kornii) made up a
significant part of the liturgical chant repertoire recorded in
Ukrainian and Belarusian staff-notated manuscripts of the
seventeenth and eighteenth centuries (Kornii, Dubrovina
1998). The question of their origin is still debated, since
chants called “Bulgarian” in Ukrainian and Belarusian man-
uscripts have not been found in Bulgarian ones, of which
very few have been preserved (Ignatenko, “Bulgarian”).

In the seventeenth and eighteenth centuries, the Great
Manyava, or the Galician Skete, became an important
center for the cultivation of Bulgarian chant. The Manyava
manuscript of 1684 even bears the title “Heirmologion of
Bulgarian chant” (Ipmoaoit namrbay 6oarapckaro).! Three
Manyava musical manuscripts contain polyeleos prypila
under headings such as “prypila to the feasts” (npunbaa
npaspaukom) and “prypila to the feasts of the Lord”
(npumbaa rabcknm npasnikom). In fact, these texts polyeleos
prypila for the feasts of the Lord and the Theotokos. In the
Manyava manuscripts of 1675-1676" and 1684," there are
five prypila: for the Transfiguration of our Lord, the Sunday
of the Prodigal Son, the Exaltation of the Holy Cross, the
Dormition of the Theotokos and the Annunciation. Three
of these are by Filotei. The prypila for the Sunday of the
Prodigal Son and the Annunciation are later imitations of
his work. In the Manyava Heirmologion of 1731-1733,"
there are four prypila: the same as in the Manyava manu-
scripts of 1675-1676 and 1684, except that the one for the
Transfiguration of our Lord is omitted.

As we have seen, a single manuscript usually contained
only a few prypila—most often dedicated to the Most Holy
Theotokos and to the Holy Trinity. From this perspective,
the Heirmologion from the first third of the eighteenth
century in the collection of the Taras Shevchenko Scien-
tific Society is unique, as it contains over thirty prypila by
Filotei!"* Moreover, in this manuscript Filotei’s cycle con-
cludes with a magnification to Prince Volodymyr of Kyiv.

The Polyeleos Refrains in Greek-Byzantine,
Balkan, and Slavic Church Chant Traditions:
Intersection Points

An attributive feature of Filotei’s prypila, or their imita-
tions, is the insertion of the untranslated Greek word /ege
(Méye), written in Cyrillic as aere. Lege, meaning “say”, and
palin (mdAwv), meaning “again’, are performance instructions
woven into the chanted liturgical texts. In the manuscripts
they were usually written in red and sung by the soloist to
attract the attention of listeners and choristers, and to empha-
size what was to be sung next (Chaldeakis 1997, 176). Such

instructions were widely used in the Greek-Byzantine chant
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tradition. Greek word /ege, used in the work of Filotei, led us
to search for a Greek-Byzantine source of “Bulgarian” prypila.

All rescarchers emphasize that Filotei’s cycle are absent
from Greek manuscripts— a logical fact, given that they
were written in Church Slavonic. The question, then, is how
the Greek word /lege came to appear in Filotei’s prypila. To
answer it, we must turn to the history of the polyeleos genre.

Greek musicologist Achilleas Chaldeakis, who has
studied the polyeleos in the Byzantine tradition, describes
the special practice of inserting non-psalmic poetic texts
into the chant of the polyeleos: “<...> there is a pre-existing
Psalm (the Amomos or the Polyeleos or the antiphons),
which is chanted ata specific part of the Matins service; and
to this psalm, at certain major feasts, new poetic texts are
added (by interpolation between its verses) with a view to
celebrating the correspondingevent of the church calendar.
Hymnographical research has not, unfortunately, reached
any sure and generally accepted conclusion concerning the
time of the creation and insertion into liturgical practice,
or the identity of the inventor of this kind of enkomia.
The currently prevailing thesis places their composition in
the early Palacologan period, and dates their introduction
into liturgical practice before the fourteenth century; the
issue of the authorship of the enkomia (although we al-
ready know many imitators of this kind of poetry) remains
obscure” (Chaldeakis 2011, 77). The practice of inserting
non-psalmic texts between psalm’s verses was named “fes-
tive changes” (eéptio alhdypata). The new poetic texts
were called enkomia or megalynaria. Their interpolation
was associated both with the polyeleos (especially the so-
called Latrinos Polyeleos) and with the antiphons (notably
the antiphon for the feast of All Angels).

