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PREFACE 

In May 1950, when Professor Carsten H0eg and I attended the 
'Primo Congresso di Musica Sacra' in Rome, we met the Very 
Reverend Archimandrite Isidoro Croce, Abbot of Grottaferrata, 
who invited us to visit the monastery. Our visit on 1st June should 
become an important date in the history of the Monumenta Musicae 
Byzantine. At that meeting close collaboration with the Badia di 
Grottaferrata was established and it was agreed that its Abbot 
should be ex officio a member of the Editorial Board of the M. M. B. 

In the library we were shown some of the treasures belonging 
to Grottaferrata, and also a manuscript on loan from the Lauren
ziana at Florence, Codex Ashburnhamensis 64, a large part of 
which is a Kontakarion, written at Grottaferrata in the thirteenth 
century. As far as we know, this is the only manuscript in perfect 
condition which contains the music to the Prooemium and the 
twenty four stanzas, the Oikoi, of the Akathistos. We know now 
that there is also another complete copy of the hymn in the Palimp
sest Codex E. 13. VII in the Library at Grottaferrata, described in 
A. Rocchi's Codices Cryptenses on pp. 421-2·, but this Codex was 
so damaged by chemicals, in the second half of the nineteenth 
_ century, in an attempt to bring out the underlying Latin text, 
that whole pages of it are covered with a blue film. The musical· 
notation of this most valuable and earlier MS., therefore, could 
not be used as a basis for the. transcription, but only for compari
son. 

The transcription and publication of the melodies of a Konta
karion was part of the original scheme of the M. M. B., drafted 
in June 1931 at Copenhagen. At present, however, such an 
ambitious scheme cannot be undertaken. We have had to restrict 
ourselves to publishing a Facsimile Edition of a Kontakarion and 
to trapscribing a section of it, the Akathistos. 
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All the manuscripts hitherto known to us were of the fourteenth 
and fifteenth centuries and contained the melodies of the Prooe
mion and the first Oikos of the Akathistos only. 

Here now was a Codex of a relatively early date in perfect 
condition, containing the music of all the twenty-four stanzas. At 
a later Editorial meeting at Oxford we decided to publish a 
facsimile edition of Codex Ashburnham. 64, to be prepared by 
Professor H0eg and Dom Lorenzo Tardo of Grottaferrata, and a 
transcription of the Akathistos, which I was to prepare. Byzantine 
piety gave the Akathistos hymn the foremost place in Mariological 
devotion, and the hymn holds this place until the present day. 
The Synaxarium; the Eastern equivalent of the Western Acta Sanc
torum, describes the Akathistos as a thanksgiving song in honour of 
the Theotokos, and connects its origin with the miraculous libe
ration of Constantinople from siege, on 7th August 626. According 
to the legend, the hymn was sung by the people who had been 
gathered all night in the Church of the Blessed Virgin at Blacher
nae to give thanks. Twice more this happened, in 677 under Con
stantine Pogonatus, and in 718 under Leo the !saurian. Thus, the 
Akathistos became in Byzantine worship a Song of Victory to the 
'Invincible Protectress of Her City' ; it was chanted. also in pri
vate devotion as a thanksgiving hymn. 

The, important place of the Akathistos in Byzantine Liturgy ex
plains why I wanted to transcribe the hymn as the first of the group 
of melismatic liturgical chants which we intend to publish. Through 
the kindness of Dom Bartolomeo di Salvo of Grottaferrata I 
received, to begin with, photographs of the Prooemium and the 
first stanzas and, some time later, when Codex Ashburnham. 64 
was returned to the Laurenziana, photographs of the remaining 
stanzas from Florence. 

However, the process of deciphering and transcribing the ninety-, 
seven pages, covered by the music of the Akathistos, took longer 
than I had forseen. There were a number of scribal errors, and 
others, more important, caused by the deterioration of the melQ
dic tradition, but in some instances it was difficult to discover at 
what point a mistake has been made. There were often one, two, 
or even three ways of correcting a phrase, and the correct emenda
tion sometimes revealed itself only after the transcription of the 
whole of the twenty-four stanzas had been completed and all the 
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versions of a recurrent faulty phrase had been carefully examined. 
It was not pos~ible to take a correct passage and use it as a model 
for .. corresponding passages where a mistake had evidently been 
made, for the following reason. As can be seen from the text printed 
on pp. LXVIII-LXXX, the hymn is made up of twenty-four stanzas; 
twelve of them of twenty-three lines followed by the refrain Xcxipe 
vvµ<pT) &vvµ<pEVTE, twelve of seven lines, followed by the refrain 
• AXA117'.ouicx. Each long stanza is followed by a short one. The 
musical form is that of a varied strophic type. This means that 

· each stanza varies from all the others in the working out of many 
details. It could I).Ot be assumed that when a mistake had been 
corrected in one stanza, all the other stanzas could automatically 
be corrected from it, as will be shown in the chapter on the musical 
structure of the Akathistos. It was necessary therefore, to draw up 
comparative tables of each of the melodic phrases and to analyze· 
their structure, in order to discover the best possible correction of 
a mistake. 

The detailed examination of the music of the Akathistos re
vealed a new aspect of the mind of the Byzantine composer, which 
I regard as important for further studies in the field of melismatic 
chant. I shall try to show in the section on the musical structure 
that, from the technical point of view, the Akathistos ranks very 
high in Medieval monodic music. 

It is, however, the beauty of the melodic line which struck me 
from the beginning and grew on me more and more during the 
time I was transcribing and studying the Akathistos. The melodies 
of the Akathistos stanzas, as will be seen, are not original compo
sitions for that hymn, they occur also in other Kontakia; but here 
the Byzantine Maestor who created that particular ornamentation 
of the traditional chant which is preserved in the thirteenth cen~ 
tury Kontakaria has achieved the most perfect blending of words 
and music. -

I am glad to say that it was not the affection of the specialist · 
for his subject which created this fascination. Duriµg the 'Sym
posium on Byzantine Music and Liturgy' held in April 1954 at 
Dumbarton Oaks, on behalf of Harvard lJniversity, a. Greek 
singer, Mr. Basil Papadakis,, sang the Prooemium as I had tran
scribed it from Codex Ashburnham. The deep impression which 
the chant made on the audience confirmed my belief that I had 
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not allowed myself to be carried away by my occupation with the 
hymn. Indeed, when one hears the Akathistos, both words and 
music, one gets a similar impression of supreme art as when one 
sees for the first time the mosaics in Kahrie Cami in Istanbul and 
one can understand the unique place the hymn has held and still 
holds· in the liturgy of the Eastern Church. 

Although the melodic version which has come down to us in 
Codex Ashburnham. 64 is of the richly ornamented type, in which 
the 111;usic becomes a kind of ecstatic utterance, the impression is 
that of a miraculous union between words and music. Glancing 
at the transcription one may be at first bewildered by the occur
rence of rhythmic and dynamic signs on nearly every n:ote, or at 
least, every group of notes. These signs, however, correspond ex
actly to the neumatic signs in the manuscript and mirror the ec
static character of the music. It has been questioned whether our 
staff notation can record this kind of richly ornamented music as 
exactly as the Byzantine neumatic notation. We must weigh im
partially the advantages and disadvantages of the two systems. 
Our staff notation indicates clearly the intervals, the rhythm and 
the dynamic nuances. This is done by the notes and superimposed 
signs. We are further accustomed to add to these signs additional 
agogic signs and words (such as marcato, accelerando, ritardando, etc.) 
in order to direct the performance. Middle Byzantine notation, as 
we find it in Codex Ashburnham. 64, is a notational system devel
oped step by step for the sol~ purpose of fixing liturgical,- ho~r10- -
phonic chant. It indicates the size of the intervals and their rhythm, 
but leaves some important points, such as the question of the 
accidentals, to the training of the singers. This training, we know 
from the famous passage in Mesarite's description of the Church 
of the Apostles, began at an early age and extended over many 
years. Byzantine neumatic notation is undoubtedly a subtle means· · 
of conveying the spirit of the music, but lacks the graphic design 
of our staff notation which makes it possible for the executant to 
grasp a musical phrase at one glance, and impossible for the scribe. 
to omit any note of the melodic line which would cause the cadence 
to end on the wrong note. 

Byzantine notation, therefore, even in its most developed stage 
must be regarded as an aide-memoire for the conductor, or soloist, 
who would know the repertory by heart. This supposition may 
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serve as an explanation for the fact that in musical manuscripts 
obvious mistakes, such as omission of an interval, or the wrong 
not~tion of it, are rarely corrected. We find e.g. in several stanzas 
a leap upwards of a sixth written as a fifth. In some of them the 
wrong notation is corrected, in others it is left as it stands. We are 
bound to assume that the precentor, though he noticed the mis
take, found it unnecessary to take the Codex to the Scriptorium 
for correction, but trusted his memory to avoid a repetition of 
the mist~ke when he sang the hymn again. 

V,..T e are not in such a favourable position as the precentor who 
knew the repertory by heart. I have had to recreate and recon
struct a hymn, composed in a style examples of which I had not 
seen or heard before. This means that I have had to proceed very 
cautiously. I have made it my principle to introduce only such 
emendations as had parallels in other stanzas, and to wait for a 
final decision until I was able to examine similar phrases in all 
the other stanzas. I see now that my task would have been easier 
if I had started by transcribing the second stanza B:,\rnovcrcx fi ayicx, 
because the first stanza "Ayye:,\or; -rrpooTOCYTCXTT)';, as can be seen, 
varies in many details from the other eleven stanzas of the same 
group; but this became evident only when the transcription of 
the Akathistos was finished. 

At the beginning of my work the exchange of ideas with Pro
fessor H.J. W. Tillyard was an invaluable help to me. I am also 
most grateful for the support Professor Carsten H0eg gave me. 
After I had finished the transcription he made it possible for me 
to visit him in July 1955 in Copenhagen and to discuss with him 
and his pupils J. Raasted, C. Thodberg and Mrs. N. Schi0dt sev
eral points upon which agreement had to be reached. We con
tinued our discussions when we met again in September during 
the Byzantine Congress at Istanbul. I wish to state here that his 
friendship and unfaltering support have enabled me to ·give my 
work the shape I desired. · 

I should like to thank Professor Oliver Strunk for his kindness 
in sending me photographs of the Akathistos from the Messina 
MSS., Dr. Otto Paecht, Oriel College, Oxford for providing me 
with a photographic copy of the Latin version of the text of the 
Akathistos from Cod. Paris. Bihl. Mazarine 693, and Dom Michel 
Huglo 0. S. B. of Solesmes for sending me a microfilm of the hymn 
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from Codex L. 36 suppl. in the Biblioteca Ambrosiana. I should 
also like to thank the Keeper of the Greek MSS. in the National 
Library in Vienna, Dozent Dr. Herbert Hunger, who placed at 
my disposal the recently discovered Triodion and Pentekostarion, 
Codex suppl. gr. 186 which contains an interesting version of the 
text of the Akathistos. Finally, I whish to express my gratitude to 
the Rev. Father Dom. Marco Petta, Librarian of the Badia Greca 
at Grottaferrata for his assistance during my work at the Library, 
where I studied the Palimpsest Codex E. 13. VII and copied-by hand 
those' pages of the Akathistos which we thought would not come 
out well in photographs, and for sending me microfilms of the hymn 
from that Ms. and from the Kontakaria E. 13. III and Ly. III. 

On behalf of the Editorial Board I wish to express my sincerest 
thanks to the Rask-0rsted Foundation in Copenhagen which have 
again given their generous support to the publication of this volume 
of the M. M. B., to UNESCO who has honoured this book by a 
substantial grant, and to the British Academy whose annual grants 
to. our publications and interest in their progress are of great help 
to our work and very much appreciated. 

Studies in Byzantine music are no longer considered a side line 
in the domain of Medieval musicology; their importance is recog
nized, not only as the discovery of the hitherto unknown treasure 
of the Chant of the Eastern Church in the days of the Byzantine 
Empire, but also as an important contribution to the understanding 
of certain aspects of the development of Western Chant. It is, 
particularly, the melismatic Chant which is of interest to the stu
dents of Plainchant. The transcription of the Akathistos Hymnos 
may help to link up the various lines of study in the field of monodic 
chant, and may bring about the discov~ry of more 'Eastern Ele
ments in Western chant'. 

EGON WELLESZ. 

Oxford. 

.. 

INTRODUCTION 

I. THE PLACE OF THE AKATHISTOS IN THE LITURGY 

Codex Ashburnham. 64 contains a collection of 72 Kontakia, 
the Hypakoai of the eight modes, the Alleluia verses and the 
chants for the Sunday Vespers and Pentecost (I). The first and only 
completely transmitted Kontakion is the Ak~thistos hymn which 
runs from fol. I r to fol. 44r, where one finds the subscription: 

ci:> Xp1o-re l3o~&rjo-ov ,ov crew 6ouAov TTayi<pcrr1ov iepoµ6vax_ov 
EKK/\T}o-tapxTJv 'Tfis 1rep1l3Ae1TTov µovfjs KpV1TTocpeppTJs, ,ov 
K'TT}0-0'.µEVOV 'TT}V l3vl3AOV 'TCX\J'TT}V: eµoi Se .:0 ypa4'CXV'Tl 
Ivµewv1, 6wpT}O-CX1 Lul'TTJP Matv aµTIACXKT}µCTTu>V. 

We know, therefore, that the book was written by the scribe Symeon 
for the monk Pancratius, master of ceremonies at Grottaferrata. 

I will leave the description of the Codex to the Editors of the 
Facshnile volume; but it must be said that folio I in its present 
state and binding does not represent its original begirmjng: ap
proximately five folios on which the Prooemium and the first 
stanza of the Akathistos were written are missing. The richly 
ornamented head piece on the first page of the Kontakarion proper, 
on fol. 45r., suggests that the title page of the Akathistos had a 
similar decoration and elaborate initials. 

We have on folio I r the beginning of the second stanza BAfoovo-a: 
11 ayia:. By a later hand, and in a small script, the Codex is given 
in the upper margin the title 4'CXA'TtK6v, and underneath we find 
the rubric: 

(r) I owe this statement of contents to Professor Oliver Strunk in a letter. 
Kontakion here means the usual combination of Prooemium (Kontakion) and 
first stanza (Oikos) of a poetical form of 20 to 30 stanzas, for w]iich at a later 
date the term Kontakion, or Kondakion was used. From the Acrostics in Ro
manos's Kontakia one can see that he never uses this term, but calls his poems 
ciivos, 1rohiµa, vµvos and \{JCXAµ6s. Cf. K. Krumbacher, Die Akrostichis in der 
griechischen Kirchenpoesie, Sitzungsber. d. philos. philol. Klasse d. Bayr. Ak. 
d. W. Heft 4, 1904, pp. 559-618.-The Hypakoe is a Troparion, a monostrophic 
poem, sung after the third Ode of certain Kanons. · 
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sTJ(TEl) TO ayyeA(os) TIPWTOCJTCXTT]S eis TO l.jJCXA(TlKOV) 
TO µE(y<XAov): (2) 

The Prooemium and the first stanza of the Akathistos are fortu
nately preserved in the course of the feasts which begin on 1st 
September with the Kontakion and Oik.os for Simeon Stylites. 
Here, on fol. I 08 r one finds the rubric: 

mi TT}V EVayyEAlcrµov Tf\S VlTEpayia:s OECJTIOlVTJS iiµwv 8EOTOKOV 

and the Prooemium of the Akathistos: Tfj wEpµCC)(<f> CJTPa:TTJY0, 
followed by the first stanza" A YYEAOS 1rpeuTOCJTCXTT]S on foll. I 08- I I 2 r. 
At the end of it the rubric: 

sTJTEl TOVS e-repovs OIKOVS EiS TO: TETpa:6a: TO: µey<XAa: 

instructs the psaltes to look up the .'large sheets' for the other 
stanzas. These large sheets were probably a separate fascicule which 
contained the Akathistos and, at a later date, was bound together 
with the other fascicules to a single volume, the present Cod. 
Ashburnham. 64. 

We may dismiss for the moment the legendary creation of the 
Akathistos and its singing during the night of the lifting of one of 
the three sieges of Constantinople under Heraclius, Leo the !sau
rian and Constantine Pogonatus. We know that the hymn to the 
Theotokos was originally destined for the feast of the Annuncia
tion on 25th March. We can trace its liturgical use for that feast 
at least up to the tenth century, since the Kontakarion Codex 925 
of Mount Sinai ( 10th century) contains the following rubric in- -
troducting the hymn : 

µri(vi) T'l) a:vT'l) KE' Kov6(m1ov) Eis To(v) EV<:YYEA1crµ~v Tf\S 

w(Ep)ayia:s 8EOTOKOV: - 11xos TIA(ay1os) A. 

and in Cod. Vindob. suppl. gr. 96, dating from the end of the 
IIth or the beginning of the 12th century, appears the rubric: 

M(riv)i µa:p(Tt'{)) KE' Eis TOV Evayy(EA1crµov) TIA. 6' 
<pE(pov) CO<po( CJT1xi6a:) T(TJV) aA<pal3T]TOV. 
Ou 1ra:v6µE0a: Ka:TO:XPEWS &vvvµvouvTES CJE 8(EOTO)KE 
KO:i AfyovTES' Xa:ipE v(vµcpri) KEXO:PlTCuµEVTJ. (3) (4) 

-----
(2) \J'CXAT!Kov and \J'CXATT}p1ov = book of chants; see note 1 where \J'CXAµos and 

aivos are used to designate a Kontakion, but not a psalm proper or the special 
group of psalms 148-150, the 'praises'. 

(3) The script of the rubric and the greater part of the hymn have suffered 

I 
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At a later date the Akathistos was assigned to the Saturday of the 
fifth week of Lent (ii µEy<XATJ TEcrcra:pa:KOCJTTJ) (5) which figures in 
the liturgical books as 2al3!3a:Tov Tov 'AKa:0tCJTov uµvov and has a 
speciaJ Office, the 'AKoAov0ia: Tov 'AKa:0iCJTov vµvov EiS TTJV 'Y TIE
payia:v 8Eo:r6Kov to which more detailed reference will be made 
in the course of this study. We do not know when, and for what 
reason, the hymn was assigned to the fifth Saturday of Lent (6); 
there also does not seem to be consistent liturgical practice in the 
singing of the Akathistos on other occasions. In some parts the 
Akathistos is sung in four sections during Mattins on the first, 
second, third, and fourth Saturday in Lent, and in toto during the 
Vigil of the fifth Saturday ( 7). The Typik.on of S. Luca di Messina 
(tII50), on the other hand, prescribes that the four sections shall 

from-exfoliating. I had therefore to use infra-red photographs; the reading of 
some words, however, still remained impossible or doubtful. I am very much 
obliged to the Keeper of the Greek MSS. in the Vienna National Library, 
Dr. H. Hunger, for having deciphered them and supplied me with the correct 
text. K. Krumbacher, op. cit. pp. 620-1, has shown that the abbreviated q,e, 
must be read q,epov and not q,epe1. The female form of the noun <XA<p6:j3T)TOS is 
rare; Krumbacher always reads Tov <XA<p6:j3T)TOV; but the abbreviation-sign 
clearly demands TT}V. 

(4) The wording Xaipe vvµq>T} KE)(apm.oµevT} is used in the title only; the 
refrain in the Prooemium is the usual one: Xaipe, vvµq,TJ &vvµq>EVTE. This refrain 
is used for all the 24 stanzas, whereas in Cod. Ashburnham. 64 and all the other 
MSS. the Xaipe refrain is used for stanzas 1, 3, 5, etc., whereas stanzas 2, 4, 6, 
etc. have the refrain: aAAT)i\ovi'a. 

(5) In the pre-quadragesimal period the ecclesiastical weeks are counted 
from Monday to Sunday; the Monday of the first week of Lent is that which 
follows the KVplCXKl) Tfis chr6Kpero and precedes the KVplCXKT) Tfis wp1vfjs (Domi
nica Quinquagesimae of the Catholic Church). Cf. S. Salaville, 'La formation 
du Calendrier liturgique byzantine d'apres les recherches critiques de Mgr. 
Ehrhard, Ephemerides Liturgicae, vol. 50, (Rome 1936) p. 314. 

(6) 'Non si conosce intanto ne il motivo ne l'epoca precisa del suo spostamento 
dalla Compieta al Mattutino, e dal periodo festivo dell' Annunziazione al quinto 
Sabbato di quaresima. Cio che e certo si e che quando la Pasqua cade in-Aprile, 
tutti i XropET1crµoi-salutazioni-rivolte a Maria SS., non sono piu a proposito, 
non e~sendo piu in relazione dell' Annunziazione, come non lo e piu l'ufficiatura 
che le si e addossata'. N. Bo.rgia, 'lupoi\6y1ov, Orientalia Christiana, -vol. XVI-2 
(Rome 1929) p. 203 [55]. 

(7) Cf. the article on the 'Akathiste' by H. Leclerq in Dictionnaire d'archeol. 
chretienne et de la liturgie, vol. I, coll. 213-16, and S. Salaville 'Marie clans la 
liturgie byzantine ou greco-slave', p. 259, in Maria, Etudes sur la Sainte Vierge 
I (Paris 1947), edited by H. du Manoir. 

1 
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be sung Trpo TrEVTE ftµEpwv TOV EvayyE/1.tO"µov (from the 20th March) 
and, completely, during the Vigil of the 25th March (8). We can 
here only mention these various liturgical uses and must await a 
study of the subject to supply us with further evidence about the 
liturgical history of the Akathistos. 

In his study on the Typika from. the Patriarchate-Library in 
Jerusalem A. Dmitrievski draws attention to the Typikon Cod. gr. 
140 of the Library of Dresden where (fol. 127) an instruction for 
the execution of the Akathistos is given. The "Prefect of the Kon
takia;' (a:pxc.uv Twv KOVT<XK{c.uv) introduces the psaltes who is 
chosen to sing the Kontakia. After the Patriarch has made the 
sign of the cross over him, he is vested with the Kamision, a garment 
of linen or silk, and the Chasuble and walks up to the pulpit. After 
the reading has come to an end, the psaltes makes three genu
flexions down to :the ground and begins the Tfj UTrEpµCX)(ep crTPaTrJYci'.>· 
He chants it three times, and in the same way the Stichoi after 
the three stanzas of the Kontakion (g). 

A very important fact emerges from the text of the Rule, i.e. 
that the Akathistos was sung by a soloist. This passage from the 
Typikon confirms one's impression that the Ashburnham Codex 
was the book from which the Soloist sang. The two refrains, the 
XaipE, v11µq>T) cxvvµq>EVTE and the , A/1./1.T)/I.O{jia are missing through
out the twenty-four stanzas of the hymn, which suggests that the 
refrains were sung by the Chorus, or even by the Chorus and the 
Congregation. This practice differs from that in the rubric for the 
fifth Saturday in Lent in the Typikon of Constantinople,·which is 
transmitted in the 9th/10th century Patmos Codex (10); bu;t it is 
the liturgical practice of the Church at Blachernae to which the 

(8) Cf. N. Borgia, op. cit. p. 204 [56]. 
(9) Kai •CXVTilS YEVOµEIIT]S eicrayet 6 apxoov -r&v KOV,aK1Ci>V -rov 6cpelAov-ra 4'a/\/\Etv 

,a KOV,<XKICC, Kai crcppayt~OµEVOS 1TC:Cp<X -roii 1Ta-rp1apxov, E1161Je-rat ,6-re KaµlcrtOV · 
cwroii Keel <p~VOl\tov, Kai avepxe-rro E1I -rep aµ~oov1. . 