Chaldeakis notes that the carliest interpolations of
non—psalmic poetic texts appear in the Latrinos Polyeleos,
specifically in the last ten verses (12-21) of Psalm 134.
The history of this polyeleos began in Asia Minor: “The
so-called Latrinos Polyeleos originated in the monastic
state of Latros in Asia Minor (which flourished from the
tenth to the thirteenth century), but was gradually, from
the fourteenth century onwards, connected to the musical
tradition of Constantinople, but also to that of «the whole
world>, as it is characteristically noted in the manuscripts”
(Chaldeakis 2011, 79). The activity of the renowned
Byzantine composer Saint Ioannes Koukouzeles gave the
practice of inserting new poetic texts into the polyeleos an
exceptionally broad dimension.

It is especially significant that the new poetic texts of
the Latrinos Polyeleos contained the inserted performance
cues lege and palin (Chaldeakis 2003, 553-577). This fact
undoubtedly links the early Byzantine enkomia with Filotei’s
prypila, since their poetic structures are strikingly similar.

Short verses of praise (enkomia) also appeared in the
Bulgarian Church at roughly the same time. Bulgarian
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researchers have identified them in a thirteenth-century
musical manuscript for the service to Saint Joachim
Osogovski (tca. 1105), as well as in fourteenth-century
manuscripts for the service to Saint Petka (Parask-
eva) Tarnovska (Tonceva, “IToaueaeiinute npurneau B
prronuc” 1994).

We may therefore assume that at the beginning of the
fifteenth century, the Wallachian monk Filotei developed
the practice of inserting non-psalmic poetic texts into the
chant of the polyeleos in the Slavonic-language churches of
the Byzantine rite, presenting the Slavonic short verses of
praise known as prypila.

Filotei’s Notated Prypila in the Fifteenth-century
Anthology EBE 928 by Isaiah the Serb

The carliest notated prypila of Filotei were found in
a fifceenth-century musical manuscript: the Anthology
EBE 928 of Isaiah the Serb, written in the Matejée (Zheg-
ligovo) Monastery (Skopska Crna Gora, near Kumanovo,
present-day North Macedonia).”® This manuscript demon-
strates many distinctive features. It is bilingual, in Greek
and Church Slavonic, with multiple texts set to one mel-
ody and numerous marginal inscriptions. Short polyeleos
verses of praise were written under the rubric “Psalomnik”
(Yaawmnuxk) for the feasts of the Theotokos (fol. 64r) and
All Saints (fol. 68r). The “Psalomnik” occupies sixteen pages
(fols. 64r—80v), testifying to the rich polyeleos practice of
the Matej¢e Monastery.

Bulgarian musicologist Elena Tonéeva, who devoted
several articles to this manuscript and focused especially
on its polyeleos repertoire,

* attributed a significant number of the verses of praise
(megalynaria) to Saint Ioannes Koukouzeles and Xenos
Korones;

* discovered that some melodies of the “Psalomnik” were
taken from the Latrinos Polyeleos and the polyeleos of
Koukoumas (Tonéeva, “IToaueaciinure npuneau B
poronuc,” 1994: 645);

* noted that the anthology EBE 928 contains the earliest
translation of Saint Ioannes Koukouzeles’ polyeleos
repertoire into Church Slavonic;

* concluded that Isaiah the Serb composed his works
using the technique of chanting “na podoben” (accor-
ding to the model), selecting Byzantine melodies and
formulas and adapting them to Slavonic texts (Tonéeva,
“I'ToAneAciiHUTE IIPUIIEAU B PBKOIIKC, 1994).

The name of Filotei is not mentioned in the Anthology
EBE 928 of Isaiah the Serb. Scholars who first studied this
manuscript did not realize that Filotei’s work might be con-
nected to this anthology. Later, however, Tonceva
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¢ identified four Slavonic prypila of Filotei within the
“Psalomnik” cycle of the Anthology EBE 928: for the
Nativity and the Dormition of the Most Holy Theoto-
kos, the Nativity of Christ, and the Holy Trinity;

» compared Filotei’s cycle of prypila with the “Psalomnik”
of Isaiah the Serb and observed that while the first prypil
to the Most Holy Theotokos is the same in both cycles,
the subsequent texts and the structure of the cycles differ
significantly (Tonéeva, “IToancaciinure npunean Ha

Duaoteit,” 1994).

Given the substantial variation between the cycles of
the polyeleos megalynaria of Isaiah and Filotei, Slovak
musicologist David Pancha suggested that Isaiah’s cycle
represented an older layer of the tradition, later edited
and completed by Filotei (Pancha 2013). Indeed, the
“Psalomnik” reads more like a draft. The working process
is reflected in its bilingualism, its spontaneous notational
style, and its varied handwriting. It appears more as a
manuscript for private use than a chant book intended
for church singers.

The aforementioned edition Collection for Travellers
(Zbornik za putnike, Venice, 1536) published by Bozidar
Vukovi¢, where Filotei’s non-notated prypila first ap-
peared in print, reflects a later stage of the development
and systematization of Slavonic polyeleos practice. In this
edition, before Filotei’s cycle, a “Theotokos prypilo to the
polyeleos” (npunbao Biju Ha nmoaiesew) was included.
In this work, the last verses of Psalm 134 alternate with
Theotokos megalynaria, some attributed to Saint Ioannes
Koukouzeles and also present in the Anthology of Isaiah
the Serb. Koukouzeles’ name, however, appears in neither
the manuscript nor Vukovi¢s edition.

Asalready mentioned, the fifteenth-century Anthology
of Isaiah the Serb EBE 928 preserves the carliest notated
prypila of Filotei. Ton¢eva analyzed them within the context
of the late-Byzantine polyeleos repertoire and identified the
first melody of the “Psalomnik” in the Byzantine manuscript
Papadiki EBE 2401 (mid-fifceenth century), among the
chants of the antiphon to the Most Holy Theotokos Adyov
byafév'® (Tonceva, “Tloaneacitnute npunean Ha uaoreit,”
1994, 181). The same melody was also combined by Isaiah
the Serb with troparia to the Holy Trinity and in honor of
the Serbian Saint John of Rila. Thus, the “Psalomnik” clearly
begins within the Greek-Byzantine tradition.

Antiphons are additional psalms sung at particular
feasts, either after or instead of the polyeleos Psalms 134 and
135. By the late fourteenth century, six antiphons already
appear in Byzantine musical manuscripts. Thus, the term
“antiphon” refers not only to alternating choirs but also to
psalmic substitutes for the polyeleos psalms (Chaldeakis
2003, 114-119, 170).

Psalm 44 (45), “My heart overflows with a pleasing
theme” (E&npedéato # xapdia pov Aéyov dyabéy / Otprirny
cepalie MOe cA0BO Gaaro), was sung at feasts of the Most
Holy Theotokos. Isaiah the Serb selected for his “Psalom-
nik” the first-mode melody combined with a non-psalmic
text inserted after the opening phrase of the second verse
of the Psalm 44 (45). This interpolation ends with the ex-
clamation Hallelujah, separated from the preceding words
by the instruction Lege:

E&ypevéaro 7 xapdia pov Ayov dyaddy

(My heart overflows with a pleasing theme, ps. 44 (45): 2).
Xaipe xeyaprrwuévy Mapia, 6 Kdpiog uera coi. Aéye. /’12177101/’104
(Rejoice, joyful Maria, the Lord is with you. Lege. Hallelujah).