Eha Tiis avayvcocreoos 1TAT]pOVµE\IT]S, ~C(/\1\EI 6 4'aA.7TJS µe-ravolas y' EOOS e66:cpovs 
KOO apxe-rro· Tfj VlTEpµaxq, cr-rpCC7!]ycp, Kai AfYEl ,6 cwro EK y', wcrcwroos KOO Ka-ra 
-rpeis oiKovs -rovs cr-rlxovs -roii -rotov-rov Kov-raKiov. A. Dmitrievski, Drevni~ishie 
Patriarshie Typikony, (Kiev 1907) pp. 199-200. Since the twenty-four stanzas 
are divided into four groups, the repetition occurs after the sixth stanza (Z'); 
but A' and B', r• and /l', etc. are here counted as one Oikos each. 

( 10) Dmitrievski, Opisanie liturgicheskikh rukopisei, vol. I, Typika (Kiev 
1895), p. 59· 
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Typikon refers, and we must bear in mind that among the churches 
dedicated to the Theotokos, this church, situated 'at the N. W. 
extremity of the landward walls', was particularly favoured by the 
Virgin. Here, according to popular belief, Her robe had been kept 
since the fifth century and had served as a palladium of the Capital 
through the centuries ( 1,1). 

The instruction for the celebration of the Vigil (Travvvx.{s) of the 
Akathistos leaves it open to the decision of the Patriarch to chose 
either the Saturday of the fourth week of Lent (µEcrOVTJO"Ttµos) or 
the Saturday of the fifth week, his decision being obviously dictated 
by the annually changing relation of this feast to that of the An
nunciation of 25th March. The text of the rubric runs as follows: 

Tei:> cra[3[36:-rep Ti')s E' e[3ooµaoos o crn6crToAos Trpos •E[3pafous· 
, AoEAq>o{, oVK EiS XEtpoTrotT)Ta &y1a Eicrf\A0Ev o XptcrT6s· 
EvayyE/1.lOV KaTO'. MapKOV KE<j>a/1.ElOV K[3'. Tei:> Katpci:> EKElV(p 
E£T)A0Ev o 'IT)crovs Kai oi µa0T)Tai avTov Eis TT)V KWµT)v. 

Kai oiav e[3ooµaoa TWV VT)O"TElWV KE/I.El/El o TTaTpl<XPXTlS 
EiTE Tfj µE01J, EiTE T1J µETa TauTT)V e[3ooµaOt y{vETat 
ft TravVV)(is EV BAaxepvats ov-rc.us· ·EO"Trepas crnepxoVTat 
oi ouo e[3ooµa6ap101 TWV avayvc.uO"TWV EV BAaxepva1s· Kai 
ft µev µ{a e[3ooµo:s TrO!Ei EKEi TO: EO"TrEptvo: Kai TO 
KOVOaKtov, TOV OE TptaOtKov Kai TO: µecrovVKTtKo: Tr01ovcr1v 
oi EVTOTrlOt, TOV OE op0pov TrOtEi ft a:/1./1.T) e[3ooµo:s TWV 
avayvc.uO"TWV. KT/\. ( I 2) 

We do not know from this passage whether the Kontakion too 
was sung by two or more singers who alternated in the singing 
of the twenty-four stanzas. It is only possible to say that the monas
tic practice, transmitted in Codex Ashburnham. 64, was the orig
inal one for the performance of a Kontakion, since, as we have 
shown in another place (13), the Kontakion was a poetical homily, 
and was sung from the pulpit.· 

It has been mentioned already that the name Kontakion is a 

( 11) N. Baynes, 'The supernatural defenders of Constantinople'. Melanges 
Peeters I. Analecta Bollandiana, tome LXVII, 1949, pp. 172 and 175. 

(12) Dmitrievsky, op. cit. vol. I (Typika) p. 124. 
(13) E. Wellesz, A History of Byzantine Music and Hymnography, (Oxford 

1949) pp. 158-60. . 
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comparatively late name ( 14.) for the great number of poems 
which originally appeared under the names vµvos-, mos-, ,roiT}µa:, 
4>811, y;a:i\µ6s-, a:ivos-, a:CYµa:, W1.q>6:!3T}TOV, 1tpO<YEV)(TJ and 8ETJ<YlS' ( I 5). In 
the Kontakaria of the 14th and 15th centuries and in the printed 
Menaia, which have the Prooemium and the first stanza only, 
the Prooemium is called Kontakion, the first stanza Oikos. 

Iri the 10th century Cod. Sinaiticus also the Prooemium has the 
heading Kov86:K1ov, the hymn itself Ka:T' W1.q,6:!3T}TOV. The scribe 
of the Kontakarion in Cod. Ashburnham. 64 which begins on fol. 
45r; ,gives the title Kov86:K1ov to the first prooemium only, that of 
S. Symeon on 1st September; the first stanza has no heading. For 
the rest, the feasts of the saints are given without any further 
title; but to most of the first stanzas 6 oIKoS' is added· in a later 
hand. 

Some of the MSS., as one can see from Pitra, Analecta Sacra I, 
p. 250, note I, bring the second, and as we shall see, the original 
Prooemium of the Akathistos, for example Cod. Vind. suppl. gr. 
186, which has on fol. 79v, first col., the first Prooemium: To 
TI'poCYTa:x0ev µv<YTtKOOS' with the title Tpo1t6:p1ov (Troparion), the 
second Prooemium Tfj v-rrepµo::xeu <YTPa:TTJY<{) with the title 1<ov86:K1ov 
(Kontakion), and the first stanza with th_e title 01KOS' (Oikos). 

To sum up. At the time when· the Cod. Ashburnham. 64 was 
written the Akathistos was sung at Grottaferrata, and probably the 
other Basilean monasteries .of Magna Grecia in toto during the 
Orthros of the fifth week of Lent, and its Kontakion and Oikos 
on 2 5 th March, the feast of the Annunciation. Owing to the change
able dates of Lent and Easter, liturgical instructions had to be 
made for the coincidence of the feast of the 'Sabbath of the Aka
thistos' with other feasts during the period from the third Sunday 
of Lent to the Tuesday after Easter. Detailed instructions are given\ 
in the Synaxaria, Typikon, and Menaia for prayers, psahns, les
sons, and chants for every day on which the Office of a fixed feast 
could coincide with the Office of the Akathistos, and also for .the 

(r4) The term Kontakion, which seems to mean rotulus, the stick round 
which the parchment was rolled, is not found before the 9th century. Cf. G. 
Camelli, 'Romano il Melode, Testi Cristiani, (r930), p. 5r. 

(r5) E. Mioni, Romano il Melode, (Torino r937), p. ro. 
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coincidence of the feast of the Annunciation with one of the mov
able feasts ( I 6). 

(16) H. Deleh~ye in his Synaxarium Ecclesiae Constantinopolitanae, Pro
pylaeum ad Ac_ta Sanctorum Novembris, (Brussels 1902), col. iii: states ~at Greek 
authors often identify the Synaxarium with the Menologion, Typikon, and 
Elogion, and makes the following differenciation: 'Synaxarium maius seu 
historicum, seu potius Synaxarium absque addito nobis esto liber qui elogia 
sanctorum in epitomen redacta succinctasque festorum expositiones singiilis 
anni diebus Iegenda, demptis canticis exhibet.' The Synaxarium minus is a 
kind of Kalendari-µm. 



II. DATE AND AUTHORSHIP 

ThC;,Akathistos holds a unique place in Eastern Worship; for it 
is, as mentioned before, the only Kontakion which has escaped 
the liturgical reform, by which the Kontakia were reduced from 
their original size of twenty four or more stanzas to only two: 
the Prooemium (KoVKov11.1ov) and the first stanza (olKos). It is 
also unique of its kind in its poetical form. The hymn is a combi
nation of a Kontakion and a group of twelve Chairetismoi, or 
'Salutations', attached to the twelve odd stanzas ( 1, 3, 5, etc.) of 
the Kontakion. 

The Kontakion tells, in the first part, the story of Christ, from 
the Annunciation to the flight into Egypt, and gives in its second 
part the theological interpretation of the coming of Christ as Sav
iour of the world, _and in the third part praises the Virgin as Theo
tokos and Christ, the Holy King. 

· The oldest layer is obviously that contained in the first part of 
the Kontakion (stanzas 1-12), the story of the infancy of Christ. 
The second and third parts (stanzas 13-24) seem to be a later 
addition. · 

The Chairetismoi belong to a different poetical genre. The 'Sal
utations' can be traced back to the liturgy of the Hellenic Syna
gogues ( 1). In early Christianity they were connected with th~ 
name of Jesus Christ. The prototype of the twelve Chairetismoi 
in the Akathistos dates probably from the time of the Council of 
Ephesus in A. D. 431. 

The question now arises: when and by whom were those diver- ' 
gent elements brought together and the Akathistos-form created, 
in which a poetical h01nily, originally in honour of Christ, was 
united with the 'Salutations' addressed to the Blessed Virgin? 

(1) Cf. H. Chase, 'The Lords Prayer in the Early Church'. Texts and Stu
dies I/3, (Cambridge 1891), pp. 168-76. t 

I 
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Though the Akathistos is one of the most famous hymns of the 
Eastern Church, neither the date when is was written nor the 
question of its authorship has been definitely settled. There are 
two f~cts which are responsible for this difficulty: 

(1) In most MSS. of the text the hymn is transmitted anony
mously, in the others it is ascribed to various authors: Pisides, 
Sergios, Germanos; only in one MS., Cod. Thessalonic. Blataion 
41, fol. 193, does one find the rubric: 01h01 oi 0eiot olKo{ eicrtv ws 
TtVES 11.fyovcrt ~epyfov Tov Tf)VtK<XVTa TOV . . . . Kc.ovcrTcxvT1voVTr611.ec.os· 
W\/1.01 6e TOV 0efov 'Pc.oµcxvov [6taKOVOV] TOV µEA4'6ov· 6fj11.ov 6e EO"TlV 
crrro TWV EA . • • ( 2) from which we learn that some people 
thought the hymn was written by Sergios, Patriarch of Constan
tinople, others by Romanos, deacon and Melodos, i.e. poet
musician .. 

(2) In the Synaxaria the singing of the Akathistos is mentioned 
in connexion with each of the three sieges of Constantinople: the 
first in 626 by the Persians, Avars and Slavs in the days of the 
Emperor Heraclius; the second, in 673, by the Arabs in the reign 
of Constantine Pogonatus: the third, 717-718, under Leo III, the 
Isaurian's reign, culminating in 718 in the decisive victory over 
the Arabs. 

Reference to the singing of the Akathistos at a thanksgiving 
service is made in the des~riptions of the first and third siege. 
When the first occurred in 626 the superiority of the enemy was, 
according to the Synaxar, ten to one. But Sergios, Patriarch of 
Constantinople, who took command in the absence of the Em
peror, bearing in his hands the most precious relics-the picture 
of Christ 'not made by human hands' and that of the Theotokos 
-walked ceaselessly round the walls of the city inspiring the 
defenders and urging them to trust in the Blessed Virgin who 
would not abandon Her City, the City in which it was believed 
the Virgin actually dwelled (3). All assaults were repelled and 
finally a tempest threw the enemy's fleet against the shores of the 
Blachernae quarter, and all its ships went down. To celebrate this 
victory, which the citizens attributed to the miraculous- interven-

(2) Cf. C. Emereau, 'Acathisti Auctor' in his series of articles on 'Hymno
graphi Byzantini' in Echos d'Orient XXI (1922) pp. 259-63. 

(3) Cf. N. Baynes, 'The Supernatural Defenders of Constantinople' in Me
langes Paul Peeters I, Analecta Bollandiana, vol. 67 (1949) p. 172. 

p 



XXII 

tion of the Virgin, the population streamed to the church at 
Blachernae and standing throughout the night sang the Akathi
stos: 

0 0ye µiJv 0eoq>1A'f\S -rfjs Ko.)VcrravTivou Aaos Tfj 0eoµ17Top1 TTJV x6:p1v 
aq>ocnovµevo1, 0/\0VUKTlOV TOV &µvov Kai &K6:01crrov cxu-rfj eµEA.q:>61')0-av, 
ws w~p cxu-r&:>v 6:ypVTIVrio-6:01:J Kal wEpq>vEi 6w6:µE1 6tcrrrpa~aµev,;i To 
KaTO: TOOV ex0poov Tp01Ta10V. "EKTOTE oi:iv Eis µvEiav TOV T00-0\JTOV Kai 
UTrEpq>voOs 0avµaTOS fi EKK/\'fjO-ia TT]V TOlaVT'fjV EOpTTJV 1TapeAa!3E Tfj 
MriTpt &vaTt0evai TOU 8eou Tq> 1TapOVTl Katpq>, OTE Kai TO Tfl01T<:X10V 
Tfj 0Eoµ17Top1 yeyovev. 'AK6:01crrov 6e wvoµao-av 610: TO TOTE OVTOO 
1'Tpa~a1 TOV -rfjs 1TOAEOOS K/\fjpov TE Kai )\aov &-rravTa. 

After describing the third siege and the destruction of the Arabic 
fleet in the Aegaean Sea, the Synaxar ends with a short reference 

. to the establishment of a feast to commemorate the victory, and 
the explanation of the term Akathistos. 

fl10: TauTa TOivw &-rravTa TO: wEpq>vf\ 0auµ6:o-1a Tf\S 1Tav6:yvou Kai 
8Eoµ17Topos TTJV 1Tapouo-av EOPTTJV EOpT6:soµEv· 'AK6:01crros 6e Eip'T)Tat, 
610T1 6p0ocrr6:Triv TOTE 1TCXS 6 Aaos KaTO: TTJV VUKTa EKEivriv Tov &µvov 

Tfj Tov /\oyou MriTpi eµEA4'av· Kai 0T1 ev -1Tao-1 Tois W1Ao1s oiK01s 
Ka0fjo-0ai e~ e0ous exoVTES, ev Tois 1Tapouo-1 Tf\S 0Eoµ17Topos 6p0oi 
1TO:VTES &KpoooµE0a. T ais Tf\S o-f\S UTrEpµo;xou TE Kai CX1TpocrµCJ:XOU · 
MriTpos 1TpEo-!3Eia1s, Xp1crrE 6 0Eos, Toov mp1KE1µevoov Kai fiµas ~6:A
Aa~ov o-uµq>opoov, Kai eAerio-ov fiµas, ws µovos q>1A6:v0poo1Tos. _(Migne -
P. G. 92, c. 1353.) 

Nowhere, however, is mention made in the Synaxar to the legen
dary report that Sergios, or according to others Germanos (who 
played an equally important part in the defence during the third 
siege), composed the Akathistos. We only hear that the hymn was,. . 
sung at the thanksgiving service in the church at Blachernae, the ... 
church which among all the many churches in Constantinople 
dedicated to the Virgin, held the first place in Mariological devo
tion. For 'if there had been any private or public good fortune,· 
all classes-patriarchs, emperors, those in high rank or public 
office and ordinary citizens-would hasten to Blachernae to give 
their thanks to God and to the Virgin; and if they were burdened 
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with disasters, . they came in confidence to Blachernae to be re
lieved of the weight of their burdens' (4). 

There is however, one source in which Germanos is mentioned 
as author of the hymn; this is the Latin version of the Akathistos, 
published first by P. v. Winterfeld from a 9th century MS., written 
at St. Gall, now Codex C. 78 of the Ziiricher Zentralbibliothek. 
The MS. gives the Synaxar, the Prooeinium, and the beginning 
of the first stanza, but breaks off after the first few lines with the 
remark: qui propterea praetermissus est a nobis quia male de greco in 
latinum versus nihil habuit veritatis (5). Fortunately the complete Latin 
version is preserved in a number of MSS. of which Codex Paris. 
Bibl. Mazarin 693 is the prototype. This is, according to Dom 
M. Huglo, a late 12th or early 13th century MS. copied from an 
early 9th or late 8th century original which is lost (6). Here the 
title reads as follows: 

Incipit Hymnus de Sancta Dei Genetrice Maria, Victoriferus atque 
Salutatorius, a Sancto Germano Patriarcha Constantinopolitano, 
rythinice compositus, per singulas alphabeti litteras inchoans 
singulos versus, cuius ista habetur exordii ratio: 

The Synaxar begins with the description of the siege by the Arabs 
by land and sea under Masla.mah, the general of the caliph. The 
superiority of the enemy in numbers was so overwhelining that 
the fate of Constantinople seemed sealed. But a Iniracle occurred. 
Maslamah and his men suddenly saw 'quamdam inestimabilis clarita-

(4) F. Combefis, 'Narratio historica in Depositionem Vestis S. Mariae', 
Historia Haeresis Monothelitarum (Paris 1648) col. 755. The translation of this 
passage is by N. Baynes in 'The Supernatural Defenders of Constantinople', 
Anal. Bolland. t. 67 (1949) p. 172. 

(5) v. Winterfeld, 'Ein abendlandisches Zeugnis iiber den <XKaSicr-ros d. 
griech. Kirche', Zeitschr.f. deutsches Altertum u. deutsche Litteratur, Bd. 47, (1904) 
pp. 81-88. 

(6) Of. M. Huglo, 'L'Ancienne v~rsion latine de l'hymne acathiste', ·Museon 
t. 64, (1951) p. 29. The Latin text of the Synaxar and the hymn are on pp. 
33-44. The folios on which the Latin version of the Akathistos is written show, 
according to E. A. Lowe (to whom I am indebted for having examined the 
photographs of the MS,) the ductus of the late IIth century. Lowe does nqt 
think that the scribe imitated in some letters an older script, as Dom Huglo 
suggests, but that he used a different form of t in the ligature ti whereever 
tio was pronounced cio. 

" 
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tis feminam, purpureis indutam vestibus cum multitudine maxima candida
torum virorum de celo descendentem et muros ipsius civitatis circumeuntem 
palliumque ( 7) quoddam ante muros hostibus protendentem, cuius protec
tione divino nutu et illesa civitas conservabatur et hostium vires enervaban
tur'. The apparition of the Virgin, followed by a host of angels 
saved. the city just as, at the height of. the two earlier assaults by 
the enemy, salvation came from the icon, the girdle, and the 
Virgin's shroud (8). 

The ,Synaxar then turns to the fate of S. Germanos who, ac
cording to the legend, was put to death by the Iconoclast Emperor 
Theodosius, and relates the institution of the singing of the Aka
thistos on the feast of the Annunciation 'in publica statione prae
scriptae diei, quae appelatur ad Blachernas, et per omnes catholicas Grae
ciae totius ecclesias responsum cantari a populo per singulos hymni versus 
reddendum: 

Propugnatori magistratui victoriae 
Sicut redempta a diris, gratiarum actiones, 
Rescribo tibi, Civitas tua, Dei Genitrix, 
Sed sicut habens imperium inexpugnabile, 
De omnibus periculis me libera 
Ut clamo tibi: Ave sponsa insponsata. 

Hereafter follows the 'Hymnus.' 
It was necessary to deal explicitly with the Old Latin version · 

because the fact that the 'Victory Prooemium' in the Latin version 
was copied from a Greek text which must be ascribed to the 'middle 
or beginning of the 8th century, exludes Photios (820-897) as 
author, and the siege by the Russians in 860 as the event to which 
the Prooemium refers (9). 

(7) The pallium may well be, as Dom Huglo, op. cit. p. 47, suggests the robe 
(folh'is) of the Virgin which came in the 5th c. to Constantinople and remained \· 
'in the Virgin's Church at Blachernae as the Palladium of the capital through 
the centuries.' Cf. N. Baynes, op. cit. p. 175. ' 

(8) ibid. p. 175. 
(9) The most fervent advocate of the Russian hypothesis was A. Papado- · 

poulos-Kerameus in his pamphlet 'O 'AKalltcnos vµvos, al 'Pros Kcxi 6 Ticx-rp16:pxTJs 
<l>ooTtos, 81j3r.106riKTJ Mcxpcxcrr.fi, vol. 214, ·Athen 1903. The hypothesis was 
rejected by M. Thearvic in an article 'Photius et l'Acathiste', Echos d'Orient 
VII (1904) pp. 293-300, whom P. v. Winterfeld had provided with the un
published material of his study on the old Latin version. Unfortunately scholars 
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The question now arises: was the Akathistos originally a 'Song 
of Victory', and should Germanos or Sergios be regarded as author 
of the hymn? · 

This question was raised nearly fifty years ago by P. F. Krypia
kiewicz in his study 'De hymni Acathisti auctore' in the Byzantinische 
Zeitschrift (10) where, since 1905, the problem of the authorship 
of the Akathistos (10) has been touched on by P. Maas in his 
review of P. de Meester's articles on the Akathistos (II), and A. 
Baumstark's review ofJ. Strzygowski's book on the miniatures of the 
Serbian Psalter in Munich (12). Indeed, Krypiakiewics's question: 
'quid censendum de prooemio eius illo famoso Tfj &rrepµcxx~ cuius 
horrida discrepantia a toto hymno in oculos cadit?' (13) already 
anticipates his answer, namely, that this Prooemium is a later 
addition to the Akathistos, composed to celebrate the victory over 
the enemy, and that it replaced the original Prooemium To 1Tpocr
,a:x_0ev µvcrTtKWS which :figures in the Office of the Akathistos as 
Apolytikion, i.e. Communion chant. The original Prooemium, he 
rightly argues, is a prelude to the story of the Incarnation which 
is the theme of the Akathistos. Stylistically the Prooemium To 
1TpocrTa:x_0ev is akin to the diction of the hymn; one :finds here not 
only the same similes but even the same words as in the hymn.• 

The soundness of Krypiakiewicz's argument can be seen if one 
compares the Koukoulion ((KoVKov11.1ov)-this is the usual term for 
the Prooemium-with the hymn proper, which in Kontakion poe
try always has its own metre, but is connected with the Koukoulion 
by the same refrain: 

Koukoulion: 

To 1TpocrTa:x_0ev µvcrT1Kws 
11.a~wv ev yvcbcre1 
fo Tfj O'KT}Vfj ,ov 'lwO'T]cp 
0'1TOV6fj E1TEO'TT} 

did no·t take enough notice of Thearvic's article, so that the supposition that 
Photios was the author at least of the Prooemium was repeated until the publi
cation of Dom Huglo's study in Museon 195r. 

(10) B. z. 18 (1909) pp. 357-82. 
(u) ibid. 14 (1905) p. 644. 
(12) ibid. 16 (1907) p. 656-8. 
(13) ibid. 18 (1909) p. 36r. 

" 



Koukoulion: 

6 &crcl:iµcrros, t.eywv TiJ &-rmpo
y6:µci:,· 

•o l<AtVO:S TIJ Kcrro:!36:crer TOVS 
ovpo:vovs 

xwpeiT~l CCVCXA.A.OtCuTOS OAOS EV 
crof. , 

ov Ko:i ~Afowv ev µiJTp(i( crov 
Ao:!36VT0: ,8ovAOV µopq,iJv 
E~tCYTo:µ6:1 Kpo:vy6:se1v 0-01· 
xo:ipe VVµ<pT] CCVVµ<pEVTE. 
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Hymn: 

crvv &crwµ6:Tci:, q,wvfj I, 4. 
TiJ chre1poy6:µci:, IV, 3. 
crvyKcrr6:!30:cr1s XV, 4. 

ot.os Tjv· XV, I. 

ei Kai 8ovt.ov EA0:!3e µopq,iJv IX, 5. 
s~fCYTcrro Ko:i iCYTcrro I, 6. 
Kpo:vy6:soov Trpos o:\JTT}V I, 7. 