Figure 4. Beginning of the antiphon to the Most Holy Theotokos Aéyov éyafév with the inserted text Xaipe xeyapirrawuévy Mapia
(Rejoice, joyful Maria). © National Library of Greece in Athens, Papadiki of the years 14521469, fol. 136r, EBE 2401.
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Figure 5. First troparion to the Most Holy Theotokos from the “Psalomnik,” with parallel text
in Slavonic and Greek: Paayiics, o6pasoannas Mapie / Xaipe xeyaprrawuévy Mopiz (Rejoice,
joyful Maria). © National Library of Greece in Athens, Anthology of Isaiah the Serb of the

fifteenth century, f. 64r, EBE 928.

The non-psalmic text related directly to the Theo-
tokos, presenting the Annunciation as narrated in the
Gospel of Luke: the angel Gabriel’s words to the Virgin
Mary that she would conceive a son to be called Jesus
by the power of the Holy Spirit: “And the angel came to
her and said, «Rejoice, favored woman! The Lord is with
you» " (Luke 1:28).

Isaiah the Serb replaced the opening phrase of the sec-
ond verse of the Psalm 44 (45) with the first phrase of the
fourth verse of the Psalm 97 (98):

E&éypesboro 7 xapdin pov ddyov dyaddv
(My heart overflows with a pleasing theme, ps. 44 (45): 2).
Bockauxnume bozosu 6cs 3emas

(Make ajoyful noise to the Lord, all the earth, ps. 97(98): 4).

At the same time, the final two words of the original
Greek phrase (Adyov dyaddv) were inscribed in cinnabar
above the Slavonic phrase (scs sem.r2). The following me-
galynarion to the Theotokos presents the same text in both
Greek and Slavonic:

Xeiipe xeyapitwudvy Mapia, 6 Kdprog petd ood. Aéye. Adylovia
Papyiicsi, obpapoBannas Mapie, Tocnioas ¢ To6orw. Aere.
Anauayns

(Rejoice, joyful Maria, the Lord is with you. Lege. Hallelujah).

The Greek-Byzantine musical manuscript EBE 899
(second half of the fifteenth century) contains a closely
related melodic version of the megalynarion “Rejoice,
joyful Maria,” written in the plagal of the first mode under
the rubric “On the Annunciation” (Eig tov Edaryyehauéy)".
Unlike manuscript EBE 2401, this megalynarion continues
the final phrase of the second verse of Psalm 95 (96) and
omits the instruction Lege:
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Edayye)ileade fuépay é fuépas 6 owtipiov tov Ocod

(Tell of his salvation from day to day, ps. 95 (96): 2).
Xaipe xeyaprrwuévy Mapla, 6 Kiprog uerd ood. AN ylovia
(Rejoice, joyful Maria, the Lord is with you. Hallelujah).

The studied megalynarion—a non-psalmic text from the
Byzantine antiphon to the Most Holy Theotokos, translated
into Slavonic—became the first prypil of Filotei’ cycle:

Xeiipe xeyaprrwuévy Mapia, 6 Kdpog uetd ood. Aéye. Adylovia

Paayiicsi, o6paposarnas Mapie, Tocops ¢ To6orw. Aere.

Ansnayus
(Rejoice, joyful Maria, the Lord is with you. Lege. Hallelujah).

Filotei’s polyeleos cycle is organized in a chronological
order, as the holidays run throughout the church year. The
church year starts in September, so the cycle begins with a
prypil “Rejoice, joyful Maria” for the Nativity of the Most
Holy Theotokos. This prypil was also sung on the feast for
Meeting of the Lord and the Annunciation, as stated in
Vukovi¢’s edition Collection for Travellers of 1536.

Returning now to the Ukrainian and Belarusian musical
manuscripts containing Filotei’s works labeled “Bulgarian
prypila’: Ukrainian musicologist Yurij Yasinovskyi observed
that all of Filotei’s prypila were sung to the same melody,
and that the magnification in honor of Prince Volodymyr
of Kyiv is nearly identical with another prypila. He con-
cluded that a local Ukrainian melody, stylistically related
to the Balkan-Slavic chant tradition, had been combined
with the text honoring Volodymyr, and that this melody
was therefore designated “Bulgarian” (Yasinovskyi 2001).

A thorough study of Filotei’s prypila, based on numer-
ous sources, was undertaken by Slovak researcher David
Pancha (2013). He focused on the “Bulgarian” prypila
found in seventeenth- and eighteenth- century Ukrainian
and Belarusian manuscripts. In particular, he:



‘Bulgarian’ Polyeleos Refrains from Ukrainian and Belarusian Musical Manuscripts of the Seventeenth and Eighteenth Centuries: Their Origin and Adaptation

compared the various versions of the prypila with other
“Bulgarian” chants of the first mode, showing their
melodic similarity;

compared the melody of the prypila from the Ukrai-
nian-Belarusian Heirmologia with those from the
Anthology EBE 928, concluding: “A short comparison
reveals some common features; however, the evolution
of the Ruthenian melody from the old Serbian model I
consider to be improbable” (Pancha 2013, 480).
summarized: “The melodies in various Ruthenian
and pre-Chrysanthine Romanian sources from the
seventeenth century to the present day are based on
one common archetype, built up on motifs from the
‘Bulgarian’ first mode. The relationship of the old

Serbian psalomniki to the Filotean pripéla remains an
open question” (Pancha 2013, 484).

The Results of Our Research

In liturgical practice, the polyeleos prypila existed in

both oral and written traditions. Our comparative study
showed that all of Filotei’s prypila recorded in Ukrainian

and Belarusian staff-notated manuscripts of the seventeenth

and eighteenth centuries under the rubric “Bulgarian

prypila” were based on the same melodic model. They
were performed using the special technique of chanting

«
na

podoben” (according to the model), in which a familiar

melody was combined with different texts. Each time, the
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s prypila in Ukrainian and

>

The melody of all of Filotei
Belarusian manuscripts derives from the late-Byzantine tune

of the antiphon to the Most Holy Theotokos Aéyov dyafév,
particularly the setting combined with the non-psalmic text

melody was slightly adjusted according to the length of the

verbal text and its accentual pattern. Comparative analysis

demonstrates the recurrence of the same melodic framework

and closely related tunes, more or less elaborated.

Rejoice, joyful Maria” (Xaipe xeyapitwpévy Mapia). Isaiah
the Serb most likely adapted the Church Slavonic transla-

«

tion of this Greek text (Paayiics, o6paposannas Mapie) to

the same melody.
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Figure 7. The megalynarion “Rejoice, joyful Maria” (collation of sources): Papadiki, mid-fifteenth century,
National Library of Greece, Athens, EBE 2401, fol. 136r; Isaiah the Serb’s anthology, fifteenth century,
National Library of Greece, Athens, EBE 928, f. 64r; Zhyrovichy Heirmologion, 1620s, Institute of
Manuscript of V. I. Vernadsky National Library of Ukraine, fond I, unit 3368, fol. 14r.

Filotei’s prypila written in the anthology EBE 928,
were sung with various melodies. Instead, only one melody
entrenched in the Ukrainian and Belarusian liturgical
practice. In musical manuscripts from the seventeenth and
eighteenth centuries, this melody was recorded using five-
line notation.

The later imitations that complemented the cycle of
Filotei, followed the tradition of chanting “na podoben”
Thus, the magnification to Prince Volodymyr of Kyiv was
combined with the same late-Byzantine melody from the
mid-fifceenth century.

Magnification to Prince Volodymyr of Kyiv

Ipuiisbre, Bcu Pyctin cobopu,
II0XBaAMM IIPaoTLa Haero Bacuais, aere
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HOPOAMBILATO HAC CBSITBIM KPEILCHIEM
(Come, all Rus’ cathedrals, praise our forefather Basil®*, lege
who birthed us by the holy baptism).