(The Angel, understanding the secret command, appeared sud.,. 
denly inJoseph's dwelling and said to her who knew not wedlock: 
He, who with his descent has bowed down the heavens, finds room 
in Thee, unaltered and whole. Seeing him taking a servant's form 
in Thy womb I marvel and cry out to Thee: Hail, Bride unbrided.) 

However the strongest argument which Krypiakiewicz produces 
in favour of the coherence of the Koukoulion with the hymn 
seems to me to be not so much the stylistic similarities, which 
can always be regarded as inconclusive, but the dogmatic signi
ficance of the line: xwpeiTo:1 (sc. Verbum Dei) avCXA.A.ofonos ot.os 
ev crof (finds room in Thee, unaltered <1:nd whole), which is papil
lelled in the first line of stanza XV: 

aOt.os Tjv EV Tojs Ko:TCu 
Ko:i TOOV <X\lu) ov8' OACuS 
chrfiv 6 chrepfypo:q,os Myos. 

The profession that 'the Infinite Word was wholly present on_ 
earth, yet not wholly absent from heaven' -is directed against the' 
teaching of Apollonius of Laodicea (d.· circa 390) that Christ had 
a human body and a human soul (\f'UXTJ) but not a human mind 
(vovs), and that the Word was his vovs. This statement of the , 
Orthodox view on the Christological dogma leads inevitably- to 
the conclusion that the Akathistos embodies a poetical layer which 
goes back to the period when the Christological question was 
passionately discussed. This discussion is characteristic of the 
metrical homilies and hymns of Ephraem the Syrian ( c. 306-373), 
whose influence upon Romanos has been shown by T. M. We-
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hofer (14), A. Baumstark, and P. Maas (15). Krypiakiewicz, there
fore, comes to the same conclusion as Maas, that Romanos must 
be r_egarded as· the author of the Akathistos, though, curiously 
enough, without mentioning him ( 16). Indeed, P. Maas has already 
pointed out that Romanos, describing in his Pentecost Konta
kion (17) the descent of the Paraclete from heaven, says of Him 
that He was wholly present in heaven and wholly present on 
earth, and everywhere, and no change or diminution occured to 
Him: 

OU yap yeyove µET6:!30:cr1s 
11 crvyKcrr6:!30:cr1s· 
ov8' &rreµe1ve µefwcr1v. 
<X\l(.() yap Tjv· 
K0:1 Ko:TCu Tjv· 
KO:i TIO:VTO:XOV. 

Th~ resemblance of these lines to those of the Akathistos is un
mistakable and suggests Romanos as author of the hymn. Maas 
supports this view in his next study on the date of the hymns of 
Romanos ( 18) by showing that of all the problems of Christian 
dogmatics, Romanos is . interested only in Christology and the 
defence of its Orthodox- view against Monophysites, Nestorians, 
Arians, Docetists and Manichaeans ( 19). 

Pursuing his argument in favour of Romanos's authorship in his 
study on the Kontakion (20), Maas shows the influence of the 
hmnilies of Basil of Seleucia upon Romanos ( 21) and, in particular, 
that on t;he feast of the Annunciation ( Oratio 39 in SS. Deiparae 
Annuntiationem) upon the Akathistos. Indeed, taking Basil's refuta-

(14) T. M. Wehofer, 'Untersuchungen zum Lied des Romanos auf die 
Wiederkunft -des Herrn'. Sitz.-ber. d. Akad. d. Wiss. in Wien, Philos.-Histor. Kl. 
Bd. r54, Abt. 5, (Vienna 1907). On Wehofers minute investigation is based the _ 
thesis by C. Emereau, Saint Ephrem le Syrien (Paris 1918) particularly eh. vii, 3: 
S. Romanos, disciple de S. Ephrem. 

(15) Cf. B. ,Z. art. cit. 
(16) Cf. the chapters in art. cit.: Momentum theologicum Acathisti and Acathistus 

et Patristica saec. IV. 
(17) Cf. Romanos's De Pentecoste, stanza rj' in Anal. Sacra rp. 160. 
(18) P. Maas, 'Die' Chronologie der Hymn.en des Romanos', B. ,Z. XV 

(1906), pp. l sqq. 
(19) ibid. pp. 13-17. 
(20) P. Maas, 'Das Kontakion', B. ,Z. XIX (19m), pp. 285-306. 
(21) ibid. pp. 298-306. 
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tion of the Apollinarian heresy in this homily (22) one is struck 
by the following passage which is almost identical with that of 
stanza XV of the Akathistos: 

8i\or; Toir; Kcrrc.u chreo-rrir; 
Kai ov6' 8i\c.ur; TOOV avc.u CXTIECJTT]<;. 
ov yap TOTrlKTJ yfyovEv ri KaTo:~acnr;, 
ciJ<Acx 0E!KTJ 'ITE1TpaKTat ovyKaT0:!3acrt<;. 

It is, .hbwever, not only Basil whom Romanos used as a-model. 
An evhn more striking prototype is the dialogue between Mary 
and the Archangel Gabriel in the eleventh Oratio de Laudibus Mariae 
by Proklos of Constantinople (23) (d. 447) which itself-must be 
based on an older poetical homily to which Proklos added a run
ning commentary. When these additions are remqved a dialogue 
form becomes apparent, linked together by an alphabetical acros-

. tic from A-M. The questions of the angel and the answers of the 
Virgin begin with the same letter, so that a double acrostic is 
worked out. 

TT&r; ECJTat µ01 TOVTO, cpricriv, emi av6pa OU y1yvcbcrKc.u; 

'Ayvo& TOV pT)µaTo<; TO cracper;, 
Kd:1 'ITOO<; yvcbcroµat TOV Tip6:yµaTo<; TO 0EO'ITpmer;; 

Kai 6 cxpx6:yyEAO<; Tipor; a\JTT)V" 

'ATianEir; oi:iv Tex 6:yyE~tKcx T6:yµaTa 
o:ppT]Ta 6riµocrtEVElV pT]µaTa; 

Kai TJ ayia 'ITpor; TOV o:yyEAov· 

Bi\6:!3riv EXE1 TCX Tfjr; empC.UTT)O'EC.U<;, 
ecxv cpavEpc.u0fj Tex Tfjr; OU/\/\T)4'EC.U<;; 

Kai· 6 o:yyEi\or;· 

Bi\emtr; TOV EVayyEAts6µEVOV ra!3ptT]/\ 
Kai ev6016:sEt<; TOV µrivv6µEVOV 'Eµµavov11i\; 

-----
(22) Migne, P. G. 85, 448A. 
(23) ibid. 65.-Cf. G. La Piana's metrical reconstruction of the dialogue in 

his Le Rappresentazioni sacre nella letteratura hizantina (Grottaferrata 1912) pp. 
250-2. 
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The more Syriac and Greek homiletic poetry is studied, the more 
obvious are the sources from which Romanos drew the material 
for !iis poems. However, I cannot agree with Maas in his change 
of opinion of Romanos, after his discovery of the homilies of Basil, 
Proklos and the other homiletic writers. Byzantine hymnography 
had to follow the same law as Byzantine chant (24). It had to 
fulfil1 its given functibn in the liturgy. Byzantine piety saw in the 
hymns, both words and music, the audible realisation of the chants 
of the angels which are not perceptible to human ears. The hymns 
were to the monks echos ( CXTITJXTJµaTa) of the divine harmqny and 
beauty (25), and it was their artistic obligation not to strive to be 
'original' but to follow as closely as possible the patterns handed 
down by their ancestors. The Akathistos, like all the homilies which 
preceded it and the hymns which followed it, was part of the 
liturgy. The subject matter of the hymn was dictated by the feast 
just as the text of the prayers of the Office of the day had to com
memorate the occasion of the feast. 

To support the argument in favour of the authorship of 
Romanos.by other than dogmatic and stylistic evidence, two other 
points may be added. 

In stanza XVII the poet praises the supernatural wisdom of the 
Theotbkos who dissolves 'the word-webs of the Athenians' (T&v 
'A0rivaic.uv TCX<; 'ITAOKCX<; 6taO"IT&cra). The word 'Athenians', del Grande 
argues, must ref er to the philosophers of the Academy of Athens 
which was closed by Justinian in 529; the hymn, therefore, must 
have been written before that date; that is in the days of Roma
nos (26). I fully agree with this interpretation of the passage, and 
may add that it has a parallel in the Pentecost hymn of Romanos, 
namely in• stanza I 8 ( tT] ') where he . thunders against those who 
worship the pagan poets and philosophers : 

(24) Maas, 'Das Kontakion' p. 299. 'Nun hat mich ein Zufall auf die Pre
digten des Basileios von Seleukia geftihrt, und was ich da fand, hat meine 
Hochachtung vor der schopferischen Kraft des Romanos tief sinken !assen. Ich 
filrchtejetzt, class, wenn wir die Predigten des 5. und des angehe;den 6. Jahr
hunders vollstiindiger kennten, Romanos als Autor zweiten Ranges erscheinen 
milsste'. 

(25) Cf. E. Wellesz, A History ef Byzantine Music and Hymnography (Oxford 
1949) pp. 47-51. 

(26) C. de Grande, L'Inno acatisto (Florence 1948) p. 18. 

" 
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Tl <pavTa~OVTO:l -rrpos "Apa:TOV TOV Tplcn<CXTO:pCXTov; 
Tl -rrAavWVTO:l -rrpos TTh6:Teuva:; 
li1iµocrBevriv Ti crrepyovcn Tov &crBevfj; 
Ti µTj 6p&cnv 0 0µ11pov oveipov &py6v; 
Ti TTvBa:y6pav 0pvAAovcn Tov 61Ka:ieus q,1µeu6evTa:; 

and asks 'why do they not hasten and honour those to whom the 
All-Holy Spirit appeared?' 

In a . thesis, at present unpublished, Hypapante: Studief in the 
festivdl ef the Purification of S. Mary the Virgin in the Early Byzantine 
Church (Oxford 1951), Miss J. E. Bickersteth investigates the in
fluence of an unedited homily on the Hypapante, ascribep. to John 
Chrysostom, on Romanos's Kontakion In Hypapante Domini (Pi~a 
Anal. Sacra I pp. 28-35). Her careful heortological and philo
logical investigati,;m throws some light on two points which must 

. have puzzled everyone who has studied the text of the Akathistos: 
( 1) the place of the story of Symeon after the flight into Egypt; 
(2) the style and content of the Chairetismoi which differs from that 
of the traditional 'Salutations': 

( 1) Miss Bickersteth, commenting on Symeon and the Nunc Di
mittis, states that of all the writers of homilies who deal with the 
episode, Chrysostom, and following him Romanos, are the only ones 
to use the apocryptical Acta Pilati and to explain that Symeon is . 
sent to announce the approaching redemption and resurrection of 
all through Christ the µ6vos <plAav0peu-rros. The stress is on the 
prophecies, not on the Presentation in the Temple. 

Seen from this point of view the introduction of Symeon into the 
last stanza of the story of the infancy of Christ in the .t\kathistos 
links the first part to the second, the dogmatical interpretation of 
Christ as the Saviour of mankind. \ 

(2) Commenting on the last section of Chrysostom's homily,-. . 
Miss Bickersteth comes to the conclusion that the Hypapante 
homily is a genuine sermon of Chrysostom, taken down by steno
graphers (27) and written out by later scribes, who may have added 

(27) Stenographers (TCX)(vyp6:qi01) were employed in the early centuries of our 
era not only by preachers who dictated their sermons, but also by church au
thorities to take down extemporized sermons. Cf. V. Gardthausen, Griechische 
Paliiographie, Ila (1913) pp. 280-8. 
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the eulogy at the end and introduced the title 'Theotokos' which 
Chrysostom would not have used. 

However, we ·may add, even if the eulogy is a later addition 
from the time when the title Theotokos was generally accepted by 
the Orthodox Church, the 'Salutation' at the end of the Eulogy of 
the Virgin provides us with a fragment of the missing link which 
leads from the Doxology in Luke 2, 14, to the Chairetismoi in the 
Akathistos: 

'li6~a: EV "'!'icrTOlS eeqi K0:1 e-rri yfjs eipT)VT] ev &vepC:mms EVOOK!O:'. 
Xa:ipE TOIVW fJ µT]TTJP K0:1 ovpav6s· 
fJ KOPTJ K0:1 VE<pEAT]" fJ -rra:p0evos K0:1 0p6vos· 
TO Tfjs fJµETEpa:s EKKATJ0-10:S KCXV)(TjµO: K0:1 crrepeeuµa:· 
EKTEVfj TTJV vrrep fJµ&v OETJO-lV TI"O!TJO-OV 
8-rreus A6:!3euµev 6io: crov El-.eos ev fJµepct Tfjs Kplcreeus, 
K0:1 TWV CXTrOKElµEVCuV aya:06:>v TOiS aya:-rrooo-1 
TOV 0eov ETI"lTV)(CuµEV, 

xapm KO:l <plAav0peu-rrlct TOV KUplov fJµ&v, 'lricrov Xpicrrov, 
µe0'. o5 Tlfl -rrCXTpi &µa: Tlfl aylep -rrvwµCXT1 66~0:, Kp6:Tos, T1µ11, 
vvv Ka:i &ei Ka:i eis Tovs a:i&va:s Twv a:ic.oveuv. 'Aµ11v. 

There is, finally, the mutilated rubric -rrpos To· ayyeAos -rrpeu ... 
in the hyinn of Romanos on the chaste Joseph which Pitra found 
in Cod. Corsinian. 366 and comments upon (28f Pitra attributed 
the Akathistos to Sergios, partly on the strength of the Synaxaria, 
partly because when he wrote it had not been decided whether 
Romanos wrote his hymns at the beginning of the sixth or the 
eighth century (29). Pitra did not believe in the later date (30), 
but left the. question open 'utrum Sergius Romano praeiverit, an Roma
nus Sergio', and added 'Relinquo aenigma, vel alio in loco, vel alii 

(28) Anal. Sacra I, p. XXXI. 
(29) The Menologion of the Emp!'!ror Basil II (Cod. Vatic. 1613), reports 

that Romanos came to Constantinople ml Tcov xp6voov 'Avacrraofov ~a017'.eoos; 
this might have been either during the reign of Anastasios I (491-518) or 
that of Anastasios II (713-716). Cf. K. Krumbacher, Geschichte d. byzant. 
Litteratur (Munich 1897) pp. 663-4; P. Maas, 'Die Chronologie d. Hymnen d. 
Romanos', B. z. XV (1906), pp. 1-45; G. Cammelli, Romano il Melode (Flo

.rence 1930) pp. II-22; E. Mioni, Romano il Melode (1937), pp. 1-7. 
(30) Cf. Anal. Sacra, pp. XXVI-VII, note 1. 
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Oedipo solvendum' (3 I). However, now that the question has definitely 
been decided in favour of the earlier date, it becomes evident that 
Romanos by the rubric ;rpos To· cxyyer.os ;rpwTocrrchris wished to 
inform the singer that the Kontakion about the chaste Joseph 
should be sung to the melody"Ayyet.os;rpwTocrrchris i.e. the melody 
of the Akathistos. Romanos obviously referred in the rubric to his 
own ·:p.ymn which must therefore be of an earlier date than the 
Joseph Kontakion. There was, as far as our knowledge goes, no 
other Melodos living at that time who could have written the 
hymn of which Pitra says: 'Tatum exiinii poematis artifici{i_m adeo 
est ingeniosum, ut vix alia quam musarum graecarum labia ita 
canerint' (32). . 

When we turn to the visual arts we find the first cycles, repre
senting the infancy of Christ, from the Annunciation to the flight 
into Egypt, in the fifth century. Single scenes, however, existed on 
fourth century mosaics in the Palestinean churches, erected in the 
Constantineau era at the Holy Places and dedicated to events in 
the life of Christ. Replicas of these mosaics, representing the Adora
tion of the shepherds and the Magi, the Baptism, Crucifixion and 
Resurrection of Christ, survive e.g. on the ampullas of the cathedral 
at Monza. 

The formation of the cycle of mosaic representations of the in
fancy of Christ coincides in date with the formation of the same 
cycle in poetry. The elements of both go back to Syrian art and 
poetry of the fourth century; but it seems it was only at a later 
stage, after the Council of Ephesus, that the single scenes were 
joined together into a continuous narrative cycle. 

Greatness in an artist reveals itself by his power to give his vision 
a definite but unforseen expression. It is the function of the great 
Byzantine poet to follow his ancestors in their unending stream'of 
hymns of praise to the glory of God, of Christ, of the Theotokos,, . 

(31) ibid. p. 69. 
(32) Monitum de Acathisto, Anal. Sac. p. 249.-The fame of Sergios as a hymn

writer derives exclusively from the alleged composition of the Akathistos.
It may be mentioned also that the Kontakarion Cod. Cryptensis E. 13. VII; 
a 13th century MS., has the name of Romanos in the title: 'l'cx7rnKov 011\l Gee;'> 
Tov evtCXVToi:i oAou· ;rohiµcx 'Pwµcxvov Tov µEAC96ov. According to A, Rocchi, 
Codices Cryptenses (Rome 1884) p. 421, the inscription is of a later date and may 
therefore not be usedprimafacie as an argument in favour ofRomanos's author
ship of our hymn. 
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the miracle of the Annunciation, the Nativity, the Passion and the 
Resurrection, the life of the Saints and holy martyrs. The thematic 
material is given by the Holy Scriptures, the Apocrypha, the Syn
axc::l,ria: and the writings of the Fathers of the Church. His task is 
to give it a new significance in his poem; to set the phrases which 
are the traditional heritage of Christian piety in a new light. 

Such a poet was Romanos whom on his feast on 1st October 
the Church praises as: 

'O µovcrovpyhris, TJ Mpa 
T0V eeiov TTvruµaTOs, 

. TJ o:ri6cbv, 6 TITT1£, 
6 TOOV eeiwv o:crµchwv 
avMs -rfis 'EKKr.ricrias. 

None of the homiletic writers, his forerunners, nor any of the con
temporary hymnographers were equal to him in power of expres
sion, poetical vision, boldness of similes, and perfect harmony of 
line; and in no other hymn does his greatness shine more brightly 
than in the Akathistos. 

The Akathistos Hymn. 3 

F 



III. THE TEXT 

The text of the Akathistos differs in many instances from that in 
Pitra's Analecta Sacra I which is based on thirteen MSS., the oldest 

· being .a.· Moskow Codex dating from 1060, and also from that in 
the 'editions of P. de Meester and C. del Grande, who do not 
provide us with an apparatus criticus. 

Comparing the text in Cod. Ashburnham. 64 with that of the 
printed editions one might assume that the scribe Symeon made 
a number of alterations in every stanza, which might be due to 
the oral tradition at Grottaferrata or to the carelessness of the 
scribe. Such an assumption, however, can be dismi.ssed as incorrect. 
The Vienna National Library possesses a Kontakarion, Cod. suppl. 
gr'. 96, dating from the end of the eleventh century. From the 
initials and the script its South-Italian origin is obvious ( 1). 

The investigation of Cod. Vind. suppl. gr. 96 has shown that 
its text is identical with that of Cod. Ashburnham.: it contains 
exactly the same divergencies from the MSS. which represent the 
original version, as can be seen from the following .examples: 

Stanza VII (H) lines 12-15 : 

Ashb. Xaipe, OTl TO: ovpcxv1a_ 
(J'VVayw..AOVTat TIJ yfj. 
Xaipe, OTl Ta rn1ye1a 
(J'VVEUcppa{vovTat Xpt<ITq>. 

-----

Pitra Xaipe, OTl Ta ovpcxv1a 
(J'VVayw..AETal TIJ yfj. 
Xaipe, OTl Ta rn1ye1a 
ovyxopEVEl ovpavois. 

(1) This view was confirmed by Dr. H. Hunger, Keeper of the Greek MSS. 
of the Oesterreichische Nationalbibliothek in Vienna with whom I discussed 
the provenance and date of the Codex, d~ing my ~it to Vienna in October·· .. · 
1954. Dr. Hunger considers the script a coarser form of the 'pearl-script' (Perl- · 
schrift, cf. his study 'Die Perlschrijt, eine Stilrichtung d. griech. Buchschrift der Ii. 
Jahrhunderts, Studien z:ur griech. Paliiographie, Vienna 1954, pp. 22-32) which is 
typical of the eleventh century but is superseded in the twelfth century by ·a· 
less homogenous type of script. K. Krumbacher's attribution of Cod. suppl. 
gr. 96 to the 12./13. century. (Geschichte d. byzant. Litt., Munich 1897, p. 687) 
is therefore certainly wrong.-Dr. Hunger kindly provided me with infra-red 
photographs of foll. 83v-88r. of the Kontakarion, on which the Akathistos is 
written. 

,. 
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The poetical effect of these four lines lies in the double antithesis: 
ovpcxv1a-yfj, rniyeia-ovpavois and in the parallelism between 
(J'VVayat..AETat and ovyxopeve1. This was the original text, since 
the Chairetismoi make frequent use of these poetical devices. By 
substituting (J'VVeucppaivoVTat Xpt<ITq> for ovyxopeve1 ovpavois the 
concatenatio is destroyed and the effect of the antithesis is weakened. 

Another example where concatenatio in the original text is de
stroyed, occurs in stanza IX (I) lines 16-19. 

Ashb. Xatpe, T] Tf\S !3apl36:pou 
AVTpc.uµsv11 ep1101<e1as· 
Xaipe, T] Tf]V. eveeov 
KaTauya~oucra TilO'TlV. 

Pitra Xaipe, ii Tf\s !3apl36:pou 
AVTpc.uµsv11 ep1101<e1as· 
Xaipe, T] TOV l3opl36pou 
puoµEVT) TC.OV epyc.uv. 

We do not know when the version originated which we find in the 
two South-Italian MSS., i.e. in Cod. Vind. suppl. gr. 96 and Cod. 
Ashburnham. 64 but there is good reason to assume that the 
variant text developed in the 8th century or even at an earlier date, 
since, as we have seen in Chapter II, the Old Latin version dates 

. from the beginning of the 9th century and does not represent the 
original text of the translation from a Greek Ms. 

We can also say that the variant text did not originate inSouth 
Italy. The library of the St. Catherine's Monastery on Mount 
Sinai possesses a tenth century Kontakarion ( 2) in which the text 
of the Akathistos is transmitted on foll. 8or-87r. Unfortunately the 
1 oth century script is preserved only on fol. 8or in the Prooemium 

· and part of the first stanza; the rest of the stanza, and the other 
twenty-three stanzas are in two different hands, of the thirteenth 
century, obviously written over the old erased script. 

The identical texts of stanza A' of the 10th century Sinai MS. 
and the lost Greek version upon which the Old Latin version is 
based permit us to assume that the South Italian version originated 
on Syro-Palestinean soil. A Kontakarion, containing the version, 
came to the St. Catherine's monastery on Mount Sinai and from 
there copies were sent to Ravenna and finally reached the Basilean 
monasteries of Southern Italy. This circuitous route was, as we 
know from other MSS. of Syro-Palestinean origin, the usual way 
of their import to the West. 

(2) Greek No. 925 of the Checklist of Manuscripts, microfilmed for the 
Library of Congress, 1952. 
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It is interesting to notice that the part of the first stanza in the 
10th century manuscript shows exactly the same two variants from 
the original text as Cod. Vind. and Cod. Ashburnham, i.e. in line 4 
crvv T'IJ &crooµcrr(tl q,oovfj instead of crvv &crooµcrr't> q,oovfj, and in line 
I o &v6:crTacris instead of CXVCXKAT}crts. Insignificant as these variants 
seem to be at first, they become more .significant if one compares 
the consequent character of the divergencies in the two South
Italian MSS. with those on which Pitra's text is based. 

Orthography. 

The scribe of Cod. Ashburnham. 64 was very much influenced 
in his writing of the text of the hymn by Byzantine pronunciation. 
The influence of 'Iotacism' on the orthography is more marked 
than in the MSS. which have the words without the music. Thus 
he writes: 

Prooemium, l.2. AVTpoo0ricra 
Stanza, A', 1. g. EKAT}4'Et 

for AVTpoo0eicra 
for EKAEll.JJEl 

But here already he is inconsistent and keeps to the correct spelling 
of Et in the last syllable. This kind of inconsistency is even more 
marked when he writes: 

Stanza A, 1. I I. v ATJTpoocris instead of TJ Avrpoocris: He also writes 
o where he should write oo e.g.: 

Prooemium, 1. 2. 6e1vov 
Stanza A', 1. I. npoTOcrTaTTJS 

instead of 6e1v&v 
instead of npwTocrTCXTT}S 

Sometimes one gets the impression that Jhe scribe does not ev~n 
understand the meaning of the words, thus when he writes: 

Prooemium, 1. 3. T} 1TOAt crov instead of TJ n6AtS crov. 

All these mistakes are corrected in the transcription without fur
ther mention; they occur so frequently that it would lengthen the· 
apparatus criticus if they were all to be specified. 

I must also mention here the insertion of vowels and syllables 
in a word drawn out by a melisma. This occurs already in the 
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seventh century, as I have shown in a study on Manichaean and 
Nestorian cantillation (3) and is frequently used in Byzantine 
liturgical chant from the I 3th century onwards particularly in the 
Alleluias, as can be seen from the following example taken from 
the end of the Koinonikon (4) EvAoyriµevos 6 epx6µevos from Codex 
Cryptoferr. r. y I, fol. 42v. (Triodion, Rome 1879, p. 6!4). 

A Cl. OU Cl. OU C1. C1. X"- OU Cl.• Cl. OU C1. a.rra. 

~ r g-DJ arr pa P .1 w 
a. ~a Cl. OU Cl. a OU Cl.• l,.S OU S 

The scribe of Cod. Ashburnham. 64 does not go so far as to 
introduce syllables like yya, va and xe; but in the last stanza 1. I 

he twice introduces 1, a sign which regularly occurs in the Intona
tion -formulae, the Apechemata: 

(3) Cf. E. Wellesz, 'Probleme der musikalischen Orientforschung', Jahrbuch 
der Musikbibliothek Peters r917, (Leipzig 1918) pp. 15-8, 'Die Lektionszeichen in 
den soghdischen Texten', Zeitschrift f. Musikwiss. I 1919, pp. 505 seqq.; and 
The New Oxford History ef Music, v_ol. II. pp. 12-3.-C. H0eg, 'La Notation 
Ekphonetique', Mon. Mus. Byz. Subsidia, Vol. I, fasc. 2, 1935, pp. 142-5.-The· 
East-Syrian el"_Phonetic notation derives from a system introduced in West 
Syriac MSS. at about 500. The date-seventh century-is confirmed through 
the discovery of a Pehlvi Psalter by F; C. Andreas and Kaj Barr in Sitz. Ber. d. 
preuss. Ak. d. Wiss. 1933. Cf. C. H0eg op. cit. p. 145. 

(4) The Koinonikon (Tporr6:ptov Kotvc.:ivtK6v) is a Troparion, sung at Mass 
while the priest and the deacon take Holy Communion. 
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and,tn stanza A, I. 5 crc.oµa-rovµevov is set to music in a most peculiar 
way. The first syllable crc.o is followed by 1c.o; then aue1aue (aneane) 
follows, an abridged form af aneanes which one finds set to the 
Intonation formula of the first Mode and then only the full word 
crc.oµa-rovµevov is set to the last phrase of the melisma : 

uw t w w a u.e 1a u.e £ OW p.a 'l"OU OU fl-E VO'/ 

We shall have to return to the question of the Apechemata when 
discussing the melodic structure- of the Akathistos and the role 
which the Apechemata play in it. 
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IV. THE MUSICAL NOTATION 
The neumes. 

The Musical Notation of the Akathistos in Cod. Ashburn. is the 
kind of Middle Byzantine notation that one finds in MSS. of the 
melismatic type. This means that a number of subsidiary signs or 
Hypostases (vrrocr-r<;(cre1s) 'which modify the rhythm or expression' 
are added to the interval-signs ( 1). 

There is, from the notational point of view, practically no differ
ence between the late phase of Middle Byzantine musical notation 
and the Late Byzantine musical notation (2) which is also called 
Koukouzelean (3), or Psaltic, or Neobyzantine (4) notation. The 
Late Byzantine notation merely uses more subsidiary signs and an 
additional number of 'Great Hypostases' (µeyw..a1 vrrocr-racre1s) 
added in red ink to those already existing, as guide for the correct 
performance of groups of notes. The script of the neumes has the 
character of the fully developed 'Round notation' -a term coined 

(1) Cf. H.J. W. Tillyard, 'Handbook of the Middle Byzantine Musical Nota
tion', M. M. B. Subsidia I, i, pp. 25-g.-See also: J. -B. Thibaut, Monuments 
de la notation ekphonetique et hagiopolite de l'Eglise grecque (St. Petersbourg 1913), 
pp. 93-115.-L. Tardo, L'Antica melurgia bizantina (Grottaferrata 1938) pp. 
289-307.-E. Wellesz, Hist. qf Byz. Mus., pp. 232-247. 

(2) The division of the various phases of Byzantine notation into Early, 
Middle and Late neumatic notation occurs first in my article 'Die Kirchen
musik im byz. Reiche' Oriens Christianus, N. S. VI (1916), where I discussed the 
various attempts to find terms for each phase of neumatic notation. The terms 
were accepted by the Editors of the M. M. B. in 1931. The Early Byz. notation· 
was used in the 9th-12th century, the Middle Byz. in the 12th-15th century, 
the Late Byz. notation from the 15th-19th century. For the subdivisions of 
the Early Byz. notation Tillyard coined the terms: Esphigmenean, Andreatic, 
and Coislin notation. Cf. his article 'The stages of Early Byzantine notation', 
B. z. 45 (1952) pp. 29-42. 

(3) Cf. J.-B. Thibaut, 'Etude de mus. byz. La notation de Koukouzeles', 
Izvest. Russk. Archeol. Inst., vol. VI (1900), pp. 361-96. 

(4) Tardo, op. cit. pp. 64-75.-An excellent introduction to this notational 
- system is still 0. Fleischer, Die spii.tgriechische Tonschrift, Neumenstudien III, (Berlin 

1904). 
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by Tillyard~already tending in some pages towards the grosser 
type of the Late Byzantine notation. Though both letters and 
neumes are carefully written, the general impression of the pages 
is not so pleasing as that from a calligraphically written early 
thirteenth century MS., since the scribe makes too much use of 
certain mannerisms typical of the script of the second half of the 
thirte~nth century. 

It is characteristic of the Kontakaria notation that great use is 
made pf. signs indicating the execution of a group of neumes, the 
Hyp0st~ses. There is, however, some difference between the forms 
of certain Hypostases in Codex Ashburnham. 64 and those in other 
MSS. One need only glance at the tables of Hypostases in Flei
scher's Neumenstudien Ill and Tardo's L'antica melurgia bi;::,antina to 
arrive at this conclusion. In Thibaut's Monuments de la notation 
ekphonetique et hagiopolite, however, are two tables which show ex
actly the same forms. The first, Plate 71 on p. 136, is a fragment 
of psaltic chant of the sixteenth century, the second, Plate 73, 
p. 138, a fragment from the seventeenth.· The photographs on 
Plates 71 and 73 contain lists of musical signs with their names 
written underneath. Both fragments derive from Mount Sinai. We 
may suggest tentatively that the scriptoriu!l_! of Grottaferrata copied 
from MSS. deriving from the Mount Sinai scriptorium which cer
tainly had an uninterrupted scriptorial tradition. The much later. 
date of the Sinai fragments should not prevent us drawing· upon 
them for comparison since they are MSS. for liturgical use which 
are generally 'copied' -in th@ true sense of the word-from older 
ones and, in this particular case, the signs are written calligra
phically with the care indeed that one would expect to find in one 
of the most prominent monastic scriptoria of the Eastern Church. 
If the theory is acceptable, the Akathistos in Cod. Ashburnhain 
would not only show textual affinity with the Mount Sinai version, 
but also a notational one with the scriptorial tradition of the mon
astery. 

Studies in Byzantine Palaeography are not as far advanced as 
those in Medieval Latin Palaeography where recently successful in-· 
vestigations into certain scriptoria have been made (5). The investiga-

(5) Cf. H. Hunger, 'Studien zur griech. Palaeographic', Biblos-Schriflen 5 
(Vienna 1954) pp. 22-3, note I where the recent studies in Latin and Greek 
Palaeography are noted. 
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tion into Cod. Ashburnham. however, showed the necessity of 
catalogueing certain signs, which are listed in various studies under 
different names, so that they could be transcribed in the correct 
manner. The theorists as we know give lengthy, though often 
vague, explanations of the meaning of the signs. 

On Table I are collected the neumes which occur in the Akathi
stos; from 1-15 the Interval signs are gi~en, from 16-19 the addi
tional rhythmical signs, and from 20-31 the Expression marks, or 
Great Hypostases, together with the groups of neumes to which 
they a:cy ·most frequently put. 

Jig. 1 shows the Ison, the sign of making the repetition of a note. 
The hook is always thick, the stroke is either thin from the be
ginning, or becomes thin. fig. Ia shows the combination of 
Ison and Diple which doubles the rhythmical value and turns· 
J into J. 
. figures 2 to 7 show the different nuances of the ascending Second. 

The sign of Dyo Kentemata (Jig. 5a) resembles so· much in this 
Codex the Tzakisma (Jig. 16) that some mistakes in the notation 
may have occurred by the mixing up of these signs. Jigs. 7, 7a, 
and 7b, show the different writings of the Pelaston; 7b, particularly, 
may serve as an example of the manneristic tendencies of the 
scribe. He c½'aws the descending stroke of a neume so long that it 
goes through the script. 

Jig. 12 shows the Hyporrhoe, a sign indicating a run down to 
the lower third, which may have been taken quickly in the melis
matic style, since it is called an_EK!3Ariµa Tov yovpyovpov (6),- and 
produced through the gullet, forcibly, 'like a sort of water spout' (7). 
One often finds the Hyporrhoe-sometimes called Aporrhoe
attached to a preceding Oligon or Oxeia which are reinfo~ced by 
a Bareia (,), as infig. 21a, or combined with Oligon or Oxeia, 1 

or Kentema through the Antikenoma _:_ _,, - which stands for a 

reinforced ligato, particularly at the end of a melodic line e.g. , 
(cf. 22b and 22c): 

(6) Cf. L. Tardo, L' Antica Melurgia Biz:.antina, p. 228. 
(7) ibid. p. 191. ... KO:l yap TCXUTT]V EK<pepoµev 61a TOU (ya:p)ya:pe&vos 

TPO:XEOOS COS a\l TlVO: o:rr6ppo1a:v. 
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Th~ Hyporrhoe also forms part of the Seisma (fig. 23) which is 
discussed at great length by the theorists, particularly in the trea
tise beginning with the words 'Eyw µev & 1rai6es, published by 
J.-B. Thibaut from Codex 8n of the Metochion of the Holy Se
pulchre in the Revue de l' Orient Chretien vol. VI, pp. 596, sqq. and 
L. Tardo, op. cit. pp. 207 sqq. 

The Seisma consists of a Piasma and the Hyporrhoe, followed 
by one of two Apostrophi. It indicates a shaking (creicrµa) of the 
voice (8). It first slightly prolongs the note and then moves down
wards, being stopped 'as if a man rushing down a staircase is 
suddenly forced to stop by another coming from below' (9). The 
two notes of the Hyporrhoe rushing downwards in a glissando have 
no Interval value ( q>u:was OUK E)(Et). The 'trembling' of the voice 
can be indicated either by a tremolo ( - ) or by two grace-notes, 
which I have used in the transcription of the Akathistos: 

By that rendering of the Hyporrhoe its character is preserved, 
while it is clear that its Interval-value has disappeared in combina
tion with the Piasma, which the Anonymus describes as Dyo 
Bareiai. On the other hand, this kind of notation distinguishes 
between Seisma and Kylisma ~ (Jigs. 25 and 25a), the real tremolo. 

(8) creicrµa: KCXAEiTa:t 61a TO TTJV v-rroppOTJV 1TpOcrAO:µj3ave1v. \/"ITO yap 6uo l30:pe1&v 
KO:l v-rroppoiis TO creicrµa: Ka:6icrTa:TCXl. exe1 6e TTJV v-rroppOTJV wcrmp criiv TlVO:, ,'\yew 
crKCil/1.T)KO:, Kerl ev TOUT'!) creicrµa: KCXAEiTa:t. TJ 6e v-rroppori exe1 .cpoovas 6uo, 01TOV 6' cxv 
'TEtlfj· EV Tc;'> crelcrµa:TI 6e cpoovas OUK exe1, ci}{Aa 1TpOcr/l.a:µj3ave1 a:uTil TO 1Tia:crµa:, 'iva: 
EVCXAAa:yT]V TIVO: Tiis xe1povoµla:s 1TOl1]01J, eim,.) 6Tj Kerl TOU µEAOVS. ibid. p. 213. 

(9) This explanation of the sign in Anon. B of Cod. 811 is given by Thibaut, 
in French, in his essay 'Etudes de Musique Byzantine', lzvest. Russk. Archeol. 

. Inst. VI (1900) p. 378. 
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fig. 26 shows the Strepton or the Homalon (cp. a 16th century 
fragment of a table of neumes on Plates 71 in J.-B. Thibaut's 
'Monuments de la notation ekphonetique et hagiopolite de l'eglise 
grecque' (rn). It should not be confused either with the Antike
noma, or the Kratemo-Hyporroon, both of which in some MSS. 
are very like it. The Homalon is said to 'make the melos smooth 
and ev~n, but strong and intense' (II) which means, since it is set 
always under four notes, that all these four notes should be sung 
forte expressivo without crescendo or decrescendo. Often a Gorgon is 
writtenhrnderneath (fig. 26b), indicating that the group should be 
sung in a quicker tempo. I have chosen c = celeriter for transcribing 
the uncial r, because the c is usually used in Western neumatic 
MSS. for the same purpose. · 

The prolonged form of the Homalon · (fig. 27) which is clearly 
written on Fol. 7r, line IO should not be misread as a Kratemo
Hyporroon-Oligon which, at first glance, it resembles (12); but on 
close investigation the difference between the two signs becomes 
obvious; the finishing stroke, turning upwards is a mere prolonga
tion of the Homalon, not an Oligon. About the meaning of the 
Strepton, our sources are silent ( cf. L. Tardo, L' Antica Melurgia 
Bizantina, p. 296.) 

figs. 28 and 29 show the Tromikon. This ~ign 'makes the voice 
shake and tremble (VTr6KAovov Ka:i Tpeµoucra:v) (13) .. The notes to 
which it is set should therefore be produced quasi tremolando. The 
effect is used very infrequently. The four notes, under which' the 
Tromikon is set in fig. 29, occur twice on fol. II or; they are set 
to the thrice repeated phrase ( describing the Angel of the Annun
ciation coming to the Virgin) "he stood still in awe ang cried 
out to Her" (e~tO"Ta:TO Kpa:uy6:swv :rrpos CXUTTJV). . 

figs. 30 and 30a show the Parakalesma. The sign is used frequently\ 
in the Akathistos and indicates that the notes to which it is set 

( IO) Another example is shown ibid. pl. 73.-See also Tardo op. cit. Pl. V 
on p. 179. 

(II) T 6 6e oµCU\OV Aeiov Kai 6µMov TrOIEi TO µeAOS, ciAAa TPCX)(V Kai E\ITOVOV. 

-rrapaKE/\EVETCXI" TOVTO yap 6T]AOi TO TOU oµCU\OU ovoµa. ibid. p. 194. 
(12) The difference can be seen from Tillyard's drawing of the Kratemo

Hyporroon-Oligon in his 'Studies in Byzantine Music', The Musical Antiquary, 
vol. II (19u) p. 203, Fig. I. 

(13) Cf. Tardo, op. cit. p. 194. 

XLV 

should be sung brightly, joyously, not violently (ov µm'x crcpo6pov 
TOVOU 6e'i 1rpocpepe1 V' MI\CT. lAO:pws) ( l 4) • 

Finally the Ar1tikenokylisma (figs. 31 and 3ra). The sign is com
posed .of Antikenoma and Kylisma. The singer should begin the 
group of notes to which it is set lightly, and make a crescendo. 

Signatures and Intonation-formulae ( 15). 

The Akathistos is composed in the fourth plagal Mode (Mode 
IV pl.). The Signature (Martyria) of the Mode is shown on Table 
II in.figs. 1, ra, and 1b. Table II.figs 1 and Ia indicate the begin
ning of the phrase in g, 1 b on a. Fig. I shows the old uncial form of 
delta, figs. Ia and 1 b the minuscule delta. The melody of the Oikos 
modulates into Mode II, Mode I pl., Mode IV pl., Mode I, and 
Mode IV pl. The Chairetismoi, which are added to the odd stanzas, 
are in Mode IV pl., but modulate into the second and fourth; 
some lines are in Mode III pl., the !30:pvs. The 'Chaire' refrain is 
in Mode IV pl. 

figs. 2, 2a, and 2b, show the signature of Mode II, figs. 3 and 
3a, those of Mode IV, fig. 7, that of Mode III pl. 

The Signatures are not found regularly throughout the hymn; 
they are omitted in some places, or replaced by a short Intonation
formula (Apechema) . .figs. 8 and 8a, for example, replace the signa
ture of Mode III, by an abbreviation of va:va:. In a similar way 
the signature fig. 7 represents the short Intonation-formula of Mode 
III pl. &a:ves; but instead of the letters one finds an abbreviation 
of !30:pvs, in which the Byzantine form of the 13 and p can be seen 
in the contraction. 

The formula ua:u in.fig. 5 (lines rn, 16, 17) is an abbreviation of 
va:a:ves, the Apechema of Mode II, which usually starts on g, not 
on e. The formula therefore descends b-a-g ( not g-f-e as in the 
example given by Tardo op. cit. p. 331). 

(14) Cf. Tardo, op. cit. p. 193. 
(15) We are indebted to H.J. W. Tillyard for having solved the problem of 

the Signatures in his article 'Signatures and Cadences of the Byzantine Modes', 
Annual Br. School at Athens, vol. XXVI (1923-5) pp. 78-87.-For the Intonation 
formulae see L. Tardo, op. cit. pp. 321-7, and the detailed study by 0. Strunk 
'Intonations and Signatures of the Byzantine Modes', Musical Quarter!),, vol. 
XXXI, (1945) pp. 339-55. Strunk's view that the Apechemata are 'formulas 
of preparation or- transition' is fully supported by my study of the Akathistos. 

II 
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fig. 6 (line g) shows the beginning of the Apechema which intro
duces the first line of the Chairetismoi (line 8). Here the extended 
veeaves (fig. II) 'indicates Mode II plag. In the rest of the odd 
stanzas the extended formula is replaced by its shortened form. 

fig. 10 shows the Apechema of the Mode IV plag. which intro
duces t~e first stanza "Ayye'Aos ,rpc:.oTOCITCTTTlS ( I 6). This extended 
Intonation occurs only at that place; otherwise the stanzas have 
either no Apechema or the short formula which is discussed by 
0. Strunk (art. cit. pp. 343-8): 

The Intonation-formula of Mode IV, fig. 4, offers some difficul
ties as to its pitch. The preceding line (line I I) ends on g. The 
Ison of the Apechema demands that it begins on g. The last note 
of the formula is therefore c. Line I I, however, beginning again 
with Ison, indicates a beginning on g. The Apechema, written in 
smaller script, probably by a later hand, begins on the usual 
starting point, i.e. on d; but the scribe has forgotten to introduce 
the d by a Hypsile which would have given the exact pitch. For
tunately there is no doubt about the correct run of the melody 
itself, since the melodic phrase I o ends on g and phrase II begins 
with an Ison. 

In the Akathistos in Cod. E. 13. VII the Signatures are set more 
frequently than in our Codex, particularly after half closes, in 
order to indicate the starting note of the new phrase. We do not 
know whether in such cases only one note was sung or an ab
breviated Intonation formula; the decision what to do must have 
been left to the singer of the Kontakia. 

One will see from the Commentary that in some instances the 
Signatures indicate a mode which is not that of the melody. Ob
viously something went wrong either in the Signature or in the 
notation. The first reaction of the transcriber was to assume a 

(16) None of the other MSS. has an Intonation formula. 
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scribal error; but comparison with the other Oikoi of the hymn 
and, at a later stage, with other MSS. of the Akathistos and other 
Kontakia in Cod. Ashburnham. showed that the same wrong end
ing of the melody occurred repeatedly. We come to the conclusion 
that already in the XII. century the singers of the Kontakia had 
lost the feeling for the strict modal character and did not care 
wheth~r they ended on g or f Thus it could happen that the Kon
takion •Cod. Ashburnham. 64 foll. 112v-II3r, composed in the 
second plagal mode, has the signature ; q ;. , which indi~ates a 

start frbmf The first phrase runs as follows: 

'¥V XTl Tl Tl Tl T] T] T] T] T] µov 

d g- f- a- ba- fg agf ed ef d-

i.e. it begins and ends on d, and so does the final cadence. We shall 
have to come back to similar distortions of the character of the 
mode, which never occurs in the melodies of the Hirmologia and 
Sticheraria, in the section on the melodic structure of the Akathi
stos, and in the Commentary. 

The number of rhythmical and dynamic -signs in the notation is 
so great that we can hardly imagine that a singer would have been 
able to render them all as the composer intended. The intention 
must have been to enforce upon the singer of the Kontakia a 
relentless tension of expression. To achieve this aim even approxi
mately the tempo must have ·been slowed down to a degree for 
which we have no parallel in our Western music. 

I 
. ! 

I 

r 
I 

V. THE MELODIC TRADITION 

The Kontakaria which were available for studying the Akathistos 
range from the second quarter of the XIIIth to the beginning of 
the XIVth cenu.iry. They all come from South Italian Scriptoria. 
Our palaeographical _knowledge of that period is not advanced 
enough to rely on the shape of the neumes for dating the:m precisely. 
It is at present safer to find out the approximate date of Codex 
Ashburnhamensis 64 by investigating the extent of the melismatic 
development in comparison with that in other MSS. The following 
MSS. have been consulted for that purpose: 

1) Codex Cryptensis E. 13. VII. According to A. Rocchi in his 
Codices Cryptenses, p. 422 this Palimpsest Codex may have been 
written between 1214 and 1230. 