Such a text without music was written in the Suprasl
Heirmologion of 1596-1601 (fol. 567r). With a melody,
this text was fixed in the later manuscript of the first third
of the cighteenth century, where the word “Rus” (Pycriu)
was replaced by the word “Russian” (Pocciiictin) . By that
time, a big part of the Ukrainian territories had already been
integrated into the Russian Empire. For ideological reasons,
the Old Rus’ in the megalynarion to Prince Volodymyr of
Kyiv became Russia.

The studied megalynarion to the Most Holy Theotokos
“Rejoice, joyful Maria” was rendered in Middle Byzantine
notation in the Greck-Byzantine manuscripts and in five-
line Kyivan notation in the Ukrainian and Belarusian
Heirmologia. Therefore, Middle Byzantine notation was
decoded by five-line Kyiv one.
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Figure 8. Prypil in honor of Prince Volodymyr of Kyiv. © Vasyl Stefanyk National Scientific Library
of Ukraine in Lviv. Heirmologion of the first third of the eighteenth century, Collection of the Taras
Shevchenko Scientific Society, fond I, unit 235, fol. 247v.

Middle Byzantine semeiography did not contain suf-
ficient information about the rhythmic and temporal
organization of chant. Kyiv exegesis gave us this informa-
tion. The mode of the megalynarion to the Most Holy
Theotokos “Rejoice, joyful Maria” was not indicated in
Ukrainian and Belarusian manuscripts. A five-line notation
provokes contemporary performers to imagine a musical
scale that consists of tones and halftones. In our opinion,
this approach is erroneous, since it does not correspond to
the Byzantine modal system. Greek-Byzantine manuscripts
contain the necessary information. The studied megaly-
narion “Rejoice, joyful Maria” is of the first mode / the
plagal of the first mode.

The comparison of two different notational systems of
Byzantine music’s codification yielded interesting results.
Parameters of the work, that were not defined by authentic
Middle Byzantine semeiography, were complemented by
Kyivan notation, and vice versa, parameters of the work, that
were not defined by Kyivan notation, were complemented
by Middle Byzantine semeiography. It significantly enriches
our understanding of the musical work and allows us to
offer its historically informed performance interpretation
and analysis.

The discovery of the Byzantine musical source of the
“Bulgarian” prypila written in Ukrainian and Belarusian
staff-notated manuscripts of the seventeenth and eighteenth
centuries, and the mapping of intersections among various
church-chant traditions, enriches the history of Orthodox
church music with new facts and contexts. Our study shows
the unity of Eastern Christian church chant traditions,
which is not obvious due to the variety of their linguistic
and sound implementations. Melodies that were used as
models have been sung in different areas of Christendom
throughout the centuries. They have become sacred and
canonical. They ensure a symbolic unity of all believers in

their prayers to God and in their desire to praise the Lord
alongside angels.
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Santrauka

XVTa. pab. ir XVII a. Ukrainos ir Baltarusijos baznyti-
nis repertuaras buvo intensyviai atnaujinamas saveikaujant
su Balkany ortodoksy giesmiy tradicijomis. Tai liudija
sbulgary®, ,graiky®, ,serby”, ,munteny” ir ,valaky” giesmes,
uzrasytos to meto Ukrainos ir Baltarusijos irmologijoje. Jy
kilmes, adaptavimo ir priémimo Ukrainos ir Baltarusijos
zemése klausimai dar néra pakankamai iStirti.

Masy tyrimo objektas — XVII ir XVIII a. ukrainiediy
ir baltarusiy notuotos irmologijos rubrikoje, pavadintoje
,Bulgariski prypila‘ rasti polieléjy refrenai. Sie refrenai grjsti
Karpaty pietuose Kozijos vienuolyne, Valakijoje, gyvenusio
vienuolio Filotéjo poetiniais kariniais. Toponimas ,bulga-
riski“ Filot¢jo prypila pavadinime atsirado 1624 m. Kyjive
i$leistame psalmyne. Mazdaug tuo padiu metu $is toponimas
pasirodé muzikos rankra$¢iuose. 1620 m. pasirodes Zyro-
vi¢y Heirmologion yravienas seniausiy rankras¢iy, kuriame
natomis uzradyti vienuolio Filotéjo policléjy prypila turi
prierasa ,bulgariski®.

XV a.serbo Izaijo antologija ,EBE 928 pateikia seniau-
sius notuotus Filotéjo prypila. Bulgarijos mokslininké Elena
Tondeva i$analizavo juos vélyvosios Bizantijos polieléjy
repertuaro kontekste ir bizantiniame rankrastyje ,Papadiki
EBE 2401“ (XV a. vid.) tarp giesmiy Sveniausiajai Dievo
Motinai atrado pirmaja serbisko ,,Psalomnik” melodjija.

Liturginéje praktikoje polieléjy prypila egzistavo ir zo-
dingje, ir radytinéje tradicijose. Masy lyginamasis tyrimas
rodo, kad visi Filotéjo prypila, uzra$yti ukrainietiSkuose
ir baltarusiskuose rankra$¢iuose, buvo sujungti su tuo

paciu melodiniu modeliu. Jie buvo atlickami pasitelkiant
giedojimo technika ,na podoben” (,pagal modelj*). Filo-
téjo prypila melodija ukrainieciy ir baltarusiy irmologijoje
buvo pagrjsta vélyvosios Bizantijos Sventiausiosios Dievo
Motinos antifonos melodija — i melodija labiausiai sietina
su nepsalminiu tekstu ,Dziaukis, dziaugsmingoji Marija“
(Xaipe xeyaprrwuévy Mapia). Vélesnés imitacijos, papildziu-
sios Filotéjo cikla, seké ,na podoben® giedojimo tradicija.
Taigi Kyjivo kunigaiks¢io Volodymyro $lovinimas buvo
susietas su ta pacia vélyvosios Bizantijos melodija i§ XV a.
vidurio.

Tyrinéta Svenéiausiaja Dievo Moting Slovinanti giesmé
»Dziaukis, dziaugsmingoji Marija“ graiky-bizantiniuose
rankra$¢ivose buvo uZzrasyta vidurines Bizantijos notacijos
stiliumi, o ukrainie¢iy ir baltarusiy irmologijoje — Kyjivo
notacijos stiliumi. Todél vidurinés Bizantijos notacijos
stilius buvo i$ifruotas naudojant Kyjivo notacijos stiliy.
Vidurinés Bizantijos semiografijoje nepakanka informacijos
apie Sios giesmes ritming ir laiking strukearg; $ia informa-
cija pateikia Kyjivo egzegezé. Ukrainiediy ir baltarusiy
rankra$¢iuose megalinarijaus ,DzZiaukis, dZiaugsmingoji
Marija“ modusas néra nurodytas; reikalinga informacija
suteikia graikiski-bizantiniai rankra$¢iai: karinys yra pir-
mojo moduso.

Dviejy bizantinés muzikos kodifikavimo notacijy sis-
temy palyginimas davé rezultaty, kurie gerokai praturtino
musy supratima apic kirinj ir leido pasitlyti jo istoriniu
pozitriu pagrista atlikimo interpretacija ir analize.

~Bulgarisky® prypila, uzrasyry XVILir XVIII a. ukrainie-
¢iy ir baltarusiy rankra$¢iuose, kaip bizantinés muzikos al-
tinio radimas ir jvairiy baznytiniy giesmiy tradicijy sankirty
zemelapis praturtina ortodoksy baznytinés muzikos istorija
naujais faktais ir kontekstais. Misy tyrimas atskleidzia Ryty
krik$¢ionisky baznytiniy giesmiy tradicijy vienove, kuri dél
ju kalbinés ir garsinés jvairovés néra akivaizdi. Melodjjos,
kurios buvo naudojamos kaip modeliai, per amzius buvo
giedamos jvairiose krik$¢ioniSkojo pasaulio srityse. Jos tapo
$ventos ir kanonineés. Tokios melodijos uZztikrina simboling
visy tikin¢iyjy vienove jy maldose Dievui ir troskimuose
Slovinti Vie$patj kartu su angelais.
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