· 2) Codex Cryptensis E. 13. III. An elegant MS. of slightly earlier 
date than Codex Ashburnham. 64, i.e. second half of the XIIIth 
century. 

3) Codex Cryptensis r. y. III. A Palimpsest MS., less elegantly, 
but very clearly written; of the same date as Codex E. 13. III. 

4) Codex Vatican. gr. 1606. Ascribed by Dom Tardo (1) to the 
end of the XIIIth century. 

5) Codex Messinensis 120, ascribed by 0. Tiby to the XIII/ 
XIVth century. 

6) Codex Messinensis 129, ascribed by 0. Tiby to the XIIth 
century. 

(1) I am vei; much indebted to Prof. 0. Strunk who kindly provided me 
with the photographs of the Akathistos from MSS. nos: 4-6.-Cod. Vat. gr. 
1606 is described by Dom L. Tardo in his study 'I codici melurgici della Vati
cana', Archivio storico per la Calabria e la Lucania, vol. I (1931) p. 20 as dating 
'della fine del sec. XIII'. The Codex was presented to Pope Sixtus V m 1585 
through Cardi~al Antonio Caraffa. The Cod. Messin., now in the University 
Library, belonged originally to the Monastery del SS. Salvatore. in Messina. 
Cf. 0. Tiby, 'I codici musicali italo-greci di Messina', Accademie e Biblioteche 
d'Italia XI, (1937) pp. 1-14. 

The Ak~thistos Hymn. 4 
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All these MSS. show the same melodic skeleton of the Akathistos 
as Cod. Ashburnham. 64; but the embellishments reveal two vari
ants. Codices Ashburnham. 64, E. 13. VII and r. y. III. belong to 
one group, Codd. Vatic. 1606, E. 13. III, and Codd. Messin. 120 

and 129 to another. The variants are more accentuated in the 
opening phrases; here even the melodies of the one group show 
slight divergencies. The second half of the melodic phrases, par
ticularly the sections towards the cadences are almost identical, 
as can b,e seen from the following comparative table, showing the 

. . . 

I 2 3 4 5 
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notation of Tfj V1TepµCX)(_<{) in our MSS., and from the transcrip
tion of the first line of the Piooemium and the first 2 lines 1of 
Oikos I (Tables III-IV p. LXXXI s.). The first variant occurs with 
sign 3. Codex Ashburnham. 64 has an O ligon, the other five MSS. an'-·.· 
Ison; but Oligon in Ashburnham. is the correct sign, it makes the 
cadence on O"TPaTTJYci? end on g. Without the correction the nielody 
ends in the other MSS. onf. In the transcription I have therefore 
emended the third Ison (sign 3) to Oligon. The second variant begins 
with the compound sign (5) and makes it clear that Cod. Vatican. 
1606, Codd. E. 13. III and VII and Codd. Messin. 120 and 129 give 
an embellished version of Cod. Ashburnham. 64 and r. y. III. l 

Ashb. 64 

Vat. 
Mess. 

120 and 129 

E. ~-VII 

LI 

, r r r J 

, w m m u 

4FrifrEdJi□ JJw 
Judging from the kind of ornamentation and the shape and 

character of the neumes it seems likely that these MSS., at any 
rate the section containing the Akathistos, were written at the be
ginning of the fourteenth century, and not in the thirteenth cen
tury, the date suggested for Cod. Vat. 1606, or the twelfth, the 
date suggested for Cod. Messin. 129. 0. Tiby's attribution of Cod. 
Messin. 120 to the XIII/XIV century is a cautious but probable 
dating. Since the two other MSS. show exactly the same type of 
neumes, we may assume that all three were written at approxi
mately the same time, i.e. the beginning of the fourteenth 
century. 

The difficulty of drawing conclusions · about the date of the 
melodic versions fron;i the date of the MSS. becomes more com
plicated when we examine the melodic shape of the same phrase 
in Cod. E. 13. VII. The melismatic extension of "£" c:.., to "£"~ is 
certainly a sign of a later development. Cod. E. 13. VII, on the 
other hand, shows in other sections a simpler version of the melody, 
and is obviously of an earlier date than our Codex. The only 
answer for the present must be that the process of embellishment 
does not coincide with the date of the. MSS.; it must have already 
happened at an earlier date and the version of Cod. Ashburnham. 
64 must go back to an earlier MS. than that from which E. 13. VII 
was copied. The final answer to this very involved problem must 
be left until a comparative study of the Kontakia melodies in 
general has been completed. 

From a comparison of the melodic lines we can, however, say, 
that the Vatican a:rid Messina melodies cannot merely be regarded 
as more elaborate versions of that in Cod. Ashburnham. 64, where 
e.g. in Oikos A' the first syllable on "A-(yyeAos) has an ornament 
which we do not find in Cod. Vatican. and the two Codd. Messin., 
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.... ---Vatic. "A (yyei\os) 

.... -"';"',,,.,. ..,,. 
Ashburnh. "A a: a: (yyei\os) 

and the melismas on (1rpeuw)crr6:(TT1S-) and (e)rn\(µcp0ri) a diffe
rent r~m. Both South Italian versions must ultimately go back to 
a single common archetype. 

Can ~his assumption be documented? I think it can. 
Thotigh we do not possess a complete earlier neumatic version 

of the melody, there is a short fragment of the melody in Codex 
Coislin 220 of the Bibliotheque Nationale in Paris, which makes 
it possible to discuss the question of the continuity of the melodic 
tradition (2). 

Codex 220 of the Fonds Coislin of the Bibliotheque Nationale in 
• Paris is a Hirmologium of the twelfth century, which contains 
from fol. 238r onwards the Stichera Prosomoia for Lent, and the 
Dogmatika (3). The Prosomoia begin with Tew TT]S vricrreio:s Katp6v 
of the Monday in the first week of Lent and end on fol. 26rr with 
co crepo:cpiµ Tois aveu q,o[3ep6s of the Friday of the sixth week {4). 

( 2) I have again to thank Prof. 0. Strunk for drawing my attention to this 
· fragment, and to the Director of the Bibliotheque Nationale for providing me 

with photographs of the relevant pages. I wish also to thank Prof. H0eg for 
lending me his photographic copy of Cod. Coislin which enabled me to study 
the liturgical position of the fragme~t. 

(3) Cf. A. Gastoue, Catalogue des manuscrits de musique byzantine, (Paris, 1907) 
~~ . 

(4) The Stichera Prosomoia constitute one of the last sections oftheStichera
rium; their occurance at the end of the Coislin-Hirmologium is quite exceptional 
and raises the question why they found their place in the Codex. The Heirmdi 
of Mode IV pl. end in the middle of fol. 235v from here onwards to fol. 237v 
text and neumes are rubbed out. The Stichera Prosomoia, beginning on 238r, 
are written by the same scribe. This seems to exclude the most obvious explana
tion that they belonged originally to a Sticherarium and were appended to the' 
Hirmologium. One may tentatively suggest that the group was missing in the 
Sticherarium in use and that they were added on the empty pages of the Hirmp
logium. 

I compared the Prosomoia for Lent in Cod. Coislin with those in Codex 
Dalassenos, Vindob. theol. gr. 181, A. D. 1217 or 1221 (D), Cod. Vatopedi 
1492, A.D. 1242 (V), and Cod. Vatopedi 1499, A.D. 1292 (U). The last one 
(U), on fol. 249v, gives the fullest title: crnxripa: -rrpocr6µ(01a) \j/CXAAOµeva -rij 
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On fol. 26Iv the Sticheron Liahe &rravTES mcrroi T<XS TOOV 6crieuv 
mrrepoov of La:l3!3crrov Tfjs TVptvfjs, for the Sabbath of the Cheese
wee~, is appended, which the scribe had obviously forgotten to 
insert in its proper place. This Sticheron (5) runs on to fol. 262r, 
using only seven of the usual sixteen lines. 

The rest of the page, more than half of it, is left empty; but in 
the middle of the empty space the first words of the Akathistos 
"Ayyei\os 1rpooTOCITa:TT)S are written in a different hand, and these 
words carry neumes. 

We must at once discard the idea that a scribe jotted down the 
words and the neumes at random. The scribe indicated exactly 
the liturgical place at which the Akathistos was to be sung: on 

cxyi<;( K(ai) µey6:(r.t;1) TEcrcrapaKocr-rij. iCvCTTJ<jl TOV 1TOIT)TOV Kai 6eo6wpov crTOV6iTov. 
In the margin of Cod. Coislin these names are added in front of each Sticheron 
in the usual abbreviated form. 

From the liturgical point of view it is interesting to note that the twelfth 
century Cod. Coislin has the greatest number of Prosomoia, U (1292) the small
est, and that many of the Prosomoia in Cod. Coislin are without musical nota
tion, though the title gives the beginning of the Idiomelon to which _they were 
sung, and the Mode. These are the Prosomoia that are omitted in D and V. 

The Prosomoia for Friday of the sixth week, on the night of which the Aka
thistos is sung, were in Cod. Coislin foll. 26ov-26rr, the following: Toov <hro
crT6r.evv 6vas iepOTaTT) (without neumes), Ka6v-rro6exov crievv TOV l3acr1r.ea (with
out neumes) or, alternatively (&7v..o) 'O crepaqilµ Tois avev qiol3ep6s (with neumes). 
The prosomoia without neumes seem to represent an older poetic layer which 
went out of use at the time when Cod. Coislin was written. The scribe, copying 
from an older MS., therefore only wrote the texts of these chants, and not the 
music. The Prosomoia with neumes can all be found in the early thirteenth 
century Sticheraria D and V. 

The question of the many Stichera without neumes in this and iri many other 
calligraphically written chant books needs careful looking into, the answer to 
which will come from an investigation into the changes in the course of the 
development of Byzantine liturgy. 

(5) Numbered cr~ = 263 ( ! ) The t.ei:iTe crnavTES, as well as some other of 
the Lent Prosomoia of Coislin 220, does not occur in Cod. Dalass. (M. M. B. 
Vol. I) nor in the printed Triodion (Rome, 1879). 

,, 
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Friday night of the 6th week. He obviously had a Kontakarion 
beside him and opened the page on which the Akathistos begins 
and copied the neumes. But what was the date of this Kontakarion? 

Twice among the neumes we find the Katabasma t (6) which 
occurs only in the first phase of Early Byzantine Notation, and 
has a,lready disappeard in Greek MSS. of the tenth century (7). 
This shows that the scribe must have copied the neumes from a 
ninth' or early tenth century Kontakarion written_ in a Byzantine 
monastery. The silver colour of the ink and the calligraphical cha
ractei of the script of the Hirmologium make it probable that the 
Codex was written in Constantinople. 

Let us now compare the Coislin fragment with the beginning 
of Stanza A of Cod. Vatic. : 

~ 0 ~ , -:-./ ~ -=- ~ (./ ~ ,, .:, - ~ '7" ~ .,.,, :, :, c.,/ ,r c.- ;y .., 

A rrr: AO O O O O <S" 1re"' -r:a 

~ ~ ~ 
:) 

~ ~ ::, 

r..-:,,r - _.,,. .;;;:_ ..;:/ o;:. 
- \.::' v '!,_ '--7 ~ ,;,, .:, :, 

.,, :, // // :, 

G"t"o( "' ~ a<. 0,.. °" 0(. IX. ex.. C(, 

The comparison shows a remarkable relationship between the 
two notations if one takes into account (a) that Coislin represents 

(6) See Thibaut, Monuments pp. 61-2. 
(7) According to Mme. Palikarova Verdeil 'La musique byzantine chez les 

Bulgares et les Russes', M.M.B. SubsidiaIII (1953) p. 106, the signs of the first 
phase of Byzantine musical notation were taken over by the Bulgarians between 
855 and 927. We do not, however, possess old Slavonic musical MSS. of an 
earlier date than the XIfX.II centuries. 
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the simpler melodic version, (b) that the Early Byzantine nota
tion indicates only expression, rhythmical nuances and the direction 
of the melodic movement, not the Intervals. The first two syllables 
of A-yye-Aos must have the same notes in Cod. Coislin; the Katabasma 
indicates, according to the Hagiopolites a glissando of two notes 
downwards. Thus, the beginning of the melody may have been 
as follows: 

J j J ) 
'--' 

"A - rre - AO<; 

Codd. Ashburn. and Va tic. have a melisma on the third syllable, 
Cod. Ashburn. has in addition an ornament on the first syllable. 
The florid version of Cod. Vatic. and the two Codd. Messin. is, 
in fact, more closely related to that of Cod. Coislin than to that 
of Cod. Ashburn. 

The shortness of the Coislin fragment makes a more detailed 
investigation impossible. Short, however, as it is, the fragment 
allows us to conclude that the melody of the Akathistos, as we 
have it before us in Cod. E. 13. VII and Cod. Ashburnham. 64, 
is not a creation of the thirteenth century, but derives from a sim
pler, though also melismatic, version which, as far as our present 
knowledge of Byzantine notation goes, can be traced back to the 
early tenth or even to the ninth century. The Akathistos, there
fore, shows the same tendency towards gradual embellishment 
through the centuries as the other groups of melodies of the Greek 
Orthodox Church which we already know, the Heirmoi and Sti
chera. Thus the Hymn of the Annunciation provides us with an
other proof of the unbroken tradition of liturgical melodies during · 
the Byzantine Empire; it also reveals the creative power of the 
Melodoi in elaborating their framework and making the 'echos of 
the divine beauty' resound in every generation with increased 
splendour. 

II 



VI. THE MELODIC STRUCTURE 
' 

. The :r:nusic of the Akathistos in Codex Ashburnham. is composed 
m ~~e sty:e . of the other Kontakia which the Codex ·contains. 
However, it is not only in style that the music of the Akathistos is 
related to th~m; the very texture of the music. resembles that of 
other ~ontakia or uses the same material. In fact, in ·composing 
Konta~a the hymnwriters made use of the "formula" -technique 
exactly m the same way as the composers of Heirmoi and Stichera. 
It may su1'.fice to give one example (Table V, A, p. LXXXIII) to illu
strate their technique. We take the first line of the Kontakion in 
commemoration of Saint Theda Cod. Ashburnham .c.011 _ Th lin . , . . u • 5n 52r. 
. · e e consists of four musical phrases. The first is taken from 

line (4) of the Akathistos Oikos, the second from line 7 the third 
from _the beginning of line 8, the fourth from the cade~ce of the 
first line of the Prooemium. The melodic -phrases or formulae can 
be ~xtended or contracted and it is in this adaptation of the melis
ma!3-c p~a~es to the words that the musician has fo show his skill.· 
This prmciple of composition corresponds exactly to that of the 
Tractus-melodies of the West~rn Church ( 1). - . 

It c~n be seen from the analysis of the melodic scheme of the 
Akathistos that the musical structure is in accordance with that of 
the text. The first sev~n lines of the text in all twentyfourstanzas 
have as_ content the history of the Incarnation (stanzas 1-12) and 
the praise of the . mystery of the Incarnation ( stanzas 13-24) ; of 
thes~ twentyfour tlmes seven lines, the Oikoi, the Kontakion proper< 
consists. To the odd stanzas, the sixteen lines of the Chairetismoi 
are appended, follow~d by the refrain as line 24; whereas in the 
even stanzas t:re refram follows immediately as line 8. _ 

~he seven lines of the Oikos are set to seven melodic lines ( 1 '-7) 
which occur in all twentyfour stanzas, though with some variants 

(r) Cf. E. Wellesz, Eastern Elements in Western Chant, Mon. Mus. Byz. Subs. 
II (1947) pp. 127-40. 
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in each of them. The same regularity occurs in the sixteen lines 
of the Chairetismoi, though in fact one does not find sixteen differ
ent melodic lines, but only eleven; lines 12 and 14, 13 and 15, 16 
and 18, 17' and 19, 20 and 21 have the same, or similar, slightly· 
varied, melodic phrases. 

The refrain of the even stanzas (2,4-24) is not written down. 
It is possible that the Alleluia-refrain was song to the same melody 
as the Salve-refrain, It seems, however, more probable that two 
different melodic phrases were sung as refrains and we must try 
to find an Alleluia which might have been sung at the end of the 
stanzas 2,4, etc. When I discussed this question with Professor 
Strunk one day during the Byzantine Congress in Istanbul in Sep
tember 1955, he pointed out that there was such an Alleluia
refrain in one of the Kontakia in Codex Ashburnhamensis 64, and 
he kindly sent me the last lines of the Prooemium •ws aycmT}TCX 
Tex 01<Tjvcbµcrr6: crov from Romanos's Kontakion for eis Ko1µri0evTO:S 
(f. 178 r s.) which is printed in Pitra's Analecta Sacra, pp. 44-52 
and bears the title Canticum de mortuis. See Table V, B, p. LXXXIII. 

When one compares the last lines of the Akatisthos one sees that 
both are based on the same melodic material. This fact allows us 
to use the melody of the Alleluia of the Kontakion •ws <XYCITTTJTO: 
for the Alleluia stanzas of the Akathistos. 

The Prooemium which has a metre different from that of the 
hymn, differs also in its melodic lines. It consists of six long melodic 
phrases, the second half of the last line being the refrain; lines 1 
and 2, 3 and 6, are identical; of line 4 the first and the third parts 
are identical with line 1, the middle part is closely akin to that of 
line 5. 

Thus we get the following scheme: (The roman figures stand for 
the melodic lines, the Arabic for those of the poem; var. indicates 
the variant of the former melodic line. Arabic figures in brackets . 
stand for the number of one of the twelve Chairetismoi). 

(2) At the time when the Introduction went to press the photographic 
copies of Codex Ashburnham. 64 for the facsimile edition of that MS. in the 
M. M. B. had not yet been made, and I possessed only the white-on-black 
photographs of the Akathistos. I am most grateful to Professor Strunk for 
having transcribed the end of the Prooemium and given permission to re
produce it. 

,, 
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Prooemium Tfj v-rrepµax,'{) 

I l = 2 
II 3 
III 4 
IV 5 
II var. 6 

Stanzas 1,3,5-23 Stanzas 2,4,6-24 
Oikos ·· Oikos 

•·r I-VII 1-7 

(I)-(IV) 
(V)(VI) 
(VII) (VIII) 
(IX) 
(X) 
(XI) 
Refrain 

I-VII 1-7 
Refrain 8 

12 Chairetismqi 

8, 9, IO, II 

12+13 = 14+15 
16+17 = 18+19 
20 = 21 
22 

VIII-XI 
XII 
XIII 
XIV 
xv 
xvi· 23 
II second half 24 

A conspectus of the melodic pattern for the Prooemium, the 
Oikoi and the Chairetismoi, is given on Table VI (1)-(5), pp. 
LXXXIVss. 

The Prooemium is built up of five melodic sections (a, b, c, d, e) 
and the Refrain (R). The seven lines of the twentyfour Oikoi are 
of a slightly different type, they are composed in the florid psalm
odic style. Their most striking feature is the widely extended ca
dences which end with a short formula ( c.u 1, c.u 2, c.u 3). These for~ 
mulae, particularly c.u1 and c.u2 are characteristic of the 13th cen
tury Kontakion style in general. The cadences themselves are the 
typical finales of the fourth plagal mode as one finds them in the · 
Heirmoi and Stichera of that mode. It will be enough to give one 
example (Table VII, p. LXXXIX) to show the development of 
a simple syllabic cadence into the florid phrase with which the first 
stanza of the Akathistos ends. The first three phrases are taken 
from the Hirmologium Athoum Cod. I viron, vol. II of the Series 
Facsimilia of the M. M. B., the fourth and fifth from the Stichera·-
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rium Cod. Vindob. theol. gr. 181, usually called Codex Dalassenos, 
vol. I of the Facsimilia. 

Picking out the key-notes of each musical phrase of the Oikos 
(lines 1 -7) of the first stanza we can see the skeleton of the melodic 
structure, from which the wide range of the melody becomes ap
parent: See Table VIII, p. XC. 

We can also see that the cadence is carefully prepared from the 
beginning of each phrase, that the intervals of the fifth and seventh 
are gained by step-wise progression and if, on the other hand, the 
melody leaps down a fifth or a fourth, the intervals are filled in 
afterwards by a downwards movement. It may also be observed 
that the final movement often starts on d'-which is heavily ac
centuated by a Kratema-and, going down step by step, ends on 
the g, the finalis of the fourth plagal mode. 

Stanza I (A') is melodically the most elaborate stanza of the 
Akathistos. This can be seen from the insertion of the long Intona
tion formula between lines 4 and 5, and 7 and 8. The main exten
sion of the melody, however, occurs, as already mentioned, in line 
6 through the thrice repeated words el;{o-rcrro Kai i'.o-rcrro. Only 
the third repetition belongs to the regular melodic scheme; the 
first two, marked by bracke.ts, have melodic phrases of an ecstatic 
character which occur only at this place. 

The melodic scheme of lines 1 -3 occurs fairly regularly in all 
stanzas, but lines 4 and 5 show far-reaching variants, as can be 
seen from the examples in the table of the melodic lines (Table 
VI). These variants fit into the melodic pattern of each line; they 
are either embellishments of an originally simpler pattern, or short
enings of it. 

The regularity of the basic melodic construction and, above all, 
the cadences at the end of each lines, made it possible to correct 
the many mistakes the scribe made writing down the neumes~ There 
was also very valuable aid to be found in the double indication of 
the beginning of a new phrase: (a) by an Interval sign leading from 
the last note of a cadence-,-or an Apechema-to the first note of a 
new phrase; (b) by an Interval sign in red, superimposed on the 
first neume of a phrase, connected with the Martyria of the mode. 

Let us take e.g. the end of line 1 and the beginning of line 2 
of Stanza III (OlKos f') fol. 1 v. 
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Line' ·1 ends on g. The Martyria of the second Mode with super
imposed Oxeia and Dyokentemata indicates that the following note, 
marked by Ison, should be b (natural). Underneath is a Kentema 
(-.. ). Since the last note of (yvw)-vat w:as g, the Kentema indi., 
cates the rise of a third, this is b. Since both the running Interval 
notation and the Martyria demand the same note, the singer 
knows that the phrase must begin on b. If, however, the scribe 
had made a mistake in the first phrase and the singer had ended 
e.g. on a, the Martyria would show him that he must start the 
next phrase on b. 

Line 3 offered considerable difficulties to the transcriber. The 
Signature, in red ink, is 1Ti\. g. This means that the following phrase 
is in the first plagal Mode and begins on d. The first neume of the 
running notation on ei-(1Teiv), however, is ;;, the leap of a tlµrd 
downwards. This indicates a beginning on e, since the last note of 
the preceding phrase was g. In p. XLII of his Introduction to ."The 
Hymns of the Hirmologium Part I", M. M. B. Series Transcripta vol. VI, 
C. H0eg pointed out that in Codex Iviron 470, from which the 
melodies were transcribed, the scribe of the neumes often put=--, 
where -s-, the leap of a fourth downwards. was intended, because 

1 
he copied from an older MS, in which - had not yet acquired the 
definite interval value: it meant the leap of either a third or a fourth 
downwards. 

On the other hand one might argue (1) that Codex Iviron repre
sents an earlier stage of notation than our Codex, a stage indeed 
in which the strict Interval notation has still many traces of the 
preceding "Coislin"-notation; (2) that both Codex Ashburnham. 
64 and Codex E. f3. VII have in this and the following stanzas "'-, 
which points to a beginning one; (3) that in our MS. and also in 
E. f3. VII the Signatures are inserted by another, probably later 
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hand and represent the South Italian version, whereas in the origi
nal Byzantine version the less ornamented phrase may have run as 
follows: 

.._; 
-cij Qs - o - -co -

I 

- xw 
I 

If, however, one begins transcribing from e the cadence ends on a, 
and one has to. find out where the scribe made a mistake. The most 
obvious place is the first of the two ~, since in the South Italian 
Codices the Dyo Kentemata often resemble the Tzakisma, which 
is written as if it consisted of the combination of spiritus asper and 
spiritus lenis. The scribe obviously misread ,:: for ~-

To my mind the decision, whether to begin on e og on d cannot 
be made from purely palaeographical considerations, nor on the 
basis of reconstructing the original melodic line. We must accept 
the fact that the melodic version in our Codex represents a late 
development of the music of the hymn, common to other South 
Italian MSS. Thus, when we compare the melodic phrase of line 3 
with that of the second part of line 1 of the Kontakion, we come_to 
the conclusion that the beginning on d offers the proper solution 
of the problem. The start on d is also supported by the melodic 
version of line 3 in Codex r. y. III, where line 2 ends on d. Line 3 
begins with afioritura one, on the unaccented syllable ei- of ei1Teiv, 
but has its first accented note on d (ei)-1Teiv, as can be seen from 
line (2) of Table IX p. XCI. 

In line 5 is a scribal error of a kind which occurs quite often in 
our Codex: 

KV V V pt E E E E 

2 3 4 56 7 8 

The sign on top of 7 must be ~ not :::_.,. Cod. E. f3. VII has, in 
red, the Signature 6 .... " and, on top of the first note again ·a Hypsile, 
and an Oligon in red, thus indicating that the interval of a Sixth 
should be taken, not that of a Fifth. Siinilar mistakes occur quite 
.frequently in Cod. Ashburnham. and are sometimes corrected by 
a later hand. 

" 
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The most difficult task, however, was the correction of line 9 
which in Oikos A' ends on f-a-J. The line probably went wrong 
when a MS. in Early Byzantine notation was transcribed into 
Middle Byzantine notation and some neumes were misinterpreted. 
The mistake is not confined to our Codex. A comparative table 
drawn up from line 9 in the twelve Chairetismoi-stanzas and Oikos 
A' in Codd. E. 13. VII and r. y. III, showed that it was impossible 
to assume a simple scribal error. Wrong endings occurred not only 
in E. 13. YII and r. y. III, but also in many of the Chairetismoi
stanzas~ and the many variants in the first part of the musical 
phrase made it difficult to find out the exact point at which the 
melody went out of key. . 

In order to correct the corruption of the phrase which may hav_e 
happened first in a South Italian MS. of the early XIIth century, 
the melody had to -be shifted a note higher, but where? In Cod. 
E. 13. VII, e.g. we find at * an Oligon (-) instead of an Ison (-), 
but its effect is cancelled at ** by a descending Fourth instead of 
a Third-as in Cod. Ashburnham.-, and both versions run to
gether in the second half of the phrase; see Table X, p. XCI s. 

Musically, the most obvious place to correct the line seemed. to be 
at tt, in order to avoid the tritone at t. Thi~ emendation would be 
in keeping .with the style of the final ~adences, but none of the 
lines in the other Chairetismoi-stanzas _has at that pla,ce an ascend
ing Third. We are therefore not entitled to eliminate tlie tritone 
and must assume that the interval was changed either by flattening 
the b or sharpening the J, a weakening of the modal character of 
which we shall have to say a few words later on. 

After careful examination of all variants of the melody) came 
to the conclusion that the right place to correct the passage· was 
the last group of the xm(pe) melisma. As- in all the other eleveri 
lines the melody at t had to go up a Second, not down. Further, 
at * * the descending Third has accordingly to be changed into a 
descending Fourth, a leap which occurs also in the parallel lines • 
of the eleven other stanzas, and we refer particularly to OTKot 
/\' N' and P' where no correction of the passage is needed. Thus, 
without suggesting a personal interpretation of the passage, and 
discarding the view of a scribal mistake, the passage is brought 
into line with the other passages of the Chairetismoi stanzas and 
ends with the corre~t cadence on g-b-g. 

\ 

I 
l 
I 
I . .. 
E 
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Line 13. The correct ending on a-b-g occurs only in Oikos I. In 
all the other stanzas the Dyo Kentemata, added to the Oxeia 
(/ or ~) raise the cadence a note too high and make it end on a. 
There are two possible ways of correcting the mistake: ( 1) to take 
as model the notation of Stanza I 

NB .... 
b c' b c' d' c' b a b g 

and to assume that in all the other stanzas the scribe omitted the 
Apostrophos ( at NB), but such an omission is difficult to explain 
palaeographically. It is more likely that the Apostrophos was added 
by mistake; it is missing e. g. in Codex E. 13. VII. (2) The alter
native is to assume that in stanzas V-XXIII the scribe misread an 
original -::: or ;:. for ~ or /• The phrase, therefore, is unifonnly 
given as -::: -:;:;=-.. =-=-~ :::;. In stanzas III and XI the scribe 
starts correctly,. but writes .,,,. -:;.; ... ~ the other form of the gruppetto, 
an ornament which we find frequently in many of the lines. 

Line 19. In stanzas I and III the cadence correctly on c. From 
Oikos V onwards the melodic line-which we find in all Oikoi 
except XVII-ends on a. This ending on a is due to a misreading 
by the scribe of the MS. from which our Codex and E. 13. VII 
have been copied. The cadence of the line in Oikos III of E. 13. VII 
consists of the following signs: .. ,.. .,,,. ~. 

b c' c' 

The scribe of the Codex obviously omitted the Ison and took the 
Stauros - for an Elaphron - . He may also have copied from a 
MS. in Early Byzantine notation which had no Ison on top of the 
last sign. Thus the last sign - was turned into an a, and a Stauros 
was added =-=- .,,,. .. --;;;... 

b c' a 

The scribes of E. 13. VII and Ashburnham. 64 accepted this 
misreading as a half close, though the text of line 19 requires in all 
stanzas a full stop. They saw in the formula b-c'-a an image of the 
half close a-b-g which, as we know, occurs several times in each 
stanza. Consequently one finds also e. g. in Oikos XIX the variant 
of the half close "'"' i which, from the point of melodic structure. 

b c' ba 

fJ 
I 

" 
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must be regarded as a cadence on c' with a glissando down 
to a. 

No attempt should be made to correct the formula into a-b-g. 
The group of neumes by which the new line 20 opens :. clearly 
indicates that the melody shall rise a fourth from a to d', and we 
have to accept the ending on a as a peculiarity of the South Italian 
school. The original ending on b-c' -c' can still be seen in stanzas 
I and III. 

Lin~ 22 (in Oikos XVII line 23) contains a phrase which_presents 
another problem. In Oikos I the phrase runs: 

llC - ... r .. >,.- =-> -;;: ~ 

::,,, ,, ., .,,,._, ,, ' 
e g a c' ba g b g 

in Oikoi XIX, XXI, and XXIII 

·x - ...... ... >,.- .... -;;: .. ,, ., .,,,._, ,, . 
e f ga c' ba g b g 

In the other eight stanzas we find the same mistake as in line 13, 
i. e. an added Kentema to _the second sign as in Stanza I, but also 
Dyo Kentemata added to the third sign, the Oxeia. ( ~). I correct 
Stanzas III-XVII according to Oikos I_and leave XIX-XXIII 
as they are written, because their ending is correct. Alternatively, 
one could also base the transcription of all nine stanzas on the last 
three (XIX-XXIII) and cancel the Kentema in the second com
bined sign. However, the solution based on Oikos I seems to me 
musically the more justifiable one, since · it contains g arid c' as 
structural notes. 

The music is given without accidentals ( sharps, flats, and naturals). 
In his two studies 'The tonal system of Byzantine music' (3) and 
'Intonations and Signatures of the Byzantine modes' (4) 0. Strunk 
has admirably treated the modal problem in the melodies from 
the Sricherarium and Hirmologium. The studies confirm and en
large the belief in the diatonic character of Byzantine music which 
Tillyard, H0eg, and I have expressed from the beginning of our 
studies. There is further evidence from Turkish sources (5) about 

(3) The Musical Quarterly, vol. XXVIII (1942) pp. 190-204. 
(4) ibid. vol. XXXI (1945) pp. 339-55. 
(5) Cf. Mahmoud Raghib, 'Description d'orgues par des Auteurs Tures et 

Persans', Revue Musicale N. S. Nos. 30 (1929), 36 (1930), 45 (1933), 46 (1933) 
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the diatonic character of Byzantine music. Here it is said that 
organs were used in the Byzantine churches, at least at the time of 
the J:urkish conquest, and that the Turks were unable to use these 
instruments because Byzantine music was based on tones and semi
tones, whereas Turkish music 'had different and smaller inter
vals'. (6) 

Since the richly ornamented Kontakia melodies are based on the 
same formulae, characterising the mode, as those from the Hirmo
logium and Sticherarium, one may conclude that they, too, are 
basically diatonic. The modal scheme, however, seems at that time 
already to have undergone some changes which are. due to the 
process of growing 'orientalisation'. One knows, for example, from 
transcriptions of Kontakia and Cheroubika in the second Mode 
that this Mode developed a hybrid character (starting on d) which 
one does not find in the hirmologic and sticheraric style. 

We cannot therefore exclude the possibility that already in the 
course of the thirteenth century the diatonic character of the Kon
takia was blurred through the principle of 'attraction' (eA~ts) which 
became so strong in Late Byzantine music. The EA~tS affected first 

the melismas, turning e.g. the sequence of a-b-a into a-b'D -a, and 

g-f-g into g-}-g ( 7). In my opinion, however, the introduction of 
such half tones was in the beginning a mannerism of the singers, 
which did not affect the basically diatonic character of the melo
dies. These mannerisms may have made themselves felt more 
strongly in those monasteries which had a majority of singers who 
had lived for centuries under Arabic and Turkish domination, and 
less in that part of the Byzantine Empire which remained inde
pendant of it. The melodies of the Akathistos have therefore been 
given here without accidentals. 

(6) A. Gastoue, 'Notes sur l'orgue en Orient', ibid. No. 33.-Gastouerefers 
also (p. 20-1) to a passage from the 'Book of Rays' by Bar Hebraeus, (13th 
cent.) who describes '!'usage de l'orgue dans toutes les eglises tant de l'est que 
de l'ouest (de la Syrie). Remarquons que le chant des eglises syriaques a toujours 
aussi ete base sur les tons et demi-tons, avec predominance du diatonisme'. 

(7) Cf. C. H0eg, 'The oldest Slavonic Tradition of Byzantine Music', Pro
ceedings of the British Academy, vol. XXXIX (1954) pp. 55-7, where f-sharp is 
also used to avoid the tritone which occurs frequently in Kontakia melodies 
in the fourth plagal Mode. 

The Akathistos Hymn. 5 



EDITORIAL PRINCIPLES 

(I) The text of the Akathistos, printed on pp. LXVIII ss. follows 
that of A= Codex Ashburnham. 64. Variants from the edition in 
J.-B. Pitra's Analecta Sacra I, pp. 250-262, attributed there to Ser
gius, Patriarch of Constantinople, are marked by a P. As already 
pointed out in the paragraph on Orthography, the many mistakes of 
the scribe in the spelling of the Greek words are corrected without 
comment. Passages that have become corrupt are left as they are, 
even when they do not make sense, because a restoration may not 
suit the melody. 

(2) In the division of the stanza into lines the edition of Carlo 
del Grande is taken as a model both for the text of the hymn and 
for the music. The punctuation in the - transcription is taken 
from A. · 

(3) Reference to the foliation of A is made by giving the num
ber of the folio at the top of the line. Since the Prooemium and 
the :first stanza are to be found among the Kontakia for the feasts 
of the year, and stanzas B'-W' at the beginning of the Co<J.ex, 
the foliation begins with foll. 108r to 112v, and continues with 
foll. Ir to 44r. 

(4) As pointed out on pp. XXXVI ss. the scribe repeats the vowels 
of words to which melismas are set. The repeated vowels are . 
printed in smaller type. 

(5) The printing of the letters of the words follows the MS. as, 
closely as possible. au is not treated as a dipthong, but, following 
Byzantine pronunciation, as av (af): the v therefore is separated from · 
ex and attached to the letters of the following syllable. CXUT6S, 
therefore, is written o:-VT6s (a-:ftos). · 

(6) As in the former editions of the M. M. B. the quaver (J) 
is taken as the time unit. 

t 
I 
I 

. I 
i 
I 

l 
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In the Kontakaria MSS. frequent use is made of the r (gorgon) 
to indicate quicker singing (a) of a single note, (b) of a group of 
notes. In the former volumes of the M. M. B., where the gorgon 
occ~s only occasionally, the sign was rendered by acc. (accele
rando). In the present volume the gorgon is rendered by a c ( cito 
or celeriter), a sign which is used for the same purpose in neumatic 
MSS. of the 10th century at St. Gall. The reason why I have chosen 
c for r is threefold : ( 1) it is shorter than ace. ; ( 2) if set over a single 
note it can mean only cito, and not accelerando; (3) if set to a group 
of notes, mostly four, it allows the singer to take the group 'quicker' 
without forcing him to take the notes as semi-quavers, and 
thereby introducing· a rhythmical interpretation which is not ap
propriate to the music of the 13th century, but to that of a later 
period. 

(7) Two other letters are to be found above the notes: T and S. 
T stands for the Tromikon (Table 4, nr. 28 and 29) which indi
cates a 'bending or shaking of the voice' ( cf. p. XLIV) and S for the 
Strepton (or Homalon), the meaning of which is obscure; L. Tardo 
(ibid. p. 296) suggests that it indicates the execution of four or 
five notes 'quasi in un tempo'. 

(8) Above the indications of the modes (ex', 13', etc.) a few neumes 
are set, the beginnings oflntonation formulae which are transcribed 
in the staff between dotted lines. These Intonation formulae are 
intended to be a guide for the singer to intone the following melodic 
line at the right pitch. Sometimes a single note is given, sometimes 
a group of notes. It is impossible to say whether the full Intonation 
was sung, or just these few notes, or whether the Soloist who sang 
the Akathistos, hummed them inwardly in order to catch the right 
note of the following phrase. The transcription of the Signatures 
enables the reader to reconstruct the more complicated Intonation 
formulae. 

s* 



Κοντάκιον· ηχος πλ. δ' 

TiJ ίιπερμάχφ στρατηyφ τα νικητήρια 
ώς λvτρωθείσα τωv δειvωv εύχαριστήρια 

• Ί άvαyράφω σοι ή πόλις σοv θεοτόκε· 

4 άΧΑ' ώς εχοvσα το κράτος άπροσμάχητοv 

έκ παντοίων με κιvδύvωv έλεvθέρωσοv· 

ίvα κράζω σοι · χαίρε νύμφη άvύμφεvτε. 

oi οΙκοι τοv άκα.9ίστοv vμvov 

κατ' άλφάβητοv· 

Ι. "Αyyελος πρωτοστάτης 

οίιραvόθεv έτrέμφθη 
είπείv ηj θεοτόκφ χαίρε· 

4;_ καί σνν ηj άσωμάτφ φωviJ 
σωματοvμεvόv σε θεωρωv Κύριε 

έξίστατο καί ίστατο, 

κραvyάζωv προς αίιτήv τοιαvτα· 

8 χαίρε δι' ης .ή χαρα έκλάμψει · 
χαίρε δι' ης ή άρα εκλείψει· 

χαίρε τοv πεσόvτος 'Αδαμ ή άvάστασις· -
χαίρε τωv δακρύων της Εύας ή λvτρωσίς· 

12 χαίρε ύψος δύσαvάβατοv 
άvθρωπίvοις λοyισμοίς

χαίρε βάθος δvσθεώρητοv 

καί άyyέλωv όφθαλμοίς· 

16 χαίρε δτι ίιπάρχεις 

βασιλέως καθέδρα· 

χαίρε δτι βαστάζεις 

τοv βαστάζοvτα πάντα· 

Ι, 2 επεμφη Α 4 κα1. σίιv άσωμάτφ Ρ 10 πeσωτος Α 10 άvάστασις] άvάκλη
σις Ρ 

-1 LXIX 

20 χαίρε άστήρ έμφαίvωv τοv ήλιον· 

χαίρε yαστήρ έvθέοv σαρκώσεως· 

χαίρε δι' ης vεοvρyείται ή κτίσις· 

χαίρε δι' ης προσκvvείται ό πλάστης· 

24 χαίρε νύμφη άvύμφεvτε. 

ΙΙ. Βλέποvσα ή άyία 

έαvτήv έv άyvείςχ 

φησί τφ Γαβριήλ θαρσαλέως· 

4 το παράδοξόv σοv της φωvης 

δvσπαράδεκτόv μοv τiJ ψvχ'ξj φαίνεται· 

άσπόροv yαρ σvλλήψεως 

τήv κύησιv προλέγεις κράζωv· 

8 'Αλληλούϊα. 

ΠΙ. Γvωσιv αyvωστοv yvωvαι 

ή παρθένος ζητοvσα· 

έβόησε προς τοv λειτοvρyοvvτα· 

4 έκ λαyόvωv άyvωv viόv 

πως έστιv τεχθηvαι δννατόv; λέξοv μοι· 

προς ηv έκείvος εφρασεv ώς εφθασεv 

έv φόβφ κράζωv· 

8 χαίρε βοvλfjς άπορρήτοv μύστις· _ 
χαίρε τιμfjς άvωτέρα πίστις· 

χαίρε τωv θαvμάτωv Χριστοv το προοίμιον· 

χαίρε τωv δοyμάτωv αίιτοv το κεφάλαιον· 

12 χαίρε κλίμαξ έποvράvιε 

δι' ης κατέβη ό θεός· 

χαίρε yέφvρα μετάyοvσα 

τοvς έκ yης προς οίιραvόv· 

16 χαίρε το τωv άyyέλωv 

πολvθρύλλητοv θαvμα· 

χαίρε το τωv δαιμόνων 

πολvθρήvητοv τραvμα· 

23 προσκvveϊται ό πλάστης] · βρeφοvρyεϊται ό κτίστης Ρ 24 non scήbit Α. 
ΠΙ, 6 εφρασεv, ώς εφθασev] εφησev εν φόβφ Ρ 7 εν φόβφ κράζωv·] κραvyάζωv 

οvτως Ρ g χαϊρε τιμης άvωτέρα] σιyij δeομέvωv Ρ σ~yης δeομέvωv alii 13 δ1' tjς 
κατέβη ΑΡ ,;i κατέβη alii. 

,, 
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20 χαίρε τό φως άpρήτως yevvήσασα· 

χαίρε τό πως οvδέvα διδάξασα· 

χαίρε σοφωv ύπeρβαίvοvσα yvωσιv

χαίpe πιστωv καταvyάζοvσα φpέvας-

24 χαίρε νύμφη άvίιμφevτe. 

Δύναμις του Ύψίστοv 

έπeσκίασe τότε 

'Ί 4 
πpός σίιλληψιv της άπeιροyάμοv· 

καί τήv εγκαpποv ταίιτης vηδίιv 

ώς άypόv ύπέδeιξev, ήδvv άπασι 

τοίς θέλοvσι θepίζeιv σωτηρίαν 

έv τφ ψάλλeιv οϋτως· 

8 'Αλληλοίιϊα. 

V. 'Έχοvσα θeοδόχοv 

ή Μαρία τήv μήτpαv 

άvέδpαμe πpός τήv 'Ελισάβετ· 

4 καί τό βρέφος έκeίvης evθίις 

έπιyvουσα τόv ταίιτης άσπασμόv εχαιρev

καί &λμασιv σvv q:σμασιv 

_ έβόα πpός τήv θeοτόκοv· 
8 χαίρε βλαστου άμαpάvτοv κλημα· 

χαίρε καpπου άκηpό:τοv κτημα· 

χαίρε yεωρyόv yεωρyουσα φιλάvθρωποv

χαίρε φvτοvρyόv_ της ζωης ήμωv φίιοvσα· 

12 χαίρε άροvρα βλαστάvοvσα 

evφορίαv οiκτιρμωv· 

χαίρε τράπεζα βαστάζοvσα 

evθηvίαv tλασμοb· 
16 χαίρε ότι λιμένα 

τωv ψvχωv έτοιμάζεις· 

χαίρε ότι λειμωvα 

της τρvφης άvαθάλλεις· 

21 οvδένα] μηδένα Ρ 

IV, 3 τηs &-rretpoyάμov] τf.ί &-πeφοyάμφ Ρ 4 eyκαρπον] άκαρποv Ρ ε<ίκαρπον a1ii 
V, 2 Μαρία] παρθένοs Ρ 4 και τό βρέφοs] τό δε βρέφοs Ρ 5 έπιyνοvσα] 

έπιyνονν Ρ 6 σνν ~σμασιν] ώs ~σμασιν Ρ 15 !λασμοv] !λασμων Ρ 16 λιμένα] 
λειμώνα Ρ 17 των ψvχων έτοιμάζeιs] τηs τρvφηs άναθάλλeιs Ρ 18 λειμώνα] 
λιμένα Ρ 19 τηs τρvφηs άναθάλλeιs] των ψvχων έτοιμάζeιs Ρ 

, 

t 
1 
1 

VI. 

LXXI 

20 χαίρε δeκτόv πρεσβείας θυμίαμα· 

χαίρε παντός του κόσμοv έξίλασμα· 

χαίρε θeου πρός θvητοvς evδοκία· 

χαίρε θvητωv πρός θeόv παρρησία· 

24 χαίρε vίιμφη άvίιμφevτe. 

Ζάληv εvδοθev εχωv 

λοyισμοίς άμφιβόλοις 

ό σώφρων 'Ιωσήφ έταpάχθη, 

4 πρώην cryαμόv σε θeωρωv 

καί κλeψίyαμοv ύποvοωv, άμεμπτε· 

μαθών δέ σοv τήv σίιλληψιv 

έκ πveίιματος άyίοv εφη · 
8 'Αλληλοίιϊα. 

VII. 'Ήκοvσαv οί ποιμένες 

τωv άyyέλωv ίιμvοίιvτωv 

τήv εvσαpκοv Χpιστου παροvσίαv· 

4 καί ώς πρός ποιμένα δpαμόvτeς ταχύ 

θeωρουσι τοϋτοv ώς άμvόv άμωμον 

έv τfj yαστpί Μαρίας βοσκηθέvτα, 

καί ίιμvοϋvτeς εΙποv· 

8 χαίρε άμvοv και ποιμέvος μήτηρ· 

χαίρε cχvλη λοyικωv προβάτων· · 
χαίρε άορό:τωv θηρωv άμvvτήριοv· 
χαίρε πο;ραδε{σοv θvρωv άvοικτήριοv· 

12 χαίρε ότι τά οιιράvια 

σvvαyάλλοvται τfj yt:j · 
χαίρε ότι τά έπίyεια 

σννεvφραίvοvται Χριστφ· 

16 χαίρε τωv άποστόλωv 

τό άσ{yητοv στόμα· 

χαίρε τωv άθλοφόρωv 

τό άv{κητοv θό:ρσος· 

VI, 2 λογισμών αμφιβόλων Ρ 4 πρώην ΑΡ πρόs την cett. 
VII, 4 κα! 8ραμόντes ποιμένα όραv Ρ πρόs τόν ποιμένα alii 6 έν τf.ί yαστρι 

τηs Μαρίαs Ρ 7 και vμνονντes] ην vμvowτes Ρ 10 αοράτων έχθρων Ρ 13 σννα
yάλλeται Ρ. 15 σvyχopeveι ovpCXΙΙois Ρ 
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20 χαίρε πιστων τfjs πίστεως εyερμα· 

χαίρε λαμπρόν της χάριτος γνώρισμα· 

χαίρε δι' ηs έ-yvμνώθη ό iδηs· 

χαίρε δι' ηs ενεδvθημεν δόξαν· 

24 χαίρε νύμφη άνvμφεuτε. 

νπr.: Θεοδρόμον άστέρα 

θεωρήσαντεs μάγοι 

τη τούτου ήκολοvθησαν αίyλ,;~· 

4 άλλ' ώs λvχvov κρατονντεs αίιτόν, 

δι' αίιτοv ήρεvνων φαεινόν άνακτα· 

καl φθάσαντεs τόν αφθαστοv 

έβόησαν μητρi τη τούτου· 

8 • Αλλ~λοvϊα. 

ΙΧ. .,!δον παίδες Χαλδαίων 

εν χερσl τfjs παρθένου 

τόv πλάσαντα χειρi τovs άνθρώποus· 

4 καl δεσπότην vοονντεs αίιτόν, 

εί καl δούλου eλαβε μορφήν, εq:ττεuσαν 

_ τοίs δώροιs θεραπεvσαι καl 

8 
έβόησαν τη εύλοyημέν,;~· 

χαϊρε αστέρος άδvτοu μήτηρ· 
χαίρε αύyή μuστικfjs ήμέραs· 

χαίρε της άπάτης την κάμινον παvοuσα· 

χαίρε της Τριάδος τovs μίισταs φuλάττοuσα· 
12 χαίρε τvpαvvov άπάνθρωπον 

eκβαλοvσα τηs άpχfjs· 
χαίρε κύριον φιλάνθρωτrον 

έπιδείςασα Χριστόν.· 
16 χαίρε ή τfjs βαρβάρου 

λuτροuμέvη θρησκείας· 

χαίρε ή την ενθεοv 

καταuyάζοuσα πίστιv-

20 χαίρε στeρρόv της πίστεως eρeισμα Ρ 
VIII, 4 καl ώς Ρ 5 κραταιόv άνακτα Ρ 7 έχάρησαv αύrφ βοωvτeς Ρ 
ΙΧ, 7 βοησαι Ρ 10 κάμιvοv σβέσασα Ρ 11μvστας φωτίζοvσα Ρ 18 χαίρε ή 

τοΟ βορβόροv Ρ 19 ρvομέvη των eρyωv Ρ 

\ 

'.. 

χ. 

LXXIII 

20 χαίρε πυρός προσκvνησιv σβέσασα· 

χαίρε φλοyός παθων άπαλλάττοuσα· 

χαίρε Περσωv όδηyε σωφροσύνης· 

χαίρε πασωv yενεωv εύφροσvνη· 

24 χαίρε νύμφη άνvμφεuτε. 

Κήρυκες θεοφόροι 

yεyονότεs οί μάγοι 

υπέστρεψαν είs την Βαβuλωνα, 

4 έκτελέσαντέs σοu τόν χρησμόν 

καl κηρvςαντέs σε τόν Χριστόν άπασιν, 

άφέντεs τόν Ήρώδην ώs είρωνα 

μή είδό{τα) ψάλλειν· 

8 • Αλληλοvϊα. 

ΧΙ. Λάμψαs έν τη Αίyvπτφ 

φωτισμόν άληθείαs 

έδίωςαs τοv ψεvδοus τό σκότος· 

4 τα γαρ είδωλα ταvτηs, Σωτήρ, 

μή ενέyκαντά σοu την ίσχνν πέπτωκαν· 

{ οί) τούτων δε ρuσθέντεs 
άνeβόησαν πρόs τήν θeοτόκοv-

8 χαίρε άνόρθωσιs τφν άνθρώπωv- . 
χαίρε κατάπτωσις των δαιμόνων· 

χαίρε ή τό κράτος της πλάνης πατήσασα· 

χαίρε των eίδώλων τόν δόλον έλέyςασα· 

12 χαίρε θάλασσα ποντίσασα 
Φαραώ τόν νοητόν· 

·,.. I C I 

χαιρe πeτρα η ποτισασα 

τovs διψωνταs την ζωήν. 
16 χαϊρe πύρινε στύλε 

όδηyωv τovs εν σκότeι · 
χαίρε σκέπη τοv κόσμου 

πλατυτέρα · νεφέλης· 

22 χαίρε πιστωv Ρ 
. Χ, 6 ώς ληρώδη Ρ 7 μη eιδως Α 

ΧΙ, 5_,τέπτωκev Ρ 7 άlleβόωv Ρ 10 χαίρε ή της πλάνης τό κράτος πατήσασα Ρ 

Ρ . ; 
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LXXIV 

20 χαίρε τρvφης τοv μάννα διάδοχε· 

χαίρε τροφης άyίας διάκονε

χαιρε ή yfj ή της έπαyyελίας
χαίρε έξ ης ρέει μέλι καi γάλα· 

24 χαίρε νύμφη άνύμφεvτε. 

ΧΙΙ. ·, Μέλλοντος Σvμεωνος 
τοv παρόντος αiωνος 

. .• μεθίστασθαι πρός τοvς άπ• αiωνος 

'·ι 4 έπεδόθης ώς βρέφος αvτcρ· . 
άλλ.• έyνώσθης τούτφ ώς θεός τέλειος· 

διό καi εξεπλάγη σοv 

την αρρεvστον οίισίαν κράζωv-
8 • Αλληλούϊα. 

. ΧΙΙΙ. Νέαν εδειςε κτίσιv 

έμφανίσας ό κτίστης 

ήμίν τοίς vπ· αvτοv yενομένοις, 

4 ές άσπόροv βλαστήσας γαστρός 

καi φvλάςας ταύτην, δπερ ην, αφθοροv

ίvα τό θαvμα βλέποντες 

.ύμvήσωμεv αίιτήv βοωvτες-

8 χαίρε τό άνθος της άφθαρσίας· 

χαίρε τό στέμμα της έyκρατείας· 

χαίρε άναστάσεως τvποv έκλάμποvσα· 

χαίρε τωv άyyέλωv τόv βίοv έμφαίvοvσα· 

12 χαίρε δένδρον άyλαόκαρποv, 

ές ου τρέφονται πιστοί· 

χαίρε φύλλον είισκιόφvλλοv, 

ίιφΌv σκέπονται πολλοί· 

16 χαίρε κvοφοροvσα 

λύτρωσιv αίχμαλώτοις· 

χαίρε άποyεvvωσα 

όδηyόv πλανωμένωv-

20 τροφή Ρ 2 r τρvφης Ρ 22 ή yη της Ρ 
ΧΙ!, 3 μeθlστασθαι τοv άπατεωvος Ρ 5 ώς] καί Ρ 6 δ1όπeρ Ρ 7 τήv 

άρρητον σοφίαv· κράζωv Ρ 

ΧΙΙΙ, 5 ώσπερ Ρ g χαίρε τό στέφος Ρ r4 χαίρε ςvλοv Ρ r6-rg χαίρε 
άποyevvωσα λvτρωτήv αίχμαλώτο1ς· χαίρε κvοφοροvσα όδηyόv πλαvωμέvο1ς Ρ 

LXXV 

20 χαίρε κριτοv τοv πάντων δvσώπησις

χαίρε πολλωv πταισμάτων σvyχώρησις· 
χα'iρε στολή τωv yvμvωv παρρησίας· 

χαίρε στοργή πάντα πόθον vικωσα· 

24 χαίρε νύμφη άvύμφεvτε. 

XIV. zέvov τόκοv iδόντες 

ξεvωθωμεv τcρ κόσμφ, 

τόv vovv εiς οίιρανοvς μεταθέvτες· 

4 δια τοvτο yαρ {ό) υψηλός 

έπi yης-έφάνη ταπεινός άνθρωπος, 

βοvλόμεvος έλκύσαι πρός τό ύψος 

τοvς πιστως βοωvτας-

• Αλληλούϊα . 

XV. αΟλος ηv έv τοίς κάτω 

καl τωv άνω οvδ• δλως 

άπηv ό άπερίyραπτος λόγος· 

4 συγκατάβασις yαρ θεϊκή 
οίι μετάβασις δε τοπική yέyovεv, 

καl τόκος εκ παρθέvοv 

θεολήπτοv άκοvούσης ταvτα· 

8 χαίρε θεοv άχωρήτοv χώρα· 
χαίρε σεπτοv μυστηρίου θύρα· 

χαίρε τωv άπίστωv άμφίβολοv άκουσμα· 

χαίρε τωv πιστωv {άv)αμφίβολοv καύχημα· 

12 χαίρε οχημα πανάyιοv 
τοv έπi τωv Χεροvβίμ· 

χαίρε οίκημα πανάριστοv 

τοv έπi τωv Σεραφίμ· 

16 χαίρε τα εναντία 

εiς ταvτό άyαyοvσα· 

χαίρε ή παρθεvίαν . 
καl λο[y]χείαν ζεvyνvσα· 

20 κριτοv δ1καlοv Ρ 22 παρρησία Ρ 
ΧΝ, 2 τοv κόσμοv Ρ 3 οίιραvόv Ρ 4 ό ίιψηλός Ρ 7 τοvς αίιτφ βοωvτας Ρ 
XV, 6 καί τόκος] ό τόκος Ρ r6 χαίρε ή τάvαvτία Ρ 

,, 



LXXVI 

20 χαίρε δι' ης ήνοίχθη παράδεισος

χαίρε δι' ης ελύθη παράβασις-

χαίρε ή κλεiς της Χριστοv βασιλείας· 

χαίρε ελπiς άyαθων αίωνίων· 

24 χαίρε νίιμφη άνύμφευτε. 

XVI. Πασα φύσις άyyέλων 

κατεπ λάyη το μέyα 

. ·· της σης ενανθρωπήσεως ερyον· 
'Ί 4 τον άπρόσιτον yαρ ώς θεόν 

εθεώρει πασιν προσιτον ανθρωπον, 

ήμίν μεν σv(ν)δίάyοντα, 
άκούοντα δε παρα πάντωv-

8 'Αλληλούϊα. 

XVII. 'Ρήτορας πολvφθόyyοvς 

ώς ίχθύας άφθόyyοvς 

όρωμεν επl σοί, Θεοτόκε· 

4 άποροvσι yαρ λέγειν τό· πως 

καi παρθένος μένεις καi τεκείν ίσχvσας· 

ήμείς δε το μvστήριον 

θαvμάζοντες πιστως βοωντες· 

8 χαίρε σοφίας θεοv δοχείον· 

χαίρε προνοίας αύτοv σημείον-

χαίρε φιλοσόφοvς (ά)σόφοvς δεικνίιοvσα· . 
χαίρε τεχνολόγων τούς λόyοvς ελέyχοvσα· 

12 χαίρε ότι εμωράνθησαν 

[ οί δεινοi σvζητηταί· 

χαίρε ότι εμαράνθησαν] . 
οί των μύθων ποιηταί· 

16 χαίρε των 'Αθηναίων 

τας πλοκας διασπωσα· 

χαίρε των άλιέων 

τας σαyήνας πληροvσα· 

20 χαίρε δ1' ης έλίιθη παράβασ1ς Ρ 2 Ι χαίρε δ1'ης ήvοίχθη παράδe1σος Ρ 

XVII, 2 !χθuας &φώvοvς Ρ 7 βοωμev Ρ g σημείον] ταμείον Ρ 10 &σόφοvς 

Vind. suppl. gr. 96 σοφοvς in Α per eπ. Ι Ι χαίρε τeχvολόyοvς &λόyοvς 
έλέyχοvσα Ρ 12 Post ν. 12 Α duo ν. om. qui in cett. MSS. leguntur: (13) ο\ 

δe1vol σvζητηταί· (14) χαίρε δη έμαράvθησαv 

Ατ 
• i i 

'"' 

LXXVII 

20 χαίρε βvθοv άyνοίας εςέλκοvσα· 

χαίρε πολλούς εν yνώσει πλοvτίζοvσα· 

χαίρε όλκας των θελό(ν)των σωθηναι· 

χαίρε λιμήν των τοv βίοv πλωτήρωv-

24 χαίρε δι'ης προσκvνείται ό πλάστης-

χαίρε νύμφη άνίιμφεvτε. 

XVIII. Σωσαι θέλων τον κόσμον 

ό των δλων κοσμήτωρ 

προς τοvτον αύτεπάyyελτος ηλθεv-

4 καi ύπάρχων ποιμήν καi θεός 
δι' ήμας εφάνη καθ' ήμας πρόβατοv

όμοίφ δε το δμοιον καλέσας 

ώς ήθέλησεν άκούειv-

8 'Αλληλούϊα. 

ΧΙΧ. Τείχος εί των παρθένων, 
θεοτόκε παρθένε, 

καl πάντων των εi.ς σε προστρεχόντωv-

4 ό yαρ του οvρανοv καi της yης 

κατεσκεύασέ σε ποιητής, άχραντε, 

οίκήσας εν τiJ μήτρςχ σοv 

καi πάντας προσφωνείν διδάςας-
8 χαίρε ή στήλη της παρθενίας· 

χαίρε ή πύλη της σωτηρίας-

χαίρε άρχηyε της 'Αδαμ άναπλάσεως

χαίρε χορηyε θεϊκης άyαθότητος· 

12 χαίρε· σιι yαρ άνεyέννησας 

τούς σvληθέντας το πρίν· 

χαίρε· σv yαρ άνεyέννησας 

· τούς σvληθέντας 'τον vovv-
16 χαίρε ή τον φθορέα 

των φρενων καταρyοvσα· 

χαίρε ή τον σπορέα 

της άyνείας τεκοvσα· 

21 πλοvτίζοvσα] φωτίζοvσα Ρ 23 Hunc v., qui in stropha Α' ν. 23 locum 
• suum habet, Α hic inseruit ne melodia hiaret. 

XVIII, 4 καl πο~μήv ύπάρχωv ώς θεός Ρ 6 όμοίφ yάρ Ρ 7 ώς θεός &κoue1 Ρ 
· ΧΙΧ, 6 ο!κήσας] ο!κησαι Ρ 7 σοί πάvτας Ρ 10 &ρχηyέ vοητης Ρ 12 άve

yέvvησας] έvοvθέτησας Ρ 13 τοvς σvλληφθέvτας α!σχρως Ρ 
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LXXVIII 

χαίρε παστάς άφθόροv νuμφεvσεως· 

χαίρε πιστοuς κvρί~ αρμόζουσα· 

χαίρε καλή κοvροτρόφε παρθένε· 

χαίρε σεμνή νuμφοστόλε άyίωv-

χαίρε νύμφε άνύμφεvτε. 

ΧΧ. Ύμνος άπας καi αίνος 

σvνεκτείνεσθαι σπεvδων 

τcρ πλήθει των πολλων οiκτιρμων σοv· 

4 iσαρίθμοuς ψαλμοuς καi φδάς 

άναφέρωμέν σοι βασιλεv &yιε, 

οvδέ( v) τελοvμεν άξιον 
cbv εδωκας τοίς πίστει βοωσιν· 

8 • Αλληλοvϊα. 

ΧΧΙ. Φωτοδόχον λαμπάδα 

τοίς εν σκότει φανείσαν 

όρωμεν την άyίαν παρθένοv-

4 το yάρ ά:Ολον άπτοvσα πvρ 

όδηyεί προς yνωσιν θεϊκήν πάντοτε 

αvyfj τον vovv φωτίζουσα 
κpαvyfj δέ τιμωμένη ταvη;ι· 

s- χαίρε άκτiς νοητοv ήλίοv· 

χαίρε λαμπτήρ τοv άκτίστοv φέyyοvς· 

χαίρε άστραπή τάς ψvχάς καταvyάζοvσα· 

χώρε ώς βροντή τους έχθροuς καταπλήττοvσα· 

12 χαίρε δτι τον πολύφωτον 
άνατέλλεις φωτισμόv

χαίρε δτι τον πολvδωρον 

άναβλvζεις ποτισμόν· 

16 χαίρε της κολvμβήθρας 

ζωyραφοvσα τον TVΠOV" 

χαίρε της άμαρτίας 

άναιροvσα τον pvπov· 

20 άφθόpοv] άστrόpοv Ρ 22 Παρθένε Ρ 23 σεμνή] ψvχωv Ρ 

Χ.Χ, 1 Ύμνος &πας ήτταται Ρ 4 ίσαpίθμοvς yάp ψάμμφ φSάς Ρ 5 άv 
πpοσφέpι:..:~μέv σοι Ρ 7 ώv SέSωκας τοίς σοi βοωσιv Ρ _ _ 
ΧΧΙ, 3 παpθeve Α 4 πίίp] φως Ρ 5 πάντοτε] απαvτας Ρ g χα;pe βολiς τοv 

άSύτοv φέyyοvς Ρ 10 καταvyάζοvσα] καταλάμποvσα Ρ 14 πoλvSωpov] πo

λvppvτov Ρ 1 5 ποταμόν Ρ 

·- •• i 
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LXXIX 

χαίρε λοvτήρ έκπλvνων σvνείδησιν· 

(χαίρε κρατήρ κιρv«>v άyαλλίασιν·) 
χαίρε οσμή της Χριστοv εvωδίας· 

χαίρε ζωή μuστικης εύωχίας-

[χαίρε δι' ης προ(σ)κvνείται ό πλάστης-] 
χώρε νύμφη άνύμφεvτε. 

ΧΧΙΙ. Χάριν δοvναι θελήσας 
όφλημάτων άρχαίων 

ό πάντων χρεωλvτης άνθρώπων 
4 έπεδήμησε δι' έαvτοv 

προς τόuς άποδήμοuς της αvτοv χάριτος
καί σχίσας το χειρόγραφον 
άκοvει παρά πάντων ούτως· 

8 • Αλληλοvϊα. 

ΧΧΙΙΙ. Ψάλλοντές σοu τον τόκον 
εύφημοvμέν σε πάντες 

ώς εμψvχον ναόν, θεοτόκε· 

4 sv τfj σfj yάρ οiκήσας yαστρί 
ό κατέχων πάντα τfj χειρi κύριος 
ήyίασεν, έδόξασεν, 

έδίδαξεν βοφ, σοι πάντας· 

8 · χώρε σκηνή τοv θεοv καί λόyοv· 
χώρε άyία άyίων μείζων· 

χαίρε κιβωτέ χρvσωθείσα τcρ πνεvματι· 
χαίρε θησαυρέ της ζωης άδαπάνητε· 

12 χαίρε τίμιον διάδημα 

βασιλέων εύσεβωv

χαϊρε καvχημα σεβάσμιον 

ίερέων εύλαβωv-

16 χαίρε της εκκλησίας 
ό άσάλεvτος πvρyος· 

χώρε της βασιλείας 

το άπόρθητον τείχος· 

21 Hoc versu omisso Α versum 24 strophae XVII post v. 23 inserώt ne melodia 
hiaret. 

ΧΧΙΙΙ, 2 evφημοvμέv σε] άvvμvovμέv σε Ρ 5 κατέχων] σννέχωv Ρ 11 ζωηv Α 
17 ό] το Α 
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XXIV. 

4 

8 

LXXX 

χαίρε δι' ης εγείρονται τρόπαια· 

χαίρε δι' ης εχθροί καταπίπτουσι · 
χαίρε ψυχης της εμης προστασία[ς] · 
χαίρε φωτος τοϋ εμοϋ θεραπεία· 

χαίρε νύμφη άvίιμφευτε. 

, ω παννμvητε μητερ, 
ή τεκοϋσα τοv πάvτωv 

άyίωv άyιώτατοv λόyοv 

δεςαμέvη τηv vϋv προσφοράv, 

άπο πάσης ρϋσαι συμφορας &παvτας, 

καl της μελλοvσης λvτρωσαι 

κολάσεως τοvς βοωvτας· 

'Αλληλούϊα. 

22-23 In cett. MSS. ordo inversus. 22 προσ-τασία[ς]] σωτηρία Ρ . 23 φωτός] 
χρωτόςΡ 

XXIV, 7 βοωvτας] σvμβοωvτας Ρ 

Ashb. 64 
Crypt. Γ. γ.ΠΙ 

Vatic. 1606 
Crypt. Ε. β.ΙΙΙ 

..._; 
ω - ω -

ω - w - ω 

'Ι - 'Ι - 'Ι 

Ashb. 64 
Crypt. Ε. β.VΙΙ · 

Vatic. 1606 
Crypt. Ε. β.VΠ 
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> 
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down a Fourth to e. ·From here the version follows Cod. Ashburnham. 64. Cod. 
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burnham. 64 the phrase starts from d. 
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~, - m . - a, - m - a, -· a, - a, - a, - ps - e 1:ij - 'I. -

/I 

OIKOS XXI 79 

~ • c n > _....2- n > ,...?-- >~ ~f#r Erp r fJrtp-J'r rJ·tp·J.1rtrr 
' , 

'tO - o - o 'J po - u - u - u • - u - u - u - u - u - u -

\·. s > 

'

· > n~,,......,_•c, ~.---.?-

r Et] : a i r rJ ·ru c: r r .. w +1) fhp ,,_J.. - j 
'ltO - o - 'I /J. (20) Xai:'- aL - aL - a, - aL - ps - e I.OU -

(24) [Chorus: Xai:'ps v6µ.q,71 av6µ.q,suu] 

•> XXI (23) from I (23) as in XVII. 
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80 OIKOS XXII 81 

Oikos XXII 
> r, c A> S A> 

f!)l; J t][QJ OJ r cf r;Rl 
"-L (6). , , , , 

,,a Xal OXl - Oa - a - <; '1:0 - O - O XSl - po - o - O -

.;:. ~ _ ;._ t· 40 V # ;._ r, ~ ~ 

~JJJJDfE.JJJ J.JJJJ pJ :W: eJ 
0 - 0 - 0 - 0 - 0 - 0 - rpa - . a - cpo - 0 - 'I z (7) . a -

.;:_n1/"';. > ~'- A >r, A, 

~ r r r r r r r ~ p r r u Rl r r?W UJ 
I \ I tJ 

xou - OU - OU - e_t - El 1ta - pa 1ta - a - 'I - '1:W'I OU - OU - OU -

s . 
~. ;.. v~ > er ~ 

~ [3 -;a J t] ' J J J J p J II 
OU - OU - OU OU - OU - OU - '1:W - w - <;: (8) [Ch01·us: A)J,l)A.Ou'ia] 

Oikos XXIII 
c__ 

A n . f > w g.y · =-- · m !? ;,. ; J. n J □ J w J? J t] E.& t#' +1 
(1. m' " , . ',--' , 

} -ra - a_ - a-N.O'l -1:e - • - <; oou 1:0'/ '1:0 - o - o - o - o - o -

pt - '1:0 - O - o - 0 - 0 - O - 0 - 0 - O - 0 - 0 - 0 - <; 
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82 OIKOS XXIII OIKOS XXIII 83 

:;_ ~. ~ A >- -j ~ A ---- ----

cfr a er tr bf C1 u-' P i;J J, :n µ ; ~1 
\ 0 -· 0 - 0 - 0 - 0 " 0 - you - OU - OU - OU: u E C (9) Xat -

A >-c~A >- ~ c f JJJJfJJJJfrtfrr triq]fl[LJ 
at. - ai. - at.- at. - ai. - m, - at. - at. - m. - at. - · at. - m - m. -

c f. 41V c A i >- v~ >- A >- . 1"I A ' 

@R-i:nnRr ~B+ur rr:rA[rr 
m. - at. - . m .. - at. - al, - a1. - m. - at. - at. - at. - PE a: - rl -

o- o-o- o..:o - 0 - 0 - 0 - 0 - 0 - 0 - 0 - ll - J -;. 

i 

J 

Et. - EL - Et. - EL - EL - EL- Et. - et. - et. - Et. - EL - EL ":."' Et. - EL -

(11} Xa! - a1, - at. - at. - at. .- aL - «L - at. - aL - at. - at. - m, - m. -

l 
i >-~ •-=< ,,,...-. 1"I C r. C F• E=1a 
~ J.zp r , rl' r w f) r r r- r ff) r r r r r [#j 

0 - 0 - 0 - 0 - 0 - 0 - 0 - 0 -· 0 - 0 - 0 - 0 - - 0 - a, - pa· OlJ - aa - a - upe - • - e - e - e - e - e - e -
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1 
84 OIKOS XXIII OIKOS XXITI · 85 

w - w - w - w - w -· w - w - w - w - w - w - w - w - w-V: 

0 - U - 0 U - U - U - U .- U - 0 - U -

EL - EL - El. - eL - El. - EL - Et. - El. - et. - xo - 0 - 0 - (i 



86 OIKOS XXIII 87 

Oikos XXIV 

' 

,....--. S > A ' 

w ~-w :u 1 1 J □ J. ; □ Js.1 ;n w .o n w 
An ~ Y .__,,, < ..__;:, 1 

i;w - w - V 1t g (3) Cl - rt - L - WV Cl - rt - W - w - w _ - i;cz -

' prldur bcJJ J uffib 
~o - o - v AO - o - o - o - o - o - o - o - o - o -

(24) [Chorus: Xarpa vuµqrq dvuµcpaui;a] 
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a a a - <; 

,· s 

OIKOS XXIV 

C V 
A A ,==- >~ > > 

C.r Ci1] P LJ @J -~ J £J B 
r, 

) J 
,,_L( l , g 6 Xctl 

a-a - a - a a - a - a -

A A ~ 

[lJJ.FDr 
s 
C 

C: fr; 
/J-E - Uou - OU O'lj<; 

s 
• '<A ;;_ c,_."!'-..,__ ;;_ V # ~ r, 

~ JJl J J J a :r::J fJJ n J 
. -..../ 

cl"'--,..•--- ~ 

J J J 3 J p J 
u •u - u - u - u u - u - u - 't'OW · - oat - aL - aL 

~ 
f. 44a ,,----. ,,.-< s r, C 

1 J l l] r r r r r r p· p ~ C r r r 
)) 

(7) A.a \ 

~o I::,. XO - a a OE W<; 't:Otl<; - 0 

• C . C 
" > r, A ' >v 

fJJ_. r (J E.IJ D £JJ J 
w w - w - w - w - w w - w - w - V - ,:a - a - <; : 

(8) [Chorus: 'AAA1JAoufo] 

Skandia nodestik, Copenhagen 

,, 

COMMENTARY 
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NOTICE 

General problems of transcription, such as those referring to lines 3, 9, 

r3, r9 and 23 ( 22 in Oikos XVI]), which are discussed in the Introduction, 

are not taken up again in the Commentary. We rifer to Codex Ashbumhamen

sis 64 as A. 

\ 

Prooemium (Kontakion). 

The long Intonationformula before line 1 occurs in A only. The 
same is true of the other formulae; E. !3. VII, r. y. III and E. 13. III 
have mostly nothing more than the Signatures, which occur, however, 
more frequently than in A, and a short Intonation formula. 

1-2. E. 13. VII has TIA. 6' before TO: VIKTJTI}ptex, and TIA. 6' before 
I. 2 instead of uexr1e, TIA. ex' before Twv 6e1vwv, and TIA. 6' before 
EU)( exp IO"TT! p tex. 

3. In E. 13. VII the repeated vowels are written equidistantly, not 
exactly under the notes, and sometimes even where there are no notes; 
they are written alternately in brown and red ink. In line 3 the scribe 
of A is more careful, though he too does not always put the vowels 
exactly under the notes. An analysis of the musical structure of the 
Prooemium is given in the present writer's study 'Das Prooemium des 
Akathistos' in Die Musikforschung, VI (1953), pp. 193-206. 

Oikos I. 

The long Intonationformula only in A. -,, 

' =-=- -
5. (wp1-)e - EA: read =-=- ? ~- The same mistake, - ,, instead 

of !.., occurs frequently and is often corrected by a later hand. 
E. 13. VII has · the same mistake. 

9. Above the Intonation (~ =- "'"') is an Ison. 
c... -- =,, .,,,.. s 

10. xexipe: a variant is added above: (:-) :;:, =-- 1. e. (g) b a. 

16. (o)T1: a variant is added:"""', i. e. d-. 

Oikos II. 

3. (fol3p1)iJA: add =-=-. 
\...::: I 

s 
5. (cpexivET-) <Xl; read 

,, 
By the rev1S1on f" has been added 

,, . 
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.... 
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above the line. For the following group (~ ;;::; :;.,: ~) a variant is 
added below the main line: j=- .. ...-1: .. ,,. ~, i. e. c' b a b c' b a. 

Oikos Ill, -
:»~ ' . s 

5. (T?)(.0f)v-) at ai: between these two groups (of which '"i stands 
at the e'nd of a line) ~ must have disappeared. The notes are added 
from E. 13 ... VII p. 144 last line, and put in brackets. 

6. irpos: the neumes which stand at the end of the line are smudged, 
but seem to be :: ; above the following .;:::: an Ison is added. This 
means that the melody runs thus: g a-, or, according to the neumes 
above the main script, a a-. · 

13. Here, and in Oikos XI, the scribe writes ...- -~.;::,,,, another 
variant of the four note gruppetto -...,- : ; by substituting the usual grup
petto the cadence ends on g. 

Oikos IV. 

7. \J'O:(Meiv): read .... , following the notation of the line in Oikos II. 

Oikos V. 

5. The variant, cited in the footnote, is written in smaller script on 
::i,,=,,,-i/' " ' 

top of the main line. The leap on (ex.en-) pe had to be changed to. 
,r 

"""' --pe, i. e. from a fifth into a ~ixth. 

9. (x-)a:i (-pe): read ;: as in Oikos I. 
..... 
c.,, ... 

21. (xa:i-)a:1 (-pe): the Kentema (or t4e Kentemata) must be an 
erroneous addition. · 

1 

Oikos VI. -,"' s ,r 

5. (&µeµTIT-)e: read -\; this form is added in the margin (with_ a 
slight difference: " instead of s) . ·-

Oi kos VII, 

' "' 5. (o:µv-)o(v): a variant 1s added above the line: S:-, 1. e. c' a. 

93 

-.,, 
1 

(&µc.uµ-)o(-v): _,, must be transcribed as meaning a leap of a sixth; 
above the line is added the correct form: ~; we cannot decide whether 
this addition '\,\'as meant as a correction or intended to bring the melody 
in balance after the change above o:µv6v from c' b into c' a. 

Oikos VIII. 

4. The beginning of this line gives an example of the double control 
which one gets (a) from the notation which continues the last note of 
the foregoing phrase, and (b) from the Signature with its abbreviated 
Intonationformula: - ...... ,,,,,,,.... =----=-=- '1:1,. ........ "$" ..... ... .... 

(a:i-)yAT) -D ff6 ::3, o:r,.r,.' CilS 

The last note ;: of the cadence on ( a:i-)YAD is g; the :first notes 
,.. ... ~ on o:(r,.r,.' ws) are e-f. The Intonationformula :: .;:: ends on a; the 
fourth downwards and Dyo Kentemata ,s- ..... are written in red ink and 
smaller script in order to get e as starting note of the new phrase. 

Oikos IX. 

/ 
=-x-........ ,,,,,,, =-

9. T) T)-µe (-pa:): a variant is added: """'x ~ =-, i. e. a-d'. c', which 
is the better reading and is found in E. 13. VII. 

1...-... .. ;,.. 
11. (cpv)r,.a:-a: (-TTovcra:): the_second Oxeia must be omitted; E. 13 • 

VII p. i65 has the correct reading . -14. (cpir,.-)a: (-v0pc.uirov): read z· 

Oikos XI. 

5. TT)V: The Kentema is wrong; E. 13. VII has TT)V which is the cor-- -~.,· ~- -=-=- s s C-' 

rect reading. ( ireTITc.u-) Ka:-cx-a: - ex - ex (-v); correction underneath in 
,r -

smaller script: , , . s s 
13. The scribe wrote .;:: instead of -....,...-:. ...., =-

p 
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Oikos XII. 

--.. 
3. (ror') en (-wvos): read ;;::»; cf. Oikos XIII. -' ;::. .... "' ,, 
5. (oos ee6-) o o (-s): read £:; cf. Oikos I, III etc. 

Oikos XIII . 
. •' ,· 

_,., 
5. ( &<pee-)po (-v); read ,S-. Cf. Oikos I. 
11. The transparence of the neumes of the recto make~ the reading 

of the neumes above the first syllables of xaipe difficult. They _seem 
_.., r 

to be: : '~ _,,.:;.. \.-; the Ison refers to the Barys-Signature; -::; ... .:; is 

a variant for =- ,:;. 
Oikos XIV. 

3. ~"; seems to be substituted for an original ~ .. 8 ... (?). 

Oikos X-V. 
.... ..... " -,.. 

11. (K-)av (-xrwa): read ".! S"; c£ Oikos I. 

Oikos XVI. -_,., 
\. _,., 

5. (o:v0poo1T-) o (-v): read \.- .. c£ Oikos I. 

Oikos XVII. 
_..,,,,.,,,.. r·.-. 
/ - _,,.,,_ 

10. A and E.~- VII have cro<povs instead of &cr6<povs: cro - cpov-·ous. 
This reverses the sense and the a privativum must be restored. By 
doing so the accented syllable -o-6- gets the melisma and the anti
thesis <p1]\ocr6<pous - &cr6<povs is underlined by the two corresponding 
melismas. · 

15. Lines 13-14 of the text is omitted, but at the end the last line 
of Oikos I is added both in A and E. ~- VII. 

·- .--
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16. ('Ae11v-)al (-c.ov): the scribe omitted the repe1J.t10n of the 
foregoing phrase a note lower which one finds in Oikos I, III etc. 
in A, but also in Oikos XVII in E. ~- VII. 

' 

Oikos XVII I. 

I'=.. 
5. ( 1Tp6-) o (~cx-rov): read -z. 

Oikos XX. 

3. 1To(-AAwv): read :: .... Cf. Oikos X etc. 
c.., 

----.i._. =;-
11, (~poVT-) 11 11; an Apostrophos should be inserted before 

this group. C£ parallel run in Oikos I etc. E. ~- VII p. 203 has the 
Apostrophos. 

21. xaipe Kpcx-rrJp Kpcx-rwv &yCX/\/\iacr1v: Line 21 of the music is, in 
fact, 1. 22. In order to make the stanza long enough 1. 23 from Oikos I 
is added as last line, as in Oikos XVII. But the balance of the melody 
is destroyed. 

Oikos XXII . 
.... 
~ _,,. -

4. (rne8fiµ11-)cre-e-ev; read 
has the correct notation. 

Oikos XXIII. 

-s 

... -· Cf. Oikos I etc. E. ~- VII 

5. (wp10-) os: the Kentema should be deleted. E. ~- VII. p. 207 

has the correct notation. · 

; an Apostrophos must be added before this 
7 

group; E.~- VII has the Apostrophos. (&6a)1Ta(-v11Te): read 7. 

i I 
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Kontakion 

,, 

a - a - a - a - a - a - a - a - a - a - a - a - O'to-po-o -c; • a n a 
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Oikos 

'l - 'l - 'l - 'l - 'l - 'l - 'l - 'l C 'l - 'l - 'l - 'l - 'l a a VE 

-:j:_ •c• - .~-. >- J\ >-

'p i r ~Par Po r u er trJ EJ_LJ p· 
(5) auv - a.'/ - 't~ - 11- 'l - 11- 'l - 11 - aa. -· aa.{ - a, - a, - a, - a,· - a, - a< -

; -j===- =R - ,c~.A >- t:'I 

, D .J ttr w i .g. p r i p P c1 p p c.: u r p r r . -E -au -'tat. - aL-at.-aL - ai - at.- at.-aL - ~ . m. aot.- ot.- - OL } 
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j" ~ C A ,A . I, ;;.A ;;. 

~ R w p w n r r r rn B r r r rr pp u Fl 
o,._ 0-0-0-0-0-0 - ~a. BL,·ob-ou-ou-ou-ou-ou-ou-

" 

w- w - w w - w - . w - w - w - w - w - w - w - w - w - w - O'tl)-11 - TJ 

~ A , >r,, A >~. ,!_ - ,,? ;;_ 0 

r ctrr?Pr:PUr: r a~or1·r r1r u· 
o - O'ta - a - at - 1. - 'J a a u: (11) ll.6- o - o - o - o - o - o - o - o -

o - o - o - 0 ·- o - o - o - o - o - o - o - o - '.> - o - · 

0 - 0 - 0 - 01J-<;1- W - W op.(otwc;) (9) ~() - 0 - 0 ~ 0 -

C . 

~ A A r,,~, ~ 'c §] ~ v§igj ,!_ vm 
UOPrJrJr m-zr-;J~ ~8 
o - o - o·- o - o - o - o - o - o - o - o - o - o - w - . w - w - w - w - w - aa - a - a - a - "-I 'tt - 1. - 1. a rt. a 

· ... -.. ' 
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~ >-:::==- cA >- ~. -J:_ ,,.....__ - ~ ~ ~ ,,...... e· 
~ w & r ~cur@; cc; FJ B r a· r ~"r 
(12) Llo - o - o - o - o - o - o - o - o - o - o. - !;a - a - a 

T T -J:_ > >-,,.--. C ' • ,\ >- C ' ~ - ,\ 

~JPr u;r crcr rwrre-rr r1uat]j 
u. '.a VE (l(l. - a - a - p - Xa - a - a - a ClOt tpO - pa - E - E -

T T A >- ~v ,,.---::----.. -J:_ -·c• A >-c•. !==l=lr, ~~ >-~r-r e_rr-rwrrr-r£nr n-G.JJ pJ 
E - e - e - E - E - E - e - E - E - E - aav - 'tt - L - 1. 

J:::::::=- r-,,,\' l >- >.- >-

@i[UJW I J IT r UC r rW ; . .P Jq,•JJJ'-J 8 
a n a (13) 0.\1 - flpw -7t{ - < - L - <-\17j\l Ot' ~ - µ.ii - a - a - a -

C . 

-:J:_I, ~ ==- .,,-<'"_ --- ==-
@ r r r r w p w : EU J w : w B r ~ o r ~ r ea 

a - a - a - a - r; a , re. a (14} AO- o - o - o - o ~ o - o -

T J ,\ ' ~ >- >-.(""'. r, C ' • ,\ >-

@ FTP o· r u r rr : ~ a r u: r r: r r r w 
. 0 - 0 - 0 - 0 - ;a - a - a U. a· U. 1t&.- ·a - a - a· - g() -

T T T -:J:_c' ~- A c' A >-c• 

@ r r r- r r rw u Elf r r r r r1 ttr r r r · r 
' ' o - o - r; u - 1t0 - U'ta - a - a - a - a - a - a - a - ~ - a -

C . J,\ >-r, >-V ':>°' r, n,\ f C ,rnrn.rnw pl11r:hu: war uw.p) 
a - a - \I - 'tt - , - , aot-oi-o, a n a (15) ~ - 1tl ;6 - u - u - u -Mu-.~_-

. . T ' J >- >- A '..---; A ',...-, , c _ _ . >-' 

@ n r p rl u a u u a tr J 1 J J J. J □ B. 
ou - ou 'toO a-rau - poG - ou - ou - ou ·- ou - _ ou - ou - ou - ou - au - ou -

f. 196r 
T . A >-

, c r u f rJ :p;u: u?tfirn-pty-0J2J 
OU - OU - OU - ou-ou u. a u. (16) l:!0-o - 0 - 0 - o- 0 - 0 ._ 0 - 0 -

I 

j . 
! 

I 
I 
I 

I 
\ 
I 

I 
I 

I 
I - i 
* 
i 
I 

l 
j 

· 1 
l 
I 
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'>n > n ij > n 1f ~ °'-c p r ; □ B r 4 · w p 2 P A - w r tr r err· 
a-a .ot' 06-ou - ou-ou - ou-ou-ou i- 1ta-'t~ - ~ - 971 6- o - o .. - o - o 



COMMENTARY 

Text. This text is extremely difficult to handle because it is often 
hard to tell whether the incomprehensibility is due td the author's 
dogged attempt, at all costs, to counterfeit the Acathist (not forgetting 
the N. T. reminiscences,-and, perhaps, bearing in mind the Konta
kion for the Myrophoroi (A f. 134 v ss.)), or to mistakes committed 
by the negligent copyist ( or his predecessors). 

Kontakion. 2 .. exepovs A. 
Oikos. 2. mecpo:v11s ·A. 4-6. For the variant (or perhaps better:. 

variation) introduced by @..7'.ws ( or a.7'.7'.o), see the Introduction to 
the Contacarium Ashburnhamense p. 29.-It seems clear that the 
author· intends to express the idea that the Holy Women not only 
heard the Angel's voice but also met Christ himself (Matth. 28,9), but 
the actual words-although strictly conforming to the pattern of the 
Acathist-can hardly be pressed to bear this meaning. Is ECXVTais a 
mistake for ai mrrai or for ECXVT0 ( ::i : crol mrr0 !) ? 7. Read e~611crav ,rpos · 
cre Tocrcae. 10. Ko:7'.a~ovTt A. 12. cpope6-avTo: A. · 19. crriv ave7'.a~ES A. 
20. 6EAT)CTO:VTO: A. . 

Music. 
,, 

Kontakion. 1. (evx.aptOT11-) 11 (-pta): read 1; cf. 2. 3. Kpav(yaswv) ,: 
the Oligon is not a pure scrib:il error, but bears witness to the (:xistence 
of a version starting on e; however, the neume in red (-), which . 
indicates the relation to the preceding Martyria, and the foll(?wing · 
melody point to a version starting on d, which I have followed m 

cJ 

the transcription.- (crw-)Tfl(-p): read ::,. 

GENERAL .INDEX 

MUSICAL MATTERS 

Notation 
Neumes and Neume-groups 
Antikenokylisma XL V; Antikenoma 
XLIV; Diple XLII; DyoBareiai (Pias
ma) XLIII; Dyo Kentemata XLII; 
Dyo Kentemata and Tzakisma re
sembling each other XLII, LXI; 
Gorgon XLIV, LXVII; Homalon 
XLIV, LXVII; Hyporrhoe (Aporr
hce) XLII s.; Ison XLII; Katabasma 
LIVs.; Kratemo-Hyporroon XLIV; 
Kratemo-Hyporroon-Oligon XLIV; 
KylismaXLIII; ParakalesmaXLIVs.; 
Pelaston XLII; Seisma XLIII; Stau
ros misread as Elaphron LXIII; · 
Strepton XLIV,· LXVII; Tromikon 
XLIV, LXVII;. Tzakisma XLII; 
"Great Hypostases" XXXIX · ss.; 
Rhythmical and dynamic signs 
XL VIII; ;::: for,:::: XLII, LXI, LXIII; 
_,, for ~ XI, LXI, 89, 90,-91, 92. 

Intonation-formulae (Apechemata) 
XX:}{VIIs., XLVss., LIXs., LXVII, 

91. 

Signatures (Martyriai) XLVss., LIXs., 
LXVII, 91. 

Other Matters 
Early Byzantine Notation XXXIX, 
LIVs., LX, LXII, LXIII; Problems 
of transcription (correction of faulty 
phrases) VIII s., X, XI, XLVII s., 
LIX ss. (LX: line 3; LXI.: line 5; 
LXII: line9; LXIII: lines 13 and 19; 
LXIV: line 22). 

Tradition 
Groups of manuscripts L ss.; Original 
Byzantine version LXI, LXIV; 
Mount Sinai version XXXV s., XL; 
South Italian version XXXIV ss., 
XLIX, LII, LXI, LXIV; Latin trans
lation Xl, XXIII s., XXXV. 

Other Matters · 
The notation as an aide-memoire X s.; 
·The modal character of the Kontakia 
XLVIII, LXIV s.; Kontakion style 
LVI, LVIII; Melodic embellishments 
(Progress of) L ss., LIV s. ; Melody and 
text L VI, 92; Tritonus LXII. 

TEXTUAL MATTERS 

Language and style 
Orthography XXXVI ss., LXVI; 
Iotacism XXXVI ; Insertion of vowels 

and meaningless syllables XXXVI s.; 
Sentence-structure XXXV. 
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Literary, and liturgical matters 

Date and authorship VIII, XIV, 
XX, ss.;. Original prooemium XXV; 

Liturgical place VIII, XIV ss., 
XXIss., XXIV, XXIX; Christology 
XXVI s. 

MANUSCRIPTS 

, Ambros. L. 36 sup. XII; Ashburnha~ 
mensis 64 passim (esp. VII, XIII s., 

. XVIII, XXXIV ss., XLIX ss., 
·,., 'LX ss.); Corsinian. 366 XXXI; 

Cryptenses r. y. I XXXVII; r. y. 
III XII, )f;_Ll:X ss., LXI s.; E. p. III 
XII, XLIX ss.; E. p. VII VII, XII, 
XXXII, XL VII, XLIX ss., LX ss.; 
Dresden gr. 1.40 XVI; lviron 470 
LVIII, LX; Messinenses 120 and 

129 XLIXss.; Metochion 81 r XLIII; 
Paris, Coislin 220 LII ss.; Paris, 
Mazarin. 693 XI, XXIII; Sinai 925 
XIV, XVIII, XXXV s.; Thessalo
nic. Blataion 41 XXI; Vatic. gr. 
1606 XLIX ss.; Vatic. 1613 XXXI; 
Vindob. suppl. gr.. 96 XIV, XXXIV 
s.; Vindob. suppl. gr. 186 XII, 
XVIII; Vindob. theol. gr. 181 

L VIII; Zurich C. 78 XXIII. 

GREEK PROPER NAMES 

Anastasios I and II XXXI; Apollonius 
of Laodicea XXVI, XXVIII; Basil 
of Seleucia XXVII ss.; Constan-

. tine 
0

Pogonatus VIII, XIV, XXI; 
Ephraem the Syrian XXVI; Ger

:manos XXI ss.; Heraclius XIV, 
XXI; John Chrysostom XXX s.; 
Leo III the !saurian VIII, XXI; 

Pancratius (master of ceremonies at 
Grottaferrata) XIII; Photios XXIV;. 
Pisides XXI; Proklos of Constanti- · 
nople XXVIII s.; Romanos XXI, 
XXVII ss.; Sergios XXI s., XXV, 
XXXI s.; .. Symeon (scribe of Ash
burnham. 64) XIII, XXXIV; Theo
dosius XXIV. 

· OTHER MATTERS 

Scriptoria of Grottaferrata and of I- representing the infancy of Christ 
Mount Sinai XL; Cycle of mosaic, XXXII . 
